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ABSTRACT 
 

 The Cathedral façades at Piacenza, Ferrara, and Verona are traditionally credited to the 

north Italian sculptor, Niccolò (act. c. 1120s - 1160s), and dated between 1122 and 1139. Though 

he was one of the earliest artists to sign his façades, little is known about Niccolò and his 

involvement at each site. Nevertheless, an exorbitant amount of literature is devoted to the 

sculptor’s oeuvre. In recent decades, this has primarily addressed the imagery in relation to 

widespread, contemporary political events such as the Investiture Controversy (c. 1076 – 1122) 

and crusades. In this thesis, I evaluate the subject matter and manner of depiction of the 

sculptural façades in Piacenza, Ferrara, and Verona in relation to the local and regional political 

context and patronage that shaped their construction. In doing so, I posit that their iconography 

derived, at least in part, from local concerns and nearby visual sources not addressed previously.  

 To support this thesis, I shift my focus away from the traditional, biographical approach 

which places the artist, Niccolò, at the center of each site’s iconography. Rather, I address the 

impact of patronage, as each city had a new bishop and/or a previously little-considered patron 

embroiled in the regional political scene during the period under consideration. At Piacenza 

Cathedral, I consider both the atlantes beneath the lateral porches and the Adoration of the Magi 

scene in the north lintel in relation to Piacenza’s historical alliance with the Papacy. Then, I turn 

my attention to Ferrara Cathedral, evaluating both the equestrian rider in the tympanum and the 

Adoration of the Magi centered below. Finally, I take the tympanum sculpture and the warrior 

figures framing the portal of Verona Cathedral as subjects. Recognizing the impact of local 

religious, political and ideological concerns at Piacenza, Ferrara, and Verona Cathedral, this 
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study aims to stimulate more nuanced research concerning other sites typically understood in 

relation to a singular, overarching political event. 
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CHAPTER 1 
 

INTRODUCTION 
 

 The cathedral façades at Piacenza (Cattedrale di Santa Maria Assunta) (c. 1122) (Figure 

1), Ferrara (Basilica Cattedrale di San Giorgio) (c. 1135) (Figure 2), and Verona (Cattedrale 

Santa Maria Matricolare) (c. 1139) (Figure 3) can be grouped together based upon their shared 

attribution to a single, north-Italian sculptor, Niccolò (act. c. 1120s-1160s), their similar 

ecclesiastical function as seats of the bishop, and their relatively complete sculptural programs. 

Despite the multitude of institutional changes that each of these sites underwent in the wake of 

the twelfth-century Investiture Contest, much scholarship approaches the façades from the 

perspective of the artist’s biography rather than within the context of each city’s specific political 

and religious concerns.1 This is due, in part, to the fact that Niccolò was one of the earliest 

known artists to sign his work in stone.2 Even so, very little is actually known about the northern 

sculptor and the circumstances surrounding his work. Furthermore, the close of the Investiture 

Contest with the Concordat of Worms in 1122 led many cities to display their papal or imperial 

support through church façade designs.3 In this thesis, I address the impact of patronage on the 

sculptural program at each site, an issue largely overlooked previously, suggesting that the 

sculptures exhibit divergent political alliances in their iconography, particularly when viewed 

against the larger backdrop of the Investiture Contest. In doing so, I hope to deconstruct the 

narrative of ‘Niccolò’s façades’ by shifting the focus at these sites to aspects of patronage rather 

than the agency of a nebulous historical figure. 
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 Niccolò is traditionally identified as the sculptor of as many as seven different church 

façades; but each site is shrouded in difficulty in terms of attribution and dating.4 As such, the 

sculptor’s involvement at various locations is based on either signatory inscriptions or style. Due 

to the former, Niccolò’s career is believed to have begun in the Piedmont region at the Sacra di 

San Michele with the Porta dello Zodiaco (c. 1120) (Figure 4).5 Here, Niccolò’s involvement is 

affirmed on the, now reconfigured, inner side of the north pilaster by an inscription reading: 

VOS LEGITE VERSUS. QVOS DESCRIPSIT NICHOLAVS VOS QVI TRANSITIS SVRSVM 

VEL FORTE REDITIS [You who go up or by chance go down, read the verses which Niccolò 

wrote].6 Unfortunately, it is unknown whether this arrangement is original, as pieces of the 

sculptor’s work were only later incorporated into the Zodiac portal at an unknown date.7 At 

Piacenza Cathedral, Niccolò’s involvement rests on the inclusion of the Latin phrase HOC OPUS 

INTENDAT [This work is presented (intended…)] (Figure 8) in the south portal, a phrase the 

sculptor also employed at the Sacra di San Michele along with his signature.8 The twelfth-

century sculptor next asserted his presence and new designation as Artifex, or master, at Ferrara 

Cathedral (c. 1135) in the band surrounding the central lunette on the west façade.9 This reads: 

ARTIFICE(M) GNARV(M) Q(UI) SCULPSERIT HEC NICOLAV(M) HV(N)C 

CONCVRRENTES LAVDENT PER S(E)CVLA GENTES [May people gathering here through 

the centuries praise Nicholaus, the learned Artifex who sculpted this].10 The now-destroyed Porta 

dei Mesi (Figure 5) on the south side of the cathedral was yet another site of the sculptor’s work 

at the Ferrara Duomo.11 But this was demolished between 1717 and 1736, and mere fragments of 

the Porta dei Mesi remain, leaving us with a fractured understanding of the Cathedral’s original 

iconography.12  
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 Following Ferrara, the wording of Niccolò’s inscriptions remained fairly consistent. The 

sculptor’s engraving at Verona Cathedral (c. 1139) appears nearly identical to that at the Ferrara 

Duomo besides a few changes in spelling.13 The initial phrase, ARTIFICEM GNARVM/ QVI 

SCVLPSERIT HEC NICHOLAVM [This learned Artifex who sculpted (this), Nicholaus], was 

repeated again on the façade of San Zeno (San Zeno Maggiore) (c. 1138) (Figure 6). This was 

arguably Niccolò’s final project as the inscription continues as if to suggest the sculptor’s death, 

reading: OMNES LAVDEMVS CRISTVM D(O)M(INU)M Q(UI) ROGEMVS 

CELORV(M)REGNVM SIBI DONET VT IPSE SVP(ERN)V(M) [let us all praise Christ the 

Lord, whom we ask to admit him to the kingdom of Heaven so that (he may reside) with him 

forever].14 Niccolò’s name appears two additional times on the San Zeno façade: once in a wall 

panel on the south side of the porch and once on the northern lion support for the second story.15 

Even so, questions surround Niccolò’s work at San Zeno. While an inscription on the exterior of 

the south wall indicates that the church was begun in 1138, Evelyn Kain (1981) argues, based on 

stylistic differences, that the church includes three separate projects by Niccolò, created between 

1138 and mid-century.16  

 Still other sites are attributed to Niccolò based on similarities in style. It has been 

hypothesized that Niccolò’s training began c. 1110 at Modena Cathedral (Figure 7) alongside 

Wiligelmo (act. c. 1099-1120), who was the first sculptor in northern Italy to sign his façades.17 

This supposition is based upon Niccolò’s porch portal design, which is notably similar to that of 

Wiligelmo, who developed the form, including the use of atlantes in areas of weight transfer and 

the innovative use of jamb figures framing the portals.18 Christine Verzár Bornstein (1988) 

proposes further that the usage of the portal porch at Modena also suggests his hand at the site.19 

Niccolò’s oeuvre is additionally believed to extend into Germany with Emperor Lothar III’s (r. 
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1133-1137) burial church at Königslutter (c. 1135) in Lower Saxony. This attribution rests on the 

remarkable similarity between the corbel table vignettes at Königslutter (Figure 9) and those at 

the top of the lower story on the façade of Verona Cathedral (Figure 10).20  

 With so many issues surrounding façades attribution to Niccolò, it comes as no surprise 

that much of the existing literature dedicated to them uses a formalist methodology. Adolfo 

Venturi (1904), Arthur Kingsley Porter (1917), and Trude Krautheimer-Hess (1928) all 

considered the form and style of Niccolò’s sculpted façades within the bounds of a larger 

regional type.21 In 1930, David Robb published the first article devoted exclusively to Niccolò’s 

oeuvre. In his publication, Robb attempted to establish the chronology of the Romanesque 

sculptor’s façades. 22 The full-length monographs of both Evelyn Kain (1986) and Thomas 

Gädeke (1988) continued this trajectory, focusing on elements of style and dating regarding 

Niccolò’s work.23  

 It was not until 1945 that René Jullian evaluated Niccolò’s façades within the wider 

context of architectural sculpture in western Europe, devoting an entire section to potential 

foreign influences upon the Romanesque sculptor.24 Bornstein’s 1988 monograph, however, was 

the first to consider Niccolò’s iconography within the context of twelfth-century politics.25 

Dorothy Glass (2010) has since found many links between north-Italian façade designs, 

including those assigned to Niccolò, and contemporary tensions between secular and religious 

authorities.26 More recently, Spiro (2014) reevaluated Niccolò’s work and career all together. 

Considering this new literature of recent scholars on the twelfth century socio-political situation 

as a whole, Spiro suggests a new chronology for Niccolò’s façades.27  

 It should be stressed that, despite the sculptor’s relatively consistent inscription choices, 

not a single sculpture can be definitively assigned to Niccolò’s hand.28 Rather, his contributions 
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must have been comingled with those of the many other masons and sculptors who made up the 

workshop.29 Edoardo Arslan (1943) attempted to identify individual hands at work in some of 

Niccolò’s façades. At Verona Cathedral, for example, Arslan suggested that as many as seven 

different masters were at work carving the façade sculptures; he credited four of those hands 

with figures at other monuments.30 However, Arslan’s attempt at connoisseurship is the only one 

of its kind regarding the Romanesque artist’s façades, and for good reason. The serious lack of 

documentary evidence surrounding Niccolò’s work at each site makes any kind of personal 

stylistic analysis nearly impossible. Thus, when considering Niccolò’s oeuvre, we must rely 

heavily on what is known concerning the production of architectural sculpture in the period, and 

the role that master sculptors played therein.  

 During the period under consideration, sculptors typically did not choose or design the 

programs they carved.31 Rather, these choices were made by a patron, often the clergy in charge 

of maintaining the fabric of the building, and then relayed to the workshop of sculptors.32 For 

ecclesiastical institutions like cathedrals, the bishop, or dean of the chapter, often acted as patron 

of the structure.33 Indeed, multiple scholars have traced the work of later medieval sculptors, 

paying particular attention to iconographic and stylistic changes, and relating those to the 

specific concerns of bishop-patrons or the local political context. For example, in Eloise 

Angiola’s article “Nicola Pisano, Federigo Visconti, and the Classical Style in Pisa” (1977) she 

argued that Pisano’s famed Pisa Baptistery Pulpit (1260) was commissioned by Archbishop 

Visconti in direct response to the local Pisan ambience and visual sources.34 A similar 

methodological approach concerning Tuscan pulpits more broadly was taken by Francis Ames-

Lewis (1997) in his monograph Tuscan Marble Carving 1250-1350.35 There, Ames-Lewis 

addressed pulpits created by the Pisani in the Pisa Baptistery, the Siena Duomo, the church of 
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San Andrea in Pistoia, and Pisa Cathedral, aligning stylistic and iconographic choices with site-

specific concerns and visual sources. Interestingly, the façades at the Piacenza, Ferrara, and 

Verona Duomos were all constructed within the first or last few years of each respective bishop’s 

tenure, suggesting that clergy likely played an important part in each façade’s iconography.36 

Indeed, the methods of Angiola and Ames-Lewis provide a model for the approach that will be 

taken in the present study, as I will consider the ways in which regional figures and visual 

imagery played a part in the façade iconography at Piacenza, Ferrara, and Verona Cathedrals.   

One of the most significant elements that must be addressed when considering Niccolò’s 

sculpted façades is the complex relationship between the Church, Papacy, and Empire in the 

period. Beginning in the early to mid-eleventh century, new monastic orders and religious 

foundations appeared alongside an increasingly diversified class system of merchants, notaries, 

urban functionaries, and artisans in Italy.37 As individuals belonging to these new groups grew in 

wealth, they attempted to mirror the traditional acts of aristocrats and emperors, including 

making large donations to religious institutions. In return, larger and more consistent donors 

began to expect more active involvement in the institutions’ decision-making, this included a say 

in the investiture of new bishops or the granting of pardons. Exemplifying the traditional 

approach was Verona, where bishops were chosen by the German emperor from the time of 

Charlemagne (r. 774-814), an honor based upon a tradition of imperial donations to the city’s 

monastic and secular churches.38  Spurred by Emperor Henry III’s (r. 1046-1056) attempts to 

wrest power from noble, Roman families, Pope Gregory VII  (r. 1073-1085) initiated 

institutional reform in 1046.39 While the dispute first addressed simony and lay investiture, it 

soon escalated into a bitter battle between the Papacy and Empire for control over who appointed 

local ecclesiastical authorities. This would come to be known as the Investiture Controversy. 
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Gregory VII and Emperor Henry IV (r. 1056-1105) brought this conflict to a head in the late 

1070s when the pope issued dictates for reforms and the emperor attempted to depose the pontiff 

for his actions. This culminated in the famed account of the emperor begging for Gregory’s 

forgiveness while kneeling in the snow for three days.40 Even after Gregory and Henry’s deaths, 

the controversy continued until a compromise was reached at the Concordat of Worms in 1122.41 

For years following, cities throughout northern Italy showed their support for the Papacy or 

Empire through changes to local façade program designs, as Dorothy Glass (2007) has argued 

was the case at the Duomo in Piacenza.42 

While Henry IV and Gregory VII were the principal figures at work in the Investiture 

contest, others key players such as Matilda of Canossa (fl. 1046-1115) (Figure 11) are also 

worthy of mention. As the heir to the Attonid dynasty, Matilda inherited a large domain from her 

father, Count Boniface (c. 985-1052) (Figure 12). This stretched throughout northern Italy, 

running from Canossa in the Emilia/Romagna region to her lowland center at Mantua in central 

Lombardy. Though Boniface was skilled in acquiring new territory, his methods earned him few 

allies, as he seized property from both individuals and the Church.43 Following her father’s 

death, Matilda sought to restore her family’s relationship to the Papacy. Her numerous donations 

to the Church and unswerving dedication to Pope Gregory VII and the endeavors of the Papacy 

solidified her status as a firm papal-ally.44 Not only did she nearly deplete her fortune aiding the 

Papacy in the Investiture Controversy and turn over her extensive private possessions to the 

Church, but she was present at Gregory’s successor, Urban II’s (r. 1088-1099), call for crusade at 

Clermont-Ferrand in 1095.45 Indeed, several of Matilda’s commissioned, written works pointedly 

approve of war when it is in the service of the Papacy, and her strong foothold throughout 

northern Italy provided the Papacy with a crucial position in the imperially-dominated region.46 
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This complex historical context, in which tensions exist between both secular and religious 

institutions, and the Western, Christian church and the demonized, Eastern infidel frames our 

understanding of the iconography at Piacenza, Ferrara, and Verona Cathedrals.  

 In this thesis, I argue that, while the influence of large-scale political events like the 

Investiture Controversy played a role in the design of the façades attributed to Niccolò, so too 

did the political situation and visual source material available in each city. To support this thesis, 

I consider elements of the iconography of the sculpted façade programs at Piacenza, Ferrara, and 

Verona Cathedrals in three chapters. Recognition of the importance local events, patronage, 

politics, and imagery played in shaping the iconography at these three sites also has larger 

implications for the way in which we understand façade design and meaning. Despite its 

characterization as a period in which any discussion of the political and social milieu is typically 

summed up with the catch-all term ‘Investiture Controversy,’ the twelfth century also saw many 

changes in local ecclesiastical and governmental organization throughout northern Italy. Thus, it 

is important to consider not only contemporary events taking place on a larger (and perhaps more 

abstract) scale, but also how those events filtered down through local structures to effect real 

change on a regional level, or perhaps even not at all.  

 Since the south portal (Figure 13) on the west façade at Piacenza Cathedral is widely 

agreed to be one of the first places at which Niccolò was active, it is the focus of Chapter Two. I 

evaluate both the crouching figures beneath the lateral porch columns (Figures 14, 15, 16, and 

17), known as atlantes, and the scene of the Adoration of the Magi (Figure 18) in the north lintel 

within the context of Piacenza’s historical alliance with the Papacy. I suggest the subjects and 

their manner of representation highlight the city’s historically papal connections and the interest 

of the patron, the newly-elected Bishop Arduin. This becomes apparent when we recognize that, 
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when these were carved, the city had just dispelled a series of staunchly imperial bishops and 

that the images referenced a range of Piacentian visual imagery. Chapter Three addresses the 

façade of Ferrara Cathedral. While Ferrara was also traditionally a papally-allied city, I explore 

how their complex relationship with the Byzantine Empire in the past, participation in the 

Crusades, the patronage of a local ruling family, the Adelardi, and dedication of the city to St. 

George may have affected the choice of the equestrian rider in the tympanum (Figure 19) and the 

Adoration of the Magi below (Figure 20). In Chapter Four, I evaluate the façade of the Duomo in 

Verona, proposing the imagery be read on a multitude of levels. Taking the tympanum sculpture 

(Figure 21) and the warrior figures (Figures 22 and 23) framing the portals as subjects, I propose 

that these demonstrated Verona’s close ties to the German emperor, as well the newly-elected 

Bishop Tebaldo’s role as the first native-Veronese figurehead of the church. Finally, in the 

Conclusion, I consider the broader implications of these three case studies within the larger 

context of art historical scholarship. In addressing the impact of local religious, political, and 

ideological concerns on the façade iconography at Piacenza, Ferrara, and Verona Cathedrals, I 

hope to stimulate further, more nuanced research regarding other sites typically viewed in terms 

of a singular, overarching political event like the Investiture Contest.  
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CHAPTER 2 
 

PIACENZA CATHEDRAL FAÇADE 
 

 The construction of Piacenza Cathedral (c. 1122) (Figure 1) took place at a decisive 

moment, not only for the city itself, but also for the Latin Church and the Holy Roman Empire.1 

Arduin (1118-1154) was appointed bishop just four years prior to the start of construction, in 

1118.2  Further, the long power-struggle between the pope and the emperor that was the 

Investiture Controversy came to an end with the Concordat of Worms in 1122, the same year the 

church was begun.3 In this chapter, I argue that the iconography found along the cathedral façade 

at Piacenza was shaped by the local interests of the pro-papal bishop and likely patron, Arduin. 

To support my thesis, I evaluate the form and meaning of a series of sculptures at the site 

identified with Niccolò and his master, Wiligelmo. These are the atlantes framing the lateral 

portals (Figures 14, 15, 16, and 17), as well as the scene of the Adoration of the Magi in the 

north (left) lintel (Figure 18). Considered against the context of the Investiture Controversy and 

filtered through consideration of regional, Piacentian politics, the images emerge as declarations 

of the local commitment to the project, via an unusual image of donation, as well as the bishop 

and city’s alliance with the papacy.   

 Before moving into a discussion of iconography, it is important to note that the dating of 

the portals is debated. The works of two local, early Modern historians, Pietro Maria Campi 

(1651) and Cristoforo Poggiali (1757), identify the initial year of construction as 1122. Their 

work has provided the basis for nearly all scholarship on the cathedral that followed.4 By 
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contrast, Arturo Quintavalle (1973), however, argued 1122 should be considered the start of a 

restoration rather than initial construction.5 The chronicles of Giovanni da Musso (1730) and G.  

Agazzari (1862) relate that in the year 1206 the dimensions of the church were altered, sparking 

a long line of restorations and modifications that continued through the nineteenth century.6 

Evelyn Kain (1986) suggests the double-storied porches of the façade were the result of one such 

modification to the building in the thirteenth century. However, she concedes that many of the 

individual porch sculptures are likely products of the twelfth century.7 

  Authorship is also a problematic issue. While several of Niccolò’s later façade 

inscriptions list him as Artifex, or master, no such identifying engravings exist at Piacenza.8 

Rather, Niccolò’s involvement is deduced by the striking similarity between an inscription on the 

south portal (Figure 8) and a prior one known to be by the sculptor at the Sacra di San Michele.9 

At Piacenza Cathedral, this is located below the lintel scenes, reading: HOC OPUS INTENDAT 

QUISQUIS BONUS EXIT ET INTRAT [This work is presented to whoever (is) good (who) 

leaves and enters.]10 What remains of the inscription at the Sacra appears quite similar, reading: 

HOC OPUS INTENDAT [This work is presented (intended…)]11 As a result, the south portal 

(Figure 13) is generally agreed upon as the locus of most of Niccolò’s work, while the north 

portal (Figure 24) is attributed to his teacher, Wiligelmo.12  

 Piacenza’s tripartite façade is divided into three portals, with the two lateral entrances 

being slightly smaller than the central one. Each of the three is capped by a protruding, double-

storied porch. The columns supporting each of the lateral porches rest on a pair of figures 

identified as ‘atlantes.’ This is based on their similarity to the Greek mythological figure of Atlas 

who, traditionally, sustained the weight of the sky and/or world above him.13 In the north portal 

porch, attributed to Wiligelmo, the north atlante is bearded and seated upon a three-headed 
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animal (Figure 16), while the south atlante is clean-shaven and perched upon three acanthus 

leaves (Figure 17).14 Barrel-vaulted arches (Figure 25), decorated with floral motifs along the 

exterior archivolt, spring from Corinthian capitals. At the center, an Agnus Dei is displayed. Two 

figures in the spandrels hold a book and a scroll, the left figure identified as John the Evangelist 

and the right as John the Baptist.15 In the north portal architrave (Figure 26), six scenes from the 

infancy of Christ appear, beginning with the Annunciation and continuing to the Adoration of the 

Magi. These are bookended with a pair of jamb figures, one nude and the other clothed, on either 

side.  

 Regretfully, the central portal was greatly altered through a series of restorations well-

over a century ago. However, the signs of the zodiac and other respective cosmic symbols along 

the archivolt are generally agreed to be by Niccolò’s hand.16 The columns of the central portal, 

restored by Camillo Guidotti (act. 1897-1902), rest on carved lions (Figures 27 and 28), their 

heads curving inward toward the doorway.17 These columns also feature composite capitals and 

support a barrel-vaulted porch (Figure 29), like that of the north portal. The aforementioned 

zodiac medallions appear in the same position as the floral patterns on the north porch archivolt. 

In the middle of these, at the twelve o’clock position, the Hand of God appears offering a gesture 

of blessing and surrounded by figures of the sun, moon, winds, and two winged angels with 

trumpets.18 On the lintel are a series of reliefs also restored under Guidotti in the nineteenth 

century. These are framed on either side by two atlantes, one labelled VSVRA [usury], the other, 

AVARCIA [avarice].19 Two additional nineteenth-century figures rest in the top corners of the 

spandrels.20  

 The columns of the third portal, at the south and attributed to Niccolò, rest on two 

atlantes (Figures 14 and 15) nearly identical to those on the right portal. However, the clean-
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shaven figure on the north side (Figure 14) sits upon a winged griffin, while the bearded figure 

on the south (Figure 15) sits upon a carved chair, bearing the weight of his column with one 

hand.21 In the spandrels (Figure 30) are two figures similar to those on the north portal; these are 

identified through inscriptions as HELIAS [Elijah] on the left and HENOC [Enoch] on the 

right.22 In the lintel (Figure 31), scenes from the Life of Christ are depicted, beginning with his 

Circumcision and continuing to the Three Temptations. On the far left, the Fratricide of CHAIM 

[Cain] and ABEL [Abel] is represented; on the right are two unidentified figures.23  

While much scholarship evaluates Piacenza Cathedral and its façade, none has 

specifically addressed its imagery in relation to visual sources near at hand. Existing literature 

dedicated to the Piacenza Cathedral façade can be grouped according to either formalist or socio-

political methodologies employed. In 1904, Adolfo Venturi provided one of the first 

interpretations of the façade sculpture, suggesting the spandrel figures of Enoch and Elijah on the 

south portal demonstrate victory over death.24  Thirteen years later, Arthur Kingsley Porter 

(1917) compiled the known phases of construction at the cathedral, and provided a thorough 

description of  the inscriptions located there.25 In this process, he identified and interpreted the 

zodiac and cosmic reliefs in the central portal, suggesting they be read as the entire universe 

receiving being and motion from God as represented by the gesture of blessing offered by the 

Hand of God at the center of the arch.26 Porter also addressed the unusual, crouching figures 

supporting the lateral porches, identifying them as vices because of their bent stature.27 In 

addition, Trude Krautheimer-Hess (1928) described the atlantes figures as displaying a mixture 

of both the styles of Wiligelmo and Niccolò, likening them to a figure now located in the Museo 

Civico in Milan.28  
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More recent work addresses the sculpture in relation to the wider social and political 

context of the age.29 In her monograph dedicated to Niccolò’s façades, Christine Verzár 

Bornstein (1988) seeks sources for the imagery, but outside the local context. She is the only 

scholar to evaluate the old and young atlantes on the lateral porches in any detail. She connects 

them with a fourth-century Roman imperial manuscript drawing of two atlante figures supporting 

a canopy in the Chronograph of 354 (Figure 32) from the Vatican.30 By creating a link to 

imperial iconography, Bornstein suggests the house of God was transformed into a house of 

justice. But the figures represented in the manuscript stand tall, seemingly unburdened by the 

weight of the structure they hold, while the struggling appearance of the atlantes at Piacenza 

Cathedral seems an important component of their presentation. The figure at the right on the 

north portal even includes an inscription, which bemoans the physically heavy burden he bears, 

reading: O QVAM GRANDE PONDVS SVPE(R)FERO [Oh what a great load I am bearing!]31 

Dorothy Glass (2007), has also identified several sculptural elements on the façade with 

contemporary concerns, principally papal fidelity.32 But she, too, looked far afield for visual 

sources. Glass’ analysis of saints John the Baptist and John the Evangelist in the north portal 

spandrels links the figures to St. John the Lateran in Rome, one of the only other sites that pairs 

the two.33  

A review of this literature reveals a few points of need. While we are indebted to the 

work of Bornstein and Glass for initial considerations of portal sculptures in the context of wider 

socio-political and religious circumstances, the influence of Matilda of Canossa and the bishops 

of Piacenza upon the iconography remains to be evaluated. In this chapter, I consider both the 

atlantes figures and the Magi in the north lintel through the lens of Piacentian culture, politics, 

and visual precedents. That the images express alliance with the Papacy becomes apparent when 
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they are placed in the larger context of the Investiture Controversy, especially when considering 

what this meant in Piacenza and to their new bishop.  

 Prior to a discussion of the façade’s iconography, it is essential to understand Piacenza’s 

historical relationship with the Papacy and Empire, and how that relationship changed with the 

city’s bishops. Piacenza lies in the northwestern corner of the present-day Emilia/Romagna 

region. Located on the via Emilia with the Po river running along its border, the city occupied a 

favorable location for commerce. Indeed, Piacenza’s economy in the twelfth century was 

flourishing, due, in large part, to the textile trade.34 The bishops also took part in the city’s 

prosperous economy. As major property owners, they were often key players in the local power 

structure.35 Piacenza was also traditionally a papally aligned city, but from the mid-eleventh 

century to the beginning of the twelfth, the city witnessed the rise of two staunchly imperial 

bishops – Bishop Dionysius (1048-1077) and Wenric of Trier (1091-1093). Dionysius, the first 

of these, held the seat during the rise of Pope Gregory VII and his reformist agenda. The high-

born son of a count, Dionysius served as an elector of Antipope Cadalus from Parma in 1061.36 

The canonically elected Pope Alexander II (1061-1073) excommunicated the Piacentian bishop 

in retaliation sometime between 1063 and 1067; by 1075, the pontiff informed the city of their 

bishop’s deposition without “any hope of reconciliation.”37 Piacenza’s next known bishop 

appeared years later in the form of Bishop Bonizo (1088-1089).38 A great supporter of Gregorian 

reform, Bonizo’s tenure was cut short. The papal-allied bishop was driven out by his clerical 

enemies in just six months time and blinded.39 Wenric of Trier brought the city back into 

imperial hands in 1091. He is best known, perhaps, for going as far as rehearsing imperial 

charges against Gregory VII in a letter to the Pope.40 Thus, it seems that the political position, 
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not only of the Piacentian bishop, but also of the cathedral clergy, was in a period of flux 

throughout the late eleventh century.  

 Finally, in 1095, Piacenza found stability in the pro-papal Bishop Aldo (1095-1121). 

Aldo’s tenure appears to have been well-received, as the city was stable enough to host a papal 

synod under Urban II regarding intraecclesiastical reform in the same year.41 For the next twenty 

years, Aldo travelled extensively promoting papal agendas in Rome, Genoa, and even Troyes.42 

Matilda of Canossa also played a role in Piacenza’s realignment with the Papacy. Not only was 

the city within the region of her domain, but Matilda attended the Pope’s synod and called for 

crusade in Piacenza in 1095, promising him seven-thousand soldiers.43 Matilda attempted to host 

another papal synod in the city years later in 1106, advocating for the city as a stronghold of 

papal-support.44  

 By the time Arduin (1118-1154) – patron for Wiligelmo and Niccolò’s work at the 

cathedral – became bishop, the city had remained firmly in support of the Papacy for a quarter 

century. Arduin was a Piacenza native and had served a lengthy tenure as abbot of the nearby 

monastery of San Savino from 1107 to 1119.45 Thus, Arduin witnessed the stability that Aldo’s 

tenure had provided Piacenza. While Arduin was a papal supporter like his predecessor, he did 

not travel as Aldo had.46 Instead, he turned his attention to the city itself, encouraging the 

independence of the local municipality.47 By the time the Concordat of Worms was signed on 23 

September 1122, forcing the emperor to surrender his right to investiture, Arduin had begun 

construction of the cathedral.48 Furthermore, only one year following construction, Arduin made 

the cathedral the sole baptismal church for the city and seven suburban churches.49 He also 

placed the possessions of the cathedral chapter under papal protection, perhaps signaling the 

city’s renewed dedication to the Papacy.50   
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The Atlantes 

In this section, I connect the atlantes on the lateral portals to visual sources that contain 

specifically papal connotations, suggesting they were meant to signal the city’s support for the 

pontiff in the wake of the Investiture Controversy. These sources include the Gospel Book of 

Matilda of Canossa, the Church of San Savino, and the monastery of Monte Cassino – a famed 

supporter of the Papacy.  

 The atlante figures at the north and south portals are unusual in their representation. 

Typically displayed tall and erect, the figures at Piacenza succumb to the weight of the structure 

they hold. While few similar crouching figures can be found in façade designs or stone, visual 

comparanda is available in a multitude of regional sources, including the Gospel Book of 

Matilda of Canossa (1075-1099) (Figure 33).51 This manuscript was begun in the late eleventh 

century for the monastery of San Benedetto Po, located approximately sixty miles east of 

Piacenza.52 San Benedetto Po was an important monastery to Matilda as it was both a major 

scriptorium for reform and her chosen burial place.53 On folio 84r of the Gospel Book of 

Matilda, which she commissioned as a gift for the monastery of San Benedetto Po, the Expulsion 

of the Money Changers from the Temple (Figure 33) is depicted. I suggest the architectural 

iconography here is key, as the structure surrounding the figures is held up by what appears to be 

a human-headed lion and a crouching male figure, much like the atlantes at Piacenza.54 Just as at 

each of the lateral portals at the Piacenza Duomo, the figures in the manuscript struggle under 

the weight of the structure they sustain. However, none of the other pages depicting biblical 

scenes include atlantes, though many include similar, canopy-like structures. Thus, I propose that 

a visual link is created between the atlantes at the Duomo and those depicted on folio 84r of 

papally-allied Matilda’s gospel book.  
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The meaning of the atlantes in the manuscript and on the Piacenza façade becomes 

clearer when considered in relation to the larger political scene. When the reform Pope Gregory 

VII issued his Dictatus Papae (c. 1075) (Figure 34), he wanted to make clear that the Church 

belonged in the hands of those loyal to Christ rather than to those in imperial, secular power. He 

critiqued what he saw as an abuse of power: bishops engaging in simony and growing wealthy 

off the German monarchs and emperor who had given them their positions. Gregory’s Dictates 

and the abolition of all lay influence from the Church were, in his view, the only way to purify 

the Church of such abuses.55 How might this relate to folio 84r? Bishops gained their place in the 

Church through the same monetary form as had the money changers.56 Just as Christ had cast 

evildoers from his temple, as the Gospel Book of Matilda illustrated, Piacenza had cast them 

from their own cathedral. Indeed, we might even view this kind of ‘purging’ of the Church on a 

larger scale. Emperor Henry V was forced to surrender investiture of bishops with ring and staff 

at the Concordat of Worms in the same year construction on the cathedral began.57 The use of the 

weight-bearing atlante might be viewed further as a subtle reminder of not only the physical 

weight of the structure it bears, but also the weight of responsibility that comes with leadership 

regarding God’s temple. 

 Beyond the Gospel Book of Matilda, another likely source for the atlantes figures was 

near at hand, less than four hundred meters east of the cathedral. This is in the mosaic pavement 

(Figure 35) of the choir in the church of San Savino. Importantly, San Savino was the home of 

Piacenza’s bishop Arduin prior to his appointment to the episcopate at the Duomo.58 Indeed, San 

Savino was dedicated under Bishop Aldo in 1107, the same year Arduin began serving as abbot 

of the monastery. At San Savino, the pavement is divided into a central panel and two smaller 

side panels.59 The central portion of the mosaic contains two concentric circles, the inner circle 
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displaying an enthroned figure holding depictions of the sun and moon – much like the sun and 

moon archivolt medallions surrounding Christ’s blessing hand in the central portal at the 

Cathedral – while the outer circle is filled with fighting, heraldic beasts. The entire concentric 

form is supported by a single atlante, now cut off at the waist, who balances the structure on his 

hands and shoulders.60 In a band along the top of the mosaic appear figures riding birds and 

lions, again a similar scene to the two left atlantes in the north and south portals at Piacenza who 

sit upon lions and birds, respectively.  

Though there is no exact equivalent for this pavement design, Charles Nicklies (1995) 

has suggested the entire arrangement relates to the theme of Fortuna’s wheel, in which the 

transience of man’s existence and fortune is emphasized in the spinning nature of the wheel; 

though a ruler or figure may find himself at the top, the wheel continues to turn, as does his 

fortune.61 This may have held particular resonance for Piacentians as they had experienced the 

rise of imperial power during the last century but had also shifted under Aldo and the bishop, 

Arduin, under whom the cathedral was built. Just as Fortuna’s wheel turns, so too had the 

fortune of the imperial bishops in Piacenza. Later in the twelfth century, images of the wheel 

became common for depicting victory of one ruler over another. This is demonstrated in as an 

illumination (Figure 36) from 1195-1197 from Palermo, Sicily depicting Henry VI, crowned, 

with Tancred of Lecce, his enemy and king of Sicily, crushed below the weight of the wheel.62 

Yet another similar depiction with two concentric circles as wheels, as at San Savino, and 

personifications of the sun and moon surrounded by twelve zodiac signs, as in the central 

archivolt at Piacenza Cathedral, can be found in a column miniature (Figure 37) from the 

southern abbey of Monte Cassino, dated c. 1023.63 Interestingly, Monte Cassino’s historical 

affiliation with the Papacy mirrored much of Piacenza’s own: while having checkered relations 
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with the Papacy in the past, Monte Cassino also became a model of papal support by the mid-

eleventh century.64  

The Adoration of the Magi 

 The last scene from the life of Christ depicted on the north portal lintel, attributed to 

Wiligelmo, is the Adoration of the Magi (Figure 18). Scenes from the latter half of Christ’s life 

continue in the south portal lintel, beginning with the Presentation in the Temple and continuing 

through the Three Temptations. In the Adoration, the Virgin Mary is crowned with Christ in her 

lap, both turning toward the three Magi. The first Magus kneels, holding out his gift, while the 

latter two stand closely behind. The headgear of the Magi – Phrygian caps – is one of the most 

intriguing characteristics of the figures, and while the presence of these caps has been noted 

before, their meaning has not been considered.65  

In this section, I briefly outline the history of the Phrygian caps worn by the Magi in the 

north lintel of the Piacenza Duomo. I go on to consider the long history of donation traditionally 

associated with Adoration iconography, underlining that the connection between the two was not 

unusual. While the combination of Adoration imagery with the Phrygian caps was unusual in a 

twelfth century visual context, I posit that the conflation of these elements on the Piacenza 

Cathedral façade was intended to memorialize the donation of the Piacentian citizenry to the new 

structure.  

 The pointed hats depicted on the lintel at Piacenza can be traced back through antiquity to 

Phrygia, an ancient nation in western Turkey from which the hat receives its name. The hat made 

its way west to Greece through Jews who adopted the design.66 In that early period, Greek artists 

used the hat as a marker for eastern people, as can be seen in a pilgrim token from Israel (Figure 

38). While displaying the Magi with Phrygian caps to denote their eastern origins was the most 
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common manner of depiction during the Late Antique period, they were generally depicted with 

crowns by the eleventh century. This was the case, for example, in a stone panel from Latium (c. 

1075) (Figure 39) which shows an Agnus Dei in the center, much as that at Piacenza, with the 

Three Magi crowned, shown on the right kneeling before Christ. An example produced nearby 

Piacenza for the Cluniac church of Santa Maria di Calvenzano in Lombardy (c. 1100-1120) 

(Figure 40), also shows crowned Magi, these in the archivolt surrounding the portal. Even the 

Gospel Book of Matilda of Canossa depicts the Magi with crowns (Figure 41).67 By the eleventh 

century, to my knowledge, the only contemporary Magi figures with Phrygian hats rather than 

crowns comparable to those at Piacenza appear in Byzantine trade networks or in regions of Italy 

greatly influenced by eastern motifs through trade, such as along the Amalfi coast.68  

  Given the visual history and context of Phrygian hats, their use rather than crowns at 

Piacenza, which was neither a Byzantine city nor a major trade thoroughfare, is of interest.69 I 

suggest this unusual headgear was employed to symbolize the Piacentian natives’ participation in 

the construction of their cathedral church. As previously mentioned, Piacenza had a quite 

prosperous economy in the twelfth century, and funding for and the construction of the cathedral 

itself was provided, not only by the municipality, local consuls, and captains, but also by each of 

the local guild systems.70 Indeed, their involvement is exemplified in a series of reliefs (Figure 

42) of the trades sculpted and identified with inscriptions along the cathedral nave; some of these 

even list the names of individuals at work.71 Construction of the cathedral is also depicted in 

miniatures from the Codex 65 (Figure 43), an early twelfth-century liturgical manuscript from 

Piacenza, in which tradesmen and community members are shown taking part in the building of 

the edifice.72 Here, the workmen are shown with Phrygian hats remarkably similar to those of the 

Magi on the façade, a detail that links the two. What might we make of this parity? It seems 
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possible that, as the Phrygian caps marked the tradesmen donating their time and effort to the 

construction of Piacenza Cathedral, when compared to the gifts of the Three Magi, the Piacentian 

tradesmen’s offering might be viewed as the cathedral itself. 

 The kind of iconographic merging between traditional, biblical figures and 

contemporaneous ones that I suggest was signaled by the Phrygian caps at Piacenza was not new 

or rare. The Adoration of the Magi was already a commonly depicted subject in north Italian 

visual culture by the twelfth century, and it was utilized in scenes signaling building donation. 

For example, mosaics from the church of San Vitale (ca. 547) in nearby Ravenna, an exarchate 

of the Byzantine Empire, depict Emperor Justinian in the act of making an offering to the church. 

On the other side of the apse, the Three Magi appear, crowned, bearing gifts along Empress 

Theodora’s robes (Figure 44) as she, too, makes a donation, the imagery suggesting a typological 

link between the actions of the Magi and those of the imperial couple.73 Another comparison 

further illuminates the association between acts of donation and imagery of the Magi during the 

period under consideration. Until their transfer to Cologne in 1164, the relics of the Three Kings 

were held in Milan, an important point when considering the popularity of Adoration imagery in 

northern Italy at this time.74 When the relics were moved to Germany, a new reliquary was 

designed depicting Otto IV, the King of Germany (r. 1198-1209) and later Holy Roman Emperor 

(r. 1209-1215), alongside the Magi, bearing a fourth gift for the Christ child (Figure 45). 

Participating alongside the Magi in their act of devotion, Otto continued the visual association 

between contemporary donation and Adoration iconography.  

Conclusion 

Once controlled by imperialist bishops, Piacenza became a papally-allied city once again 

under Bishops Aldo and Arduin. The second reform bishop, Arduin, also focused his attention 
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much more on the needs of the city itself than his predecessor had, constructing a new cathedral 

for Piacenza in 1122. Built in the same year the Concordat of Worms was signed, the 

iconography of the façade of Piacenza Cathedral, including the atlantes and the Adoration scene, 

identified the site with papal authority. While much of the imagery has been linked to well-

known sources, such as the Lateran in Rome, there are also connections to local and regional 

works, including the Gospel Book of Matilda of Canossa and the pavements of San Savino.75 

Furthermore, the alteration of the Magi’s traditional attributes in the Adoration scene on the left 

lintel – namely, the use of Phrygian hats – can also be understood within the context of the 

current Piacentian ambience. This kind of evaluation of the context in which the cathedral’s 

program was produced helps us to better understand the Duomo’s sculptures, particularly on a 

local level.76 
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CHAPTER 3 
 

FERRARA CATHEDRAL FAÇADE 
 
 Much as at nearby Piacenza, Ferrara’s Duomo was constructed during a crucial moment 

in the city’s history. After alternating between functioning as a dependency of the Holy See and 

the archbishopric of Ravenna for nearly half a century, Ferrara became a firmly pro-papal city 

under Bishop Landolfo (1105-1139) in 1139.1 Unlike Piacenza Cathedral, which was apparently 

funded and constructed under Bishop Arduin, the Ferrara Duomo and its construction is 

generally identified with a secular patron, Guglielmo Adelardi (c. 1106-1196).2 In this chapter, I 

argue that the unprecedented elements of the Ferrara Cathedral façade sculpture, notably the 

equestrian figure of St. George in the central tympanum, reflect not only the city’s alignment 

with the Papacy in the Investiture Contest, but also the influence of the Adelardi family.  

 In 1135, thirteen years after work at Piacenza Cathedral was begun, the façade of Ferrara 

Cathedral (Figure 2) was completed under the sculptor, Niccolò.3 Rather than being responsible 

for a single portal design as at Piacenza, Niccolò is credited with the entire Ferrarese program, 

due in large part to the central lunette inscription (Figure 19) that identifies him as Artifex or 

master.4 This reads: ARTIFICE(M) GNARV(M) Q(UI) SCULPSERIT HEC NICOLAV(M) 

HV(N)C CONCVRRENTES LAVDENT PER S(E)CVLA GENTES [May people gathering here 

through the centuries praise Nicholaus, the learned Artifex, who sculpted this.]5 Another 

inscription, in the form of a mosaic epigraph on the triumphal arch of the central nave, identified 

Niccolò as the sculptor at the Ferrara Duomo. This also provided a commencement date of 1135 
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for the structure, however, the inscription was destroyed in an eighteenth-century restoration of 

the church.6 Though Niccolò is identified by many as both the original architect and chief  

sculptor at Ferrara Cathedral, the section below the first dwarf gallery on the west façade, which 

includes the three main portals, is all that remains of his work.7 A second campaign, completed 

during the latter part of the twelfth century, and numerous later Gothic campaigns, visible on the 

third and fourth galleries, now make up the upper portions of the cathedral façade.8 For the 

purposes of this study, I will take the central portal tympanum and lintel as my focus.  

As does the Piacenza Duomo, Ferrara Cathedral features a triple-portal program on the 

western façade, with the majority of the sculpture concentrated in the central portal (Figure 46). 

The portal is protected by a two-storied porch, this supported by columns that rest on the backs 

of squatting atlantes that recall those at the Piacenza Duomo. At Ferrara Cathedral, however, 

these figures are placed atop crouching lions.9 Each of the figures has its own unique 

characteristics. The atlante on the left (Figure 47) appears youthful and cleanshaven, bearing the 

weight of his knotted colonette with both hands, while the lion beneath him suppresses a ram 

under his feet.10 Conversely, the south atlante (Figure 48), bearded and elderly, supports the 

structure with one arm, his feet crossed beneath him; here the lion suppresses an unidentified 

figure with small horns.11 The extrados of the barrel vault is ornamented with a band of floral 

motifs. In each of the spandrels, as at cathedrals in Piacenza and later Verona, figures of John the 

Evangelist and John the Baptist appear; both gesture toward an Agnus Dei featured in the 

keystone. The central portal is recessed into the façade of the church, with splayed vertical 

elements on either side. Represented on these jambs and colonettes are figures of the 

Annunciation and prophets. The angel Gabriel is depicted in the left inner jamb above the 

prophet Jeremiah, his legs crossed, while Daniel on the left holds a scroll (Figure 49).  On the 
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right (Figure 50), an intercessory figure stands above Isaiah; both of her hands are raised similar 

to the Virgo Orans Byzantine type.12 Further to the right, Ezekiel appears in a contrapposto 

stance.13 Along these slender colonettes, both above and below the prophet figures, are 

decorative foliate designs interlaced with figures and beasts including centaurs, a siren, a goat-

herded monster, and a stag.14 In the lunette above the doors (Figure 19), St. George is displayed 

atop his horse, slaying a dragon in horse’s mid-gallop.15 Armed with spear, shield, and armor, St. 

George’s extremities overlap the decorated molding surrounding the lunette. In fact, this and the 

other tympana of the lateral portals are some of the earliest in Italy with carved sculpture. 

Traditionally, these areas were painted or covered in mosaics, as can be seen at the cathedrals of 

Piacenza and Modena.16  In the architrave below, a series of eight bays illustrate the early life of 

Christ, centering on the Adoration of the Magi (Figure 20) in the two middle arcades.17 

Compared to the central portal, the side portals on the west façade at the Ferrara Duomo 

are rather shallow and plain. These feature uncarved doorposts, lintels, and jambs.18 The south 

portal (Figure 51) is decorated with animal figures along an arched band. At the center, the Hand 

of God offers a blessing in the lunette. Above the portal, an ancient sculpture of a woman – 

traditionally identified as the founder of Ferrara – is situated within a medallion.19 On the left 

(Figure 52), the corresponding lunette is bare while the arched band features alternating figures 

of animals and flowers. At the center of the band, a second female figure is represented. The 

capitals feature the only other carved areas of the portal. The left depicts a female head 

protruding between two acanthus leaves, her face contorted into a grimace as she sticks out her 

tongue; the right features two fighting dragons.  

Existing literature dedicated to Niccolò’s Ferrara Cathedral façade can be organized, 

much like that dedicated to the façade at the Piacenza Duomo, according to either the formalist 
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or socio-political methodologies employed by scholars. Early accounts of the cathedral include 

that of M.A. Guarini (1621), who described the cathedral prior to the baroccoization of the 

interior in the eighteenth century, though the text is often erroneous and inexact.20 By the 

eighteenth century, scholarly literature on the edifice centered around the newly-destroyed 

mosaic inscription in the nave, as works by both Girolamo Baruffaldi (1713) and Giuseppe 

Scalabrini (1773) attest.21 In 1864, Luigi Citadella published Notizie relative a Ferrara, 

explaining that the cathedral’s transfer from one side of the Po river to the other in 1135 should 

be attributed to increases in the local population. Citadella noted, further, that the structure was 

funded by “a single, powerful family” – the Adelardi.22  

Much of the subsequent formalist discussion of the façade appears in publications 

dedicated to Niccolò’s oeuvre more broadly and was discussed in the previous chapter.23 These 

studies address issues of attribution, formal similarities with other structures and visual sources, 

and lost elements.24  Recent discussions of the Ferrara portal have adopted a socio-political 

approach. Notably, Shirley Zavin (1972) mentions the façade’s association with local civil and 

judicial functions, especially since the town’s first purely civic building, the Palazzo di Corte, 

was not constructed until the thirteenth century.25 Giuseppa Zanichelli (1985), however, reads 

the façade iconography, as most scholars have since, as celebrating the recently established 

peace between the Empire and Papacy, as well as the Papacy’s triumph over Islam with the 

success of the First Crusade (1096 – 1099).26  

As is the case with the Piacenza Duomo, Christine Verzár Bornstein’s monograph (1988) 

remains the most comprehensive source addressing the façade in relation to the socio-political 

atmosphere of the period. Citing works such as the fragment of a lion devouring a horse on 

Capitoline Hill (Figure 53), as well as Etruscan freestanding monumental sculpture more 
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generally, she argues that the portal iconography reflected the city’s staunch support of the 

Papacy in Rome. This hypothesis was later considered by Anna Lee Spiro (2014) who suggested 

differences in iconography from the Piacenza Duomo façade (Figure 1) to that at Ferrara alluded 

to Pope Innocent II (r. 1130-1143) and Emperor Lothar III’s mutual support of one another.27 

Specifically, Spiro considered the representation of the Magi on both lintels. While, as we have 

seen, the Magi are depicted on the earlier Piacenza façade with Phrygian caps atop their heads 

(Figure 18), at Ferrara, they appear with ornate crowns (Figure 20).  

While this scholarship evaluates elements of the iconography at Ferrara Cathedral, 

ancient Roman sources, and the façade’s relationship to the political landscape of the period, the 

local political and visual context and influence of a lay patron, Guglielmo Adelardi, on the 

iconography remains to be considered. In this chapter, I suggest that the meaning behind aspects 

of the iconography of the Ferrara Cathedral façade is layered. Not only do elements of the façade 

sculpture reflect Ferrara’s support of the Papacy during the Investiture Controversy, they also 

reveal the influence of Guglielmo Adelardi. To support my thesis, I consider the unusual 

inclusion of the figure of St. George (Figure 19) displayed in the central tympanum on the west 

façade, as well as the Adoration of the Magi relief (Figure 20) in the lintel below.  

 Before we consider the sculpture at the Ferrara Duomo, it is important to understand the 

complex relationship between the town’s citizens, its aristocracy, the Empire, and the Papacy. 

Sometime before the seventh century, the site now known as ‘Ferrara’ originated as a center of 

Greek trade, particularly with the Athenians, as archaeological remains in the Museo 

Archeologico Nazionale di Ferrara attest.28 Later, wars between the Longobards and the 

Byzantines encouraged the growth of a new center, Ferrara, at the conjunction between two 

branches of the Po river. As the city grew in size, control transferred from the Longobards to the 
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Papal state. By 986, it was gifted to Marquis Tedaldo of Canossa, a wealthy count who owned 

much land throughout Ferrara, Brescia, and Modena.29 Andrea Castagnetti’s monograph (1985) 

on the political and social history of Ferrara emphasizes the amount of control aristocratic 

families like the Canossa maintained over the city throughout the eleventh century.30   

With the start of the Investiture Controversy in the eleventh century, however, the city 

vacillated between functioning as a dependency of the archbishop of Ravenna and remaining 

under papal jurisdiction. During this tumultuous period, local control passed to Tedaldo’s pro-

papal granddaughter, Matilda of Canossa, who chose a member of her own family, Landolfo, as 

Bishop of Ferrara in 1105.31  Upon Bishop Landolfo’s ordination, the city became a dependent of 

the Holy See once again. However, papal privilege under Pope Paschal II (r. 1099-1118) was 

granted to the bishop as well as three local families – the Adelardi, Torelli, and Casotti – each of 

whom were responsible for the well-being of the church and the city.32 These were three of the 

wealthiest families in society, but only one individual amongst them, Guglielmo Adelardi, was 

bound by vassalage to the bishop, the cathedral chapter, the Archbishop of Ravenna, and Matilda 

of Canossa throughout the twelfth century.33 Guglielmo also possessed particularly notable 

ancestry, as his grandfather was the first known Ferrarese count, Guarino IV (c. 950-1030?).34 

Guarino was appointed by the pontiff, and indeed the Adelardi family maintained an alliance 

with the Papacy through their involvement with Matilda during Guglielmo’s lifetime as well. 35 

Beginning in 1112, Guglielmo is referred to as ‘capitaneus’ in documents recording Matilda’s 

participation in the affairs of her territories, and his name even precedes that of the local church 

consuls long after Matilda’s death in 1115.36  As such, Guglielmo Adelardi appears to have 

wielded a considerable amount of public power, not only in his own city, but in the affairs of 

nearby Canossan territories as well.  
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St. George and the Dragon 

 St. George is the patron saint of Ferrara, and likely had been since the city’s bishopric 

was established at the prior cathedral, San Giorgio, across the Po river in 657.37 In 1110, Matilda 

of Canossa donated relics of the saint brought from the Holy Land to the Duomo.38 Twenty-five 

years later, construction on a new cathedral dedicated to the saint was underway, with his 

sculpted impression included in the central tympana.39 Featured in the central portal on the west 

façade, St. George (Figure 19) charges rightward through the lunette, trampling the basilisk 

beneath the hooves of his mount. Ferrara is considered one of the earliest examples with 

sculpture in the lunette, and sculpted façades with equestrian figures were even more rare.40 To 

my knowledge, there was no precedent for depicting St. George specifically on horseback at all 

in Italian tympana design.41 The only prior sculpted image of the saint in the region of which I 

am aware appears in the tympanum of the Pieve di San Giorgio in Argenta (1122) (Figure 54). 

There the saint is shown in martyrdom, upon a spoked wheel.  

 Later twelfth-century, sculpted figures of St. George are generally identified with the 

crusading movement of the period. While his article does not address Ferrara Cathedral, André 

Lapeyere (1936) considered the history of carved depictions of St. George as a riding saint, 

linking them to the first representations of the holy figure on crusader coins of Roger of 

Antioch.42 Explicitly addressing the tympanum at Ferrara, Arnaldo Roberti (1937) suggested 

that, beginning with the cathedral’s construction, locals departed for the crusades from the 

church to the Holy Land, captained by warriors like the Adelardi who built it. Roberti saw that 

function as inspiring the iconography of the sculpted tympanum.43 Bornstein (1988) noted the 

unprecedented nature of the riding knight in Italian tympana of the period. She, similarly, 
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suggested the origin of the riding knight derived from the crusades, positing that the figure of St. 

George on horseback at Ferrara served as an exemplum for the crusades, or an imitatio Christi.44  

 Here, I continue this line of thought, but situate study of the image firmly within the 

context of Ferrarese politics. Indeed, I suggest that the influence of the cathedral’s patron, 

Guglielmo Adelardi, upon the unusual choice of subject matter has gone largely unnoticed. To 

establish the link between this image and Adelardi, I first consider the origins of St. George as an 

equestrian figure type, relating the saint’s representation on the central portal at the Ferrara 

Duomo to Constantinian imagery and that of the early Byzantine emperors. Then, I explain the 

saint’s introduction into western thought through the crusades of the eleventh and twelfth 

century. Lastly, I evaluate characteristics that the Duomo’s patron shared with St. George, 

suggesting Adelardi intended to conflate his identity with that of the saint.  

 While George is typically shown today as a knight on horseback, his earliest Passio, 

dating from the fifth century, presented the saint as a magician who also happened to be a soldier 

from Cappadocia.45 Over time, George’s hagiography was more firmly established. Identified as 

the son of a pagan Roman senator and a Christian woman, George was brought up as a Christian 

believer, similar to other warrior saints like Theodore.46 Though these details of his upbringing 

were likely fictions, they gained much credence throughout Byzantium, and a cult dedicated to 

him quickly spread eastward through Jerusalem and into Constantinople in the sixth century.47 In 

a more limited capacity, knowledge of and reverence for the saint also spread westward. By 527, 

churches were being placed under George’s protection in Rome, and shortly later Gregory of 

Tours (538-594) possessed a relic of the saint.48 By the seventh century, George was understood 

primarily as a protector saint, defending Byzantine Emperor Phocas’ (602-610) nephew and his 

army against the Persians.49 The saint also frequently interceded in the life of his fellow warrior 
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saint, Theodore, protecting him from the ‘enemy of the human race.’50 By the post-iconoclast 

period, George was often noted as intervening in battle, and visual representation of him as a 

warrior increased exponentially from the eleventh century on, especially in Cappadocia (Figures 

55 and 56).51  

St. George’s unprecedented appearance on the Duomo façade in Ferrara was likely 

inspired in part by his Byzantine origins. As was mentioned above, Ferrara was historically tied 

to the Eastern Empire. The site blossomed under Greek trade, and wars involving the Byzantines 

led to the formation of Ferrara. It wasn’t until the First Crusade, however, that this imagery of St. 

George began rapidly expanding elsewhere in the West. When the crusaders took Antioch in 

1098, they asserted that the saint and a crowd of soldiers atop white horses came to their aide to 

defeat the ‘enemy of the human race,’ or, in that instance, the Turks.52 A coin (Figure 57) from 

Prince Robert of Antioch’s (1112-1119) regency recreates the scene: St. George appears on 

horseback, his horse galloping over the dragon as the saint stabs downward with a spear. This 

image appears remarkably similar to that in the tympanum at the Ferrara Duomo. This was, 

perhaps, a purposeful allusion. While no documentation exists for Ferrara’s participation in the 

First Crusade (1095-1099), by the Second Crusade (1147-1149), at least two Ferrarese noblemen 

are known to have participated. In old descriptions of the Duomo, these figures are said to be 

represented as knights in the jambs of the now destroyed Porta dei Mesi (Figure 5).53  

 For the Duomo’s patron, Guglielmo Adelardi, the figure of St. George likely held 

particular resonance. Adelardi was a member of the Ferrarese milites, or military soldiers.54 

Designated as ‘capitaneus’ under Countess Matilda, Adelardi may well have led local 

participants in the First Crusade into battle from the cathedral itself.55 This supposition aligns the 

imagery at Ferrara with other examples of local lords featured as riders in church tympana 



 45 

throughout France. These appear at Parthenay-le-Vieux (late 11th – early 12th century) (Figure 

58) and Châteauneuf-sur-Charente (12th century) (Figure 59).56  

 Considered against the backdrop explored here, it seems that the Ferrara Cathedral 

tympanum, funded by the Adelardi family, might have been understood as a representation of the 

city’s patron saint, who led crusaders to victory in 1098. On a deeper, more regional level, 

however, the tympanum iconography might have been viewed as an allusion to the participation 

of Adelardi and the citizenry in crusade. The figure likely held particular meaning for Adelardi 

as the patron, as he was pro-papal, a crusader, and deemed protector of the Ferrara Duomo and 

its city by the Pope.57  

The Adoration of the Magi 

 In this section, I consider the representation of the Adoration of the Magi in the lintel. 

Beginning with an overview of Ferrara’s historical relationship with affluent ruling families, I 

first suggest the scene implies the city’s alliance with the Papacy. I will then propose the Magi 

figures recalled donation by the Adelardi family, citing other examples relevant to the tradition 

of donor figures.  

 At Ferrara, the Adoration of the Magi (Figure 20), centered and expanded in the 

architrave to include two lunettes for the scene, also seems particularly significant in the context 

of local politics. In the previous chapter, I argued that Piacenza Cathedral’s Magi were shown 

with Phrygian caps to symbolize, in part, the donation of the Piacentian guildsmen who built it. 

Kneeling in adoratio, the Magi – and the guildsmen with whom they share the unusual attribute 

of the Phrygian caps – became participants in the act of donation. While the headgear depicted at 

Ferrara is different, I posit that the tympanum imagery, featuring the Magi once again, signified 

donation. At Ferrara this may have held particular resonance for the Adelardi, who not only 
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funded construction of the Cathedral, but served other important roles within the city.58 In 

addition to funding the cathedral sculpture, Guglielmo often served as mediator in the local 

courts.59 He travelled as vassal to the bishop in extensive land assignments, frequently returning 

with goods for the Ferrarese church.60 Besides his duties to the bishop and the city, Guglielmo 

frequently participated in regional business matters with Matilda of Canossa, as evinced in two 

documents dated to 1112 and 1113, just prior to her death.61  

 Adoration imagery was, as we have seen, frequently adopted to identify powerful donors. 

For example, on the Cologne reliquary of the Magi (Figure 45) mentioned in Chapter Two, the 

patron is explicitly shown in the act of donation alongside the Magi. Becoming a participant and 

yet remaining distinct from the Magi themselves, Otto IV offers up his gift in adoratio. The 

tradition continued in later periods. By the fifteenth century, many confraternities in Italy were 

dedicated to the Magi, often performing yearly processions to commemorate the biblical figures’ 

journey and continue this tradition of donation. One of the most famous of these confraternities 

was that in Florence, of which the Medici family were members.62 In fact, within a small, private 

chapel of the Medici Palace, Piero de’ Medici commissioned Benozzo Gozzoli to paint the 

Procession of the Magi (Figure 60).63  Both Piero and his father, Cosimo, are featured in the 

frescoes, with a young Lorenzo the Magnificent featured as one of the ornately dressed Magi. 

Since Lorenzo also often participated in the Florentine confraternity’s yearly processions, the 

implied similarities between the two are clear.64  

 While Adelardi was not explicitly depicted alongside the Magi at Ferrara, the imagery of 

the three ancient kings, crowned and kneeling in adoratio, may well have, for contemporary 

viewers, evoked the donation of the powerful Adelardi, humbly offering the very structure of the 

Duomo to their city. The image of donation is also centered directly below St. George in the 
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tympanum, which, as I have suggested, likely held particular significance to the patron, 

Guglielmo Adelardi. Paired, one above the other, the images might be viewed as highlighting 

two important attributes of the leading family who likely had at least a certain degree of 

influence regarding the iconography chosen. Not only were they likely defenders of the faith, 

they were also humble servants of the Church, often conveyed through generous donations such 

as that of Ferrara Cathedral itself.  

Conclusion 

 Constructed by 1135, the façade of Ferrara Cathedral has been analyzed repeatedly in 

relation to the power struggles of the Investiture Controversy. However, its patron and regional 

political context also has a part to play in understanding the façade iconography. These sculpted 

scenes appear to reflect not only the city’s support of the Papacy in the crusading movement, but 

also the influence of the Adelardi. By considering the equestrian rider displayed in the central 

tympanum on the west façade, as well as the Adoration of the Magi relief in the lintel below, it 

becomes clear that the cathedral façade’s subject matter was, to a certain degree, rooted in local 

history and culture.  
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CHAPTER 4 
 

VERONA CATHEDRAL FAÇADE 
 
 As was the case in Piacenza and Ferrara, the Verona Cathedral façade was built during a 

period of heavy political change within the north-Italian city. The first native Veronese bishop, 

Tebaldo, was elected in 1135, and construction began on the cathedral façade just four years 

later.1 Moreover Verona was, historically, an imperially-aligned city; as such, the close of the 

Investiture Controversy in 1122 left it without the influence of longtime German allies.2 In this 

chapter, I argue that the sculpture adorning the Verona Cathedral façade served a multivalent 

function for the various constituencies of the city. It both honored the city’s long reliance on 

imperial support and, simultaneously, spoke to the local, political context of twelfth-century 

Verona. The newly elected bishop, Tebaldo, emerges as the likely iconographer, a crucial figure 

in understanding the meaning and function of the imagery.  

 As we have seen with the Cathedrals at Piacenza and Ferrara, Niccolò was active 

primarily in the Emilia-Romagna region during the first half of his career. By 1139, the sculptor 

moved further east, to Verona in the Veneto, where two of his final façades were completed. The 

first of these was at the abbey church of San Zeno (Figure 6), likely begun in 1138.3 

Construction commenced one year later on the Verona Cathedral façade (Figure 3).4 The second 

of these façades is the focus of this chapter. The sculptor’s involvement at the cathedral is 

confirmed by an inscription beneath the cornice of the first story porch, reading: ARTIFICEM 

GNARVM QVI SCVLPSERIT HEC NICOLAVM HVNC CONCVRRENTES LAVDANT PER 
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SECVLA GENTES [The people who assemble here during the centuries praise Nicolò the 

skillful artificer who sculpted these things.]5 Unlike Piacenza and Ferrara, the west façade at  

Verona Cathedral features a single portal at the center (Figure 61), although it is still shaded by 

Niccolò’s characteristic double-storied porch. Atop two massive, carved griffins (Figures 62 and 

63) – which suppress two oxen and basilisk, respectively – spiral colonettes support a barrel-

vaulted arch above.6 While at Piacenza and Ferrara Cathedrals Niccolò used the atlantes as 

supports for the portal porch, those at Verona’s Cathedral are located in the springing of the arch 

(Figure 61).7 Surrounding an Agnus Dei on the exterior archivolt, floral motifs are interspersed 

with animals common to the hunt, such as stags, hounds, and rabbits.8 This pattern continues 

inside the first-story barrel vault and beneath the cornice of the porch. Niccolò’s trademark 

figures of St. John the Evangelist (Figure 64) and the Baptist (Figure 65), who, as we will recall, 

also appeared at Piacenza and Ferrara, are displayed in the spandrels at Verona’s Duomo.9  

 Within the portal tympanum, attention centers on the Madonna and Christ (Figure 21). 

Both figures project forward in high relief and feature brilliant polychrome.10 Mary is enthroned 

in a frontal position, her stylized blue dress ornamented with small, golden stars. In her lap, 

Christ turns in a three-quarter pose towards the right, averting his gaze from the viewer and 

holding a book in his left hand while he reaches out with the other. Christ, too, is clad in stylized 

robes, his nearly golden in color. A flat, circular disk serves as a halo behind his head. On the left 

side of the Virgin and Child is the Annunciation to the Shepherds, the annunciate star visible in 

the sky as a glowing disk and the angel seemingly materializing from the innermost archivolt. 

The three shepherds turn to acknowledge the angel, their sheep curled beneath them and 

spreading into the lower left side of the composition. On the right side of the Virgin and Child is 

the Adoration of the Magi. Two of the crowned Magi arrive on horseback, horses depicted in 
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mid-gallop. The eldest, bearded Magus kneels beside the Virgin, offering gifts which the Christ 

child turns to acknowledge. In the lintel below, the three Theological Virtues are crowned as 

female figures, identified through inscriptions as FIDES [Faith], CA[RIT]AS [Charity], and 

SPES [Hope].11 Along the curved edge of the lunette are written the Latin words: THIC 

DOMINVS MAGNVS LEO CRISTVS CERNITVR A GNVS [Here the Lord Christ the lion 

appears as the lamb], a reference to the dual nature of Christ.12 

 As at the Duomo in Ferrara, jamb figures (Figures 66 and 67) surround the central portal 

in Verona, increasing here in number from two to five on each side. From left to right, they are 

identified through inscriptions as Malachi, King David, Jeremiah, Isaiah, Daniel, Habakkuk, 

Haggai, Zechariah, Micah, and Joel.13 On the outermost jambs appear two additional figures, 

both dressed as warriors, nearly double the size of the others. The figure on the left (north) 

(Figure 22) clutches an elaborately decorated shield and sword, the latter is inscribed 

DVRINDARDA on the blade. Partially concealed below the left foot of this warrior is a small 

dragon, which turns toward the warrior’s foot as if to strike him. His uninscribed counterpart on 

the right (south) (Figure 23) holds a similarly-designed shield, this time paired with a flail. 

Traditionally, these are identified respectively as the legendary figures of Roland and Oliver 

from the medieval Chanson de Gestes based upon the inscription on the sword 

(DVRINDARDA) and its similarity to the name of the hero’s sword in the French legend 

(Durendal).14  

 As at the Piacenza and Ferrara Duomos, a large portion of scholarship devoted to the 

sculpted façade of the Verona Duomo deals with dating, formal concerns, and iconography. 

Among the earliest sources is the sixteenth-century Veronese historian, Alessandro Cannobio 

(1587-1597), the origin of the widely-accepted 1139 starting date for the façade. Besides this, the 
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origins of the current edifice are uncertain, but some argue that the bishop’s seat is documented 

at the site from the eighth century.15 Many of the same scholars mentioned in prior chapters 

address the cathedral sculptures at Verona, including Adolfo Venturi (1904), Arthur Kingsley 

Porter (1917), Trude Krautheimer-Hess (1928), David Robb (1930), and Evelyn Kain (1986).16 

They are primarily concerned with dating, attribution, and style.17 Only in the late twentieth 

century did the socio-political context enter discussions surrounding Verona Cathedral. A 

compilation of papers (1981) dedicated to Niccolò’s oeuvre discusses his iconography in the 

wider context of twelfth-century Europe as a whole.18 One such article, by Martin Gosebruch, 

evaluates the visual links between the hunting scenes at Verona Cathedral and those at Emperor 

Lothar III’s familial abbey church in Königslutter, Germany, another locus of the sculptor’s 

work.19  

 As is the case with the cathedrals at Piacenza and Ferrara, Christine Verzár Bornstein’s 

monograph (1988) remains the chief authority on the sculpture of Verona Cathedral in the wider 

context of the Investiture Controversy. Noting the inclusion of the warrior figures framing the 

portal – traditionally identified as Roland and Oliver – Bornstein suggests their placement recalls 

a common type of imperial ceremonial imagery.20 She further posits that a royal concept is 

emphasized through several alterations to the traditional Adoration iconography. First, the use of 

crowns atop the Magi’s heads stressed the import of imperial ties to the city. Furthermore, she 

notes, tenth-century Byzantine manuscripts utilized the same iconography for depicting an earlier 

scene in the narrative, portraying the Magi on their long journey to see Herod prior to the 

Nativity. Bornstein reads the Verona tympanum as a conflation of the two scenes, suggesting that 

an emphasis on the Magi’s long journey and their royal status places them in direct conversation 

with contemporary foreign kings.21 Anna Lee Spiro (2014) similarly remarks on the many 
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attributes of western rulers ascribed to the Magi in the tympanum, including their crowns, horses, 

and matching robe designs to that of the Virgin.22 However, she posits that the pairing of the 

scene with the Annunciation to the lowly Shepherds symbolized Christ’s role as the savior of all, 

no matter social rank. She did not, however, explore this hypothesis further.23 

 While these authors provide notable contributions to our understanding of the Verona 

Cathedral façade sculpture, especially in relation to the Empire and Papacy, none have taken 

substantial consideration of the local context in which, I suggest, this iconography operated. In 

addressing this issue, I suggest this iconography is multivalent, able to be read on a multitude of 

levels. To be sure, as Bornstein and Spiro have suggested, the façade sculpture can be understood 

as a commentary on Verona’s relations with the Empire. But, I argue it can be read, as well, in 

relation to Bishop Tebaldo’s new role as the first Veronese citizen to hold the title of bishop. In 

what follows, I support this thesis via an evaluation of both the lunette imagery on the west 

façade as well as the figures of Roland and Oliver which frame the portal structure. By 

considering each through the lens of contemporary Veronese politics, a deeper understanding of 

the chosen subject matter and its manner of depiction can be achieved.  

 In the context of Verona’s recent and longer history, the façade iconography recalls the 

city’s long connection to the German emperors. Originally a Roman province, Verona came 

under the rule of several migrating German tribes in the fifth and sixth centuries, including the 

Ostrogoths and King Theodoric (r. 493-526) and later the Lombards.24 Just sixteen years prior to 

his coronation as Holy Roman Emperor, Charlemagne (r. 774-814) gained control of the city. 

When he travelled south, Charlemagne donated tracts of land to the cathedral or San Zeno in 

order to ensure his acceptance within the town.25 That tradition continued with the Emperor’s 

son, Pippin, and successive German kings until the twelfth century.26 In fact, excavations below 
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the present-day cathedral have revealed multiple burial sites laden with imperial iconography, 

including a fifth century seal ring (Figure 68).27 Pippin is best remembered in Verona for 

rebuilding the local monastery dedicated to the city’s patron saint, Zeno.28 According to the Vita 

S. Zenonis, St. Zeno (300 A.D. – 371 A.D.) expelled a terrible demon from Roman Emperor 

Gallienus’s daughter in the third century. As a symbol of his gratitude, Gallienus is said to have 

given the saint his own imperial crown.29 San Zeno thus remained a resolutely imperial site 

thereafter, and the emperors were the monastery’s only patron through the tenth century.30 The 

symbiotic relationship between the emperor and the monastery is even manifested in a fresco 

(Figure 69) in the tower at San Zeno, dated around 1230, which depicts Emperor Frederick II 

seated and receiving the Veronese as his subject people.31 

 In order to recognize the deeper and locally-grounded layers of meaning in the Verona 

Cathedral façade, it is also important to understand the city’s ecclesiastical history. From the 

ninth century until the close of the Investiture Controversy in 1122, Verona’s bishops were 

chosen by the German emperor. These bishops were often brought from distant, northern 

European monasteries.32 The northern bishops were also exceedingly powerful in Verona, 

controlling dues at the local markets in the Piazza delle Erbe and the mint; holding court; and 

essentially, as Maureen Miller (1993) notes, “receiv[ing] all services and payments normally 

reserved [for] the emperor [himself].”33 But, with the removal of the emperor’s involvement 

from the investiture of bishops in 1122, a group of the town’s priests and canons were free to 

elect their own bishop.34 This led to the election of Tebaldo in 1135.35 While the first locally 

elected bishop, Bernardus (1122-1135), was a Brescian native west of Verona, Tebaldo (1135-

1157) was from a Veronese family.36 This shift led to a tenure concerned with justifying and 
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retaining position, rather than temporarily maintaining the see before moving on as had the 

imperially-appointed bishops.37  

 Despite these changes, the city of Verona maintained a good relationship with the 

emperor.38 In 1136, well after Verona’s independence was firmly established, Emperor Lothar III 

was admitted to the city with full honor. This amicable relationship continued for the next twenty 

years.39 Importantly for this study, four years following his election, Bishop Tebaldo borrowed a 

significant sum of money to begin construction on the city’s new cathedral, Santa Maria 

Matricolare (Figure 3).40  

Tympanum sculpture – Adoration and Annunciation 

 In this section, I will discuss the ways in which the choice of the Adoration of the Magi 

in the tympanum at Verona Cathedral departed from tradition in its representation. Then, I argue 

that changes to the Adoration iconography there related to the city’s historical relationship to the 

Empire. Finally, I will consider the Adoration and Annunciation scenes together, suggesting that 

the pair of images were chosen by Bishop Tebaldo to highlight the importance of the two classes 

of Veronese society, the milites and the negocientes who were responsible for the formation of 

the city’s commune in 1135.41 Since the local priests who chose Tebaldo as bishop were 

primarily concerned with the pastoral care of their people, it seems the Verona Cathedral 

tympanum’s subject matter was carefully chosen by Tebaldo to emphasize all of Verona’s 

citizenry. 

 Flanked by the Annunciation to the Shepherds on the left and the Adoration of the Magi 

to the right, the frontally seated Virgin (Figure 21) divides the tympanum into a tripartite 

composition. As Bornstein noted, this grouping of subjects was rare, with no precedent in 

architectural sculpture or manuscripts.42 While both scenes were commonly included in the 
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sequence of Christ’s life, as can be seen in the lintels of Piacenza (Figure 26) and Ferrara (Figure 

19), they were rarely displayed out of context of the larger narrative. Further, the representation 

of the Adoration at Verona Cathedral was unusual, as the Magi appear to have caught the 

attention of the Christ child who breaks his rigid position and turns toward the kneeling figure.  

 I suggest that the relationship between Christ and the kings may be understood as an 

allusion to Verona’s association with the Holy Roman Empire. Historically speaking, the frontal 

Madonna who functions as the seat upon which Christ rests has come to be known as the Throne 

of Wisdom, or the sedes sapientiae,43 In this traditional format, as Meyer Schapiro (2006) 

explains, the figure becomes a symbol of status and hierarchy, or a ‘figure of state,’ which 

neglects to interact with the figures surrounding it, and thus appears out of time and space.44 In 

contrast, the figures surrounding the Madonna and Christ, which interact with one another and 

present a sequence of events might be considered ‘figures of narrative.’45 For example, in the 

tympanum of Saint Alban-du-Rhône in France (1100-1149) (Figure 70) we see Schapiro’s 

terminology at work. With Mary and Christ presented as the sedes sapientiae type, they remain 

forward-facing, unaware of the adoring Magi at their side. The north portal at St-Gilles-du-Gard 

(c. 1170) (Figure 71) displays a similar scene even in its damaged state, adding a physical 

boundary between the Virgin and Christ and the Magi in the columns on either side of the throne. 

In both cases, the central figures neglect to acknowledge the Magi, suggesting their separation in 

status and meaning.  

 In the tympanum at Verona Cathedral, however, this hierarchic boundary is broken. 

Christ turns his body and reaches his hand toward the earthly king, the eldest Magus at his left. 

Indeed, Christ’s own dual nature as both a divine and mortal ruler is acknowledged in the lunette 

inscription above, where he is identified as both the son and lamb of God. By emphasizing Christ 
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as not only an eternal ruler, but also a mortal one, perhaps he appeared comparable to the 

emperor nearby. In addition, the star pattern in the Virgin’s robes matches those of the Magi, 

suggesting a link between the Holy Family and the kings.46  

 In Verona, as at Piacenza, I suggest that the imagery of the Magi was evocative of the 

city’s relationship with the German emperor. As we will recall from Chapter Two, a long 

tradition existed – in which Niccolò participated – of visually aligning the Magi with imperial 

authority. For Verona, the generous and frequent donations of the German kings, from whom the 

Holy Roman Emperor was often elected beginning around the early eleventh century, travelling 

south along the via Claudia Augusta were essential to the Duomo’s success. We should recall, 

for example, that the Veronese bishop was even traditionally chosen by the emperor.47 

Furthermore, with the emperor as the sole patron for the monastery dedicated to Verona’s patron 

saint, San Zeno, the city’s reliance upon secular rulership must have seemed almost as vital as 

their dependence upon the Papacy.48  

 While the foremost Magus at Verona’s Duomo still kneels to Christ in the tympanum, 

other elements of the traditional iconography were altered, apparently to instead emphasize the 

three Kings’ elevated status. These include Christ’s unusual acknowledgement of the Magi; the 

similar patterning in both the Madonna and the seated Magus’ robes; and the lunette inscription 

underscoring Christ’s dual roles as both an eternal and mortal king. Viewed within the context of 

the city’s long and profitable relationship with the northern kings and emperors, all of these 

modifications appear to suggest their elevated status at the site.  

 While the cathedral façade’s connection to imperial authority likely inspired the 

iconographic alignment of and interaction between the Magi and the figure of Christ in the 

tympanum, it does not explain the additional inclusion of the Annunciation to the Shepherds in 
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the left half of the lunette. As was noted earlier in this chapter, Spiro has briefly suggested that 

the inclusion of the Annunciation of the Shepherds indicated that Christ’s grace extends to all 

humanity, no matter the social rank.49 More specifically, I suggest, this iconography aligns with 

the recent changes to Verona’s local political makeup, particularly the formation of the commune 

and the installation of a native, Veronese bishop. But I suggest that it also reveals a deeper and 

more locally grounded layer of meaning in the tympanum’s iconography. We should recall that 

from 1122 on, Verona’s bishops were no longer installed by the Emperor, but were instead 

elected from amongst the city’s local priests and canons.50 While the first elected bishop was 

Brescian, the first locally-born Veronese bishop, Tebaldo, was elected in 1135.51 As the 

archpriest of the cathedral chapter from 1120, Tebaldo was chosen from amongst fellow priests, 

and would have been likely well aware of the qualities local clerics were looking for in a 

bishop.52 Traditionally, the canons were understood as the guardians of local traditions and 

charged themselves with the care of local souls.53  

 This context seems to support Spiro’s suggestion, making it a reasonable hypothesis that, 

to appease local clerics, and to visually demonstrate concern for all parts of local society, as the 

canons traditionally had, Tebaldo had both the milites and negocientes represented in the 

tympanum. Viewed in this light, the shepherds on the left might be understood as representing 

the humble and impoverished with their simple clothing and plain caps, while the Magi on the 

right symbolize the wealthy local lords and Veronese counts with their ornate crowns, 

ornamented robes, and valiant steeds.54 Indeed, when the commune was formed four years prior 

to the Duomo’s construction in 1139, the classes of people who contributed to its creation were 

also twofold: the milites, or the knightly militia, those traditionally pictured on horseback, and 

the negocientes, or the merchants and artisans who maintained the local economy.55 Within this 
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theory, the biblical shepherds from the Gospel of Luke found their contemporary regional 

parallel in the local negocientes who struggled alongside the Magi, or modern day milites, to 

form a free commune for the city.56 In fact, Bishop Tebaldo is best remembered for his 

involvement in the commune’s formation, offering his support alongside the vassals, knights, 

and merchants of the city alike.57 

This concept further manifests in the tympanum at the nearby abbey church of San Zeno 

(Figure 72), also carved under Niccolò and his workshop one year prior in 1138.58 Similarly 

divided into a tripartite composition, the central figure of the monastery’s patron saint, Zeno, is 

flanked on either side by two factions of the city’s own militia – the milites (cavalry) and the 

pitites (infantry). In 1913, Luigi Simeoni proposed that this tympanum iconography symbolized 

the triumph of the commune as well, similarly celebrating the diverse social stratification of the 

city reflected in Verona’s own militia.59 

In any case, it seems Tebaldo’s unusual decision to depict two fairly rare scenes – both 

the Adoration of the Magi and the Annunciation to the Shepherds – in the Verona tympanum 

(Figure 21) was particularly pointed. While Christ’s attention to the wealthy Magi seems a nod to 

Verona’s historic reliance on the German kings and imperial authority, the inclusion of the 

Shepherds deepens the symbolism further. Forming a tripartite composition, the two groups on 

either side of Christ might also symbolize the two classes of local citizens who contributed to the 

formation of a free commune only four years earlier.  

Roland and Oliver, Charlemagne’s Warriors 

 Nearly double the size of the prophets in the jambs, the figures of Roland (Figure 22) and 

Oliver (Figure 23) at Verona’s Cathedral are the earliest known large-scale sculptures identified 

as the medieval heroes. They are identified as such as early as the eighteenth century thanks to 
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the inscription DVRINDARDA along Roland’s sword.60 The few extant depictions of Roland 

and Oliver that predate those at Verona Cathedral generally display the figures in battle, as can 

be seen in the capitals (Figure 73) at the abbey church of Sainte-Foy at Conques or in the wall 

reliefs (Figure 74) at San Zeno, also in Verona.61 It was only later in the thirteenth century that 

the German ‘giant statues’ of Roland became widespread throughout the Empire, before they fell 

out of use at the beginning of the sixteenth century.62 We might ask, then, why were these figures 

displayed on such a monumental scale and so early in Verona, specifically? Bornstein suggests 

the warriors recall Roman imperial court imagery where large scale military figures functioned 

as guardians for the celestial queen Mary in the central tympanum between them.63 Indeed, 

Verona was an imperially-allied city, however, presenting the figures of Roland and Oliver at 

Verona might be read further as a reflection of regional traditions and concerns.  In this section, I 

argue that the decision to represent Charlemagne’s most famous warriors on the cathedral façade 

during the rise of the Crusades signals Verona’s support of both the Empire and the 

contemporary crusading movement.  

 Made famous by the French poem Chanson de Roland in the eleventh and twelfth 

centuries, Roland and Oliver were both members of Emperor Charlemagne’s army who warred 

against the Muslim Saracens in Spain at the end of the eighth century. According to tradition, 

prior to crossing the Pyrenees into France, Charlemagne left an army of twenty-thousand men to 

guard the mountainous Roncevaux pass under his vassal, Roland. When the Saracens later 

attacked the imperial army (ultimately leaving under one hundred men alive), Roland reluctantly 

swallowed his pride and listened to his brother-in-arms, Oliver, who suggested they call for 

help.64   
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 Verona’s numerous links to Roland’s lord, Charlemagne, were briefly discussed above.  

The emperor and his son Pippin not only funded the rebuilding of San Zeno, but they also 

initiated the tradition of imperially-invested bishops and financial support for the city’s secular 

and religious institutions.65 What is more, Roland was not only Charlemagne’s most-trusted 

vassal, he was also the emperor’s nephew. As was noted above, there was local precedent for 

Rolandian imagery within Verona already, as Roland’s battle (Figure 74) with the Saracen, 

Ferragut, was depicted at San Zeno only a year earlier.66 While it is unclear whether any 

Veronese citizens participated in the Crusades, the iconography seems to suggest their support 

for the movement. San Zeno was originally established as the emperor’s church, therefore the 

decision to depict Charlemagne’s most famous warrior on the façade of the cathedral, especially 

during a period when the crusades against the infidel were gaining traction once more, might be 

read as a pointed statement regarding Verona’s support of both the Empire and the crusading 

movement.67  

 Another element linking the figures to imperial iconography is, oddly enough, the 

prominent boss featured in the center of Roland’s shield (Figure 75). As Rita LeJeune and 

Jacques Stiennon (1971) have noted, the floral pattern of the boss as well as the decorative 

border surrounding it appear remarkably similar to the boss (Figure 76) of an interior vault in the 

choir at Königslutter in Germany, Emperor Lothar III’s burial church.68 Importantly, 

Königslutter is yet another site identified with Niccolò. The sculptor’s involvement at the site is 

supported in the literature due to iconographic similarity with other locations such as Ferrara and  

Verona.69  These similar designs then, not only support the thesis that Niccolò was involved at 

both locations, but offer a subtle link between an imperial site; the image of Roland, a vassal of 
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the German emperor Charlemagne; and Verona, the city to which the emperors historically 

donated so much money.70 

 As mentioned previously, nearly all prior depictions of Roland and Oliver in stone 

depicted the figures engaged in combat, and on a much smaller scale. However, at Verona, the 

figures appear battle-ready, with Roland standing, unusually, atop a small dragon (a symbol of 

conquering evil) which he crushes beneath his left foot. Nowhere in the Chanson de Roland, nor 

in the known legends dedicated to the imperial vassal is mention made of a battle between 

Roland and a dragon. Dragons were, however, as we saw in Chapter Three, frequently associated 

with St. George. Not coincidentally, that warrior saint also enjoyed a strong cult support in 

Verona. In fact, the local canons’ church adjacent to the cathedral, Sant’Elena (Figure 77), was 

formerly known as San Giorgio. The site, according to a twelfth-century inscription along the 

south wall, held relics of the martyr.71 Sant’Elena (or San Giorgio) was also Tebaldo’s church 

prior to his tenure at the cathedral in 1135, when he was elected from amongst his fellow priests 

there.72 When Tebaldo commissioned Niccolò to carve the façade on a new cathedral four years 

later, it is possible that a lack of a clear model for Roland’s iconography may have forced the 

artist and patron to look to similar figures nearby. To be sure, St. George has many parallels to 

Roland, as George also allegedly participated in crusade against the Turks at Antioch in 1098.73 

It seems likely that Tebaldo and Niccolò conflated the imagery of Roland and St. George, two 

legendary figures who both had strong ties to Verona, as well as contemporary associations with 

the crusades. Though a specific model was not available for such a monumental depiction of 

Roland, the inscription of the name of Roland’s sword on the figure distinguished the hero, who 

also fought against the Saracen infidels, from St. George. 
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Conclusion 

Constructed during a period of great political change, the subject matter along the façade 

of Verona Cathedral can be linked to both the Investiture Controversy and the Crusades. 

However, this iconography can also be understood in a specifically local context, relating to the 

recent formation of Verona’s commune, their newfound independence from the empire, and the 

election of their first resident bishop, Tebaldo. By evaluating the Shepherds and the Magi in the 

tympanum and the figures of Roland and Oliver in the jambs, these connections to the regional 

context of twelfth century Verona become apparent and offer new insights into the depth, and 

variety, of meanings associated with these well-known figures at a local level.  
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Maffei in the Verona Illustrata and have since remained generally agreed upon in the literature. 
For this, see Spiro, “Reconsidering the Career,” 241-242. 
 
15 Cannobio writes: “L’anno 1139 furono principati i fondamenti del Domo nel modello, che di 
presente si uede.” For this and the preceding sentence, see Robb, “Niccolò,” 411; and Kain, 
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Sculpture of Nicholaus,” 127. For more on the hypothesis that the bishop’s seat had been on the 
cathedral site since the eighth century, see Spiro, “Reconsidering the Career,” 198. Years later, 
Cinzia Tedone (1985) discussed the results of a recent excavation beneath Verona Cathedral, 
revealing remains of a fourth- and fifth century basilica. On this, see Cinzia Fiorio Tedone, 
“Tombe dipinte altomedievali rinvenute a Verona,” Archaeologia veneta 8, no. 8 (1985): 252-
288. 
 
16 See Adolfo Venturi, L’Arte Romanica. vol. 3, Storia dell’arte Italiana (Milan: Editore Libraio 
della real casa, 1904); Porter, Lombard Architecture, vol. 3; Trude Krautheimer-Hess, “Die 
Figurale Plastik der Ostlombardei von 1100 bis 1178,” Marburger Jahrbuch für 
Kunstwissenschaft 4 (1928): 231-307; Robb, “Niccolò,” 374-420; and Kain, Sculpture of 
Nicholaus. For a discussion of the ways in which building progressed through the twelfth and 
thirteenth centuries on the San Zeno façade, see idem, “The Marble Reliefs on the Façade of S. 
Zeno, Verona,” The Art Bulletin 63, no. 3 (1981): 358-374. For a similar discussion regarding 
Niccolò’s larger oeuvre, see Gädeke, Die Architektur des Nikolaus. For Niccolò’s place within 
the larger dialogue of European Romanesque sculpture, see Gustav Künstler, ed., Romanesque 
Art in Europe (Greenwich: New York Graphic Society LTD, 1968), 136; and George Nebolsine, 
Journey into Romanesque: A Traveler’s Guide Romanesque Monuments in Europe (New York: 
G. P. Putnam’s Sons, 1969), 112. 
 
17 For a comparison of the carving style at Verona Cathedral to Ferrara in regards to Byzantine 
features, see Edoardo Arslan, La Pittura, 95. This tendency to focus scholarship dedicated to the 
Cathedral on the differences between its sculpture and that at Ferrara became common in the 
literature. On this, see Kain, Sculpture of Nicholaus, 139.   
 
18 For an initial consideration of the foreign influences upon Niccolò’s work, see Jullian, L’Éveil 
de la sculpture italienne: la sculpture Romane dans l’Italie du nord; and Angiola Maria 
Romanini, ed., Nicholaus e l’arte del suo tempo: in memoria di Cesare Gnudi (Ferrara: Corbo 
Editore, 1985).  
 
19 See Martin Gosebruch, “L’arte di Nicholaus nel quadro del romanico europeo,” in Nicholaus e 
l’arte del suo tempo: in memoria di Cesare Gnudi, ed. Angiola Maria Romanini (Ferrara: Corbo 
Editore, 1985), 113-149. For Königslutter, see Gädeke, Die Architektur des Nikolaus, 191-230; 
Kain, Sculpture of Nicholaus, 159-168; and Spiro, “Reconsidering the Career,” 184-194.   
 
20 These figures are accepted as Roland and Oliver by nearly all scholars due to the similarity 
between the inscription along the north figure’s blade [DVRINDARDA] and the traditional name 
of Roland’s sword, [DURENDAL]. For a discussion of the identification of the two figures as 
Roland and Oliver, see LeJeune and Stiennon, The Legend of Roland,1:61-71. For a suggestion 
that this imperial imagery was adopted by Carolingian and Ottonian emperors from the visual 
language of the Roman imperial court, see Bornstein, Portals and Politics, 127. 
 
21 While she finds the tympanum iconography most similar to eastern manuscripts, she admits 
none combine the two stages as is done here. For this and the preceding sentences, see Bornstein, 
Portals and Politics, 126-127.  
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22 See Spiro, “Reconsidering the Career,” 239-240.  
 
23 For this and the previous sentence, see Spiro, “Reconsidering the Career,” 239. For an analysis 
of the way Veronese understanding of architecture became more centered on glorification in the 
twelfth century, and often recalling the heavenly cities of early Christian art, see Meredith Fluke, 
“Building Across the Sacred Landscape: The Romanesque Churches of Verona in their Urban 
Context,” (PhD diss., Columbia University, 2012).  
 
24 Miller, The Formation, 7-8.  

25 This is mentioned in Spiro, “Reconsidering the Career,” 195, note 435. For a list of these kings 
and emperors in total, see Vittorio Fainelli, Codice diplomatico Veronese, vol. 1 in Dalla caduta 
dell’Impero Romano all fine del periodo catoloingo (Venice: A spese della Deputazione, 1940). 

26 See Miller, The Formation, 8; and Bornstein, Portals and Politics, 122.  
 
27 Tedone, “Tombe dipinte altomedievali rinvenute a Verona,” 262.  
 
28 This information originally comes from the Codice diplomatico veronese in Venice, quoted 
later by Miller. The abbey church of San Zeno was originally burned by the Frankish forces led 
by Count Vulvino that ultimately ended the Lombard domination of the city. Further, the close 
relationship between San Zeno and the Cathedral is evident in that, from the eighth century, the 
bishops referred to their see as the domus sancti zenonis or the pars sancti zenonis. For more on 
this, see Miller, The Formation, 20, note 30 and 123. 
 
29 This Vita, however, dates from the eighth century and comes from the Patrologia Latina, now 
held in Paris. For this, see Martin A. Stepanich, “The Christology of Zeno of Verona,” (PhD 
diss., Washington D.C.: The Catholic University of America, 1943), 4-5, note 12. Gallienus is 
further remembered in the city of Verona in an inscription along the city’s ancient Roman gate, 
the Porta Borsari, which was rebuilt during his reign in 265. On this, see Fluke, “Building 
Across,” 44. 
 
30 See Maureen C. Miller, “Donors, Their Gifts, and Religious Innovation in Medieval Verona,” 
Speculum 66, no. 1 (1991): 30. In fact, other sites dedicated to the same San Zeno can also be 
found throughout Germany in areas such as Isen, Reichenhall, Ulm, and Radolfzell. Concerning 
this, see Stepanich, “The Christology of Zeno,”18. 
 
31 Here Frederick II Hohenstaufen is shown in a meeting with his subject peoples, including the 
local Veronese. For a discussion on this, see Spiro, “Reconsidering the Career,” 247. 
Furthermore, Henry IV is known to have taken refuge in Verona in 1077 and, according to 
Matilda’s biographer, Donizo, Verona’s local militia helped Henry in 1095 to besiege Nogara, 
held by Matilda, while Henry held his wife prisoner in Verona. On this, see Nuovo Archivio 
Veneto (Venezia: A. Spese della R. Deputazione, 1913), 55.  
 
32 See Fluke, “Building Across,” 54, 61. In addition, the donations received from travelling 
German kings were so crucial that local monasteries likely relied on them, without which they 
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would be unable to support their own monks. This reveals just how significant and considerable 
imperial donations were. Especially since, as Miller explains, prior to the year 1000, donations 
were generally given to monasteries, like San Zeno, rather than secular institutions, like the 
Cathedral. For more on this, see Miller, The Formation, 67. 
 
33 Miller, The Formation, 150.  
 
34 Fluke, “Building Across,” 246-247.  
 
35 For more on Bishop Tebaldo and his tenure at the Cathedral, see Miller, The Formation, 164-
175. 
 
36 Fluke, “Building Across,” 249.  
 
37 Fluke, “Building Across,” 247. 
 
38 For Verona’s continued support of the bishop, see Spiro, “Reconsidering the Career,” 196; and 
Miller, The Formation, 134. 
 
39 There is only one instance following Verona’s independence in 1122 in which hostility was 
shown toward the German emperor. In 1132, the soon-to-be emperor Lothar III was denied 
entrance to the city. This was likely due to the anti-imperial Count Alberto di Sambonifacio, who 
had been elected in 1116 and was connected with the pro-papal house of Canossa. Indeed, the 
count also likely supported the city’s separation from the Imperial king in 1122 when the first 
Italian bishop was chosen for Verona. By 1135, Count Sambonifacio and the Brescian bishop 
Bernardus were both dead, and amicable relations between the Empire and Verona continued 
once more. On this, see Spiro, “Reconsidering the Career,” 195-196. 
 
40 Miller, The Formation, 166.  
 
41 Vittorio Fainelli, “Consoli, podesta e giudici di Verona fino alla pace di Costanza,” Classe di 
scienze morali e lettere 114 (1956): 217. 
 
42 See Bornstein, Portals and Politics, 126-127. 
 
43 See Spiro, “Reconsidering the Career,” 232.  
 
44 For mention of this connection between the Verona tympanum figures and Meyer Schapiro’s 
terminology in passing, see Spiro, “Reconsidering the Career,” 232.  
 
45 For this and the previous sentence, see Meyer Schapiro, “Lecture IV: The Programs of 
Imagery (i): Themes of Action and Themes of State,” in Romanesque Architectural Sculpture: 
The Charles Eliot Norton Lectures, ed. Linda Seidel (Chicago: University of Chicago Press, 
2006), 99. 
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46 For this and the previous sentence concerning the inscription on Christ’s dual nature [THIC 
DOMINVS MAGNVS LEO CRISTVS CERNITVR A GNVS], see Spiro, “Reconsidering the 
Career,” 216. 
 
47 For a discussion of the history of imperial election, see James Bryce, The Holy Roman Empire 
(New York: The MacMillian Company, 1911), 237. For discussion of the emperors’ donations in 
the Codice diplomatico veronese, see Spiro, “Reconsidering the Career,” 195, and note 435. For 
more on the emperor’s role in choosing Verona’s bishops, refer to note 32.  
 
48 See Miller, “Donors, Their Gifts,” 30. 
 
49 See Spiro, “Reconsidering the Career,” 239. 
 
50 For Verona’s bishop’s elected by local priests, see note 34 above.  
 
51 For a brief discussion of Verona’s first locally elected bishop, refer to note 36 above.  
 
52 Fluke, “Building Across,” 249. Further, Tebaldo was not on good terms with the local canons 
during the period from 1135 to 1138, just before the Cathedral was begun. The canons accused 
the bishop of being behind a very obscure misdeed committed by two clerics from other urban 
churches and the chapter called in the patriarch of Aquileia to reconsecrate the chapel in 
question. For more on this, see Miller, The Formation, 164.  
 
53 Miller, The Formation, 45.  
 
54 It was with the death of Verona’s count Alberto Sambonifacio, the most powerful feudal lord 
in Italy, which allowed for the commune to flourish in the first place. For a discussion on 
Verona’s commune, see Vittorio Fainelli, “Consoli, podesta,” 217. 
 
55 See Vittorio Fainelli, “Consoli, podesta,” 217.  
 
56 For biblical reference to the Shepherds, see Luke 2:8-21.  
 
57 Luigi Simeoni mentions only the milites and the negotiatores in the formation of the 
commune, however numerous studies of other cities since have acknowledged the key role 
played by bishops in the emergence of free communes. For more on this, see Miller, The 
Formation, 168, and note 112. 
 
58 Kain, “The Marble Reliefs,” 358. 

59 See Luigi Simeoni, “Le origini del comune di Verona,” in Nuovo archivio Veneto, (Venezia: 
A. Spese della R. Deputazione, 1913), 49-143.   

60 See LeJeune and Stiennon, The Legend of Roland, 1:61-62, 65; and Spiro, “Reconsidering the 
Career,” 241-242. 
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61 The capitals at Conques date from around 1097 to 1107 while those at San Zeno, depicting the 
Wild Hunt of Theodoric, date from around the time of the cathedral’ construction in 1138. On 
this, see LeJeune and Stiennon, The Legend of Roland in the Middle Ages, 1:19, 72.  
 
62 Unfortunately, most of these statues have since been destroyed; see LeJeune and Stiennon, The 
Legend of Roland in the Middle Ages, 1:354.  
 
63 See Bornstein, Portals and Politics, 127.  
 
64 For the story of the Chanson de Roland and the Battle at Roncevaux Pass, see Alain Renoir, 
“Roland’s Lament: Its Meaning and Function in the Chanson de Roland,” Speculum 35, no. 4 
(1960): 572. 
 
65 See Spiro, “Reconsidering the Career,” 195-196.  
 
66 There are no identifying inscriptions here, however this identification of figures has been 
accepted by some scholars; see Spiro, “Reconsidering the Career,” 325. 

67 The Gesta Friderici records the custom of creating a bridge of ships over the Adige to allow 
the emperor’s troops to cross the river without entering the walled city. Further, because the 
emperor so often stayed at San Zeno, the monastery is designated palatium in various diplomas. 
On this, see Spiro, “Reconsidering the Career,” 246.  

68 See LeJeune and Stiennon, The Legend of Roland, 1:67. While the vault has since been 
repainted, Gosebruch and Gadeke assert that the shape of the keystone and the vaulting traces 
back to the origin of the Königslutter vault; see Martin Gosebruch and Thomas Gädeke, 
Königslutter Die Abtei Kaiser Lothars (Freiburg: Rombach printing, 1985), 12; also see Spiro, 
“Reconsidering the Career,” 184. 
 
69 For consensus on Niccolò’s involvement at Königslutter, see note 19 above. For a discussion 
on derivations of the style present at Königslutter, see Spiro, “Reconsidering the Career,” 15, and 
note 48.  
 
70 Further, Roland’s counterpart, Oliver, shown on the opposite side of the portal with a mace, 
recalls familiar images of St. Vitale from another imperial city, Ravenna, nearby. An officer who 
suffered martyrdom, the saint is often shown in military dress wielding a mace, much like Oliver 
on the south side of the Verona Cathedral façade. The earliest surviving image of the saint, 
dating from 1340, shows the figure as a Roman soldier with a mace. For identification of St. 
Vitalis and his costume as that of a Roman soldier, see “European Art: St. Vitalis,” The High 
Museum of Art, https://www.high.org/collections/st-vitalis/. For a discussion of St. Vitalis as 
traditionally displayed as a military saint wielding a mace, see Charles Cahier, Caractéristiques 
des Saints, vol. 2 (Paris: 1867), 547; and LeJeune and Stiennon, The Legend of Roland, 1:67, 71, 
and note 30. 
 
71 The inscription dates from 1140, the same year the church was reconsecrated. That the church 
served as a chapel for the canons is confirmed by a bull from 1177, however scholars such as 
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Cannobio record that the church existed as early as the ninth century. Further, the church was 
likely built to house an assortment of relics dedicated to numerous saints, St. George among 
them. On this, see Porter, Lombard Architecture, 3:481-484. For the foundations of the city’s 
oldest cathedrals, found beneath Sant’Elena and the Cathedral, see Fluke, “Building Across,” 58, 
note 72. 
 
72 In fact, Tebaldo led them as archpriest from 1120 to 1135. See Fluke, “Building Across,” 249. 
 
73 Jaroslav Folda, The Art of the Crusaders in the Holy Land: 1098-1187 (New York: Cambridge 
University Press, 1995), 88.  
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CHAPTER 5 

 

CONCLUSION 

 

 Niccolò’s façades throughout northern Italy can be understood as multivalent. On a basic 

level, the master’s subject matter at Piacenza, Ferrara, and Verona Cathedrals displays religious 

scenes or figures. These generally center around the life of Christ; for example, cycles from 

Christ’s life adorn the lintels (Figures 19, 26, and 31) at Piacenza and Ferrara Cathedrals, while 

the Adoration of the Magi (Figures 18, 20, and 21) is featured in all three portals. When viewed 

through a socio-political lens, the iconography at each site speaks to a range of current political 

events, such as the Crusades or the Investiture Controversy. However, a deeper level of meaning 

can be extrapolated when elements of the iconography at each site are considered in light of 

regional and local contexts. In all three cases, a new bishop or patron seems to have shaped the 

subject matter so as to push a provincially-bound agenda.  

 In Piacenza, the unusual atlantes (Figures 14, 15, 16, and 17) framing the lateral portals at 

the Duomo are notably similar to those displayed in the choir pavements (Figure 35) of Bishop 

Arduin’s home church, San Savino, nearby. Furthermore, I have shown that the inclusion of caps 

rather than crowns on the Magi in the lintel (Figure 18) might be viewed as a nod to the 

Piacentian guildsmen who constructed the church. By displaying the city’s tradesmen as Magi, 

they appear as donor figures who offer the Cathedral itself as their donation. As such, Bishop 

Arduin likely pulled from nearby visual source material which both emphasized the city’s 

alliance with the papacy, as well as their grounding in regional iconography. 
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 A similar situation seems to have prevailed at Ferrara Cathedral. While the equestrian 

rider (Figure 19) in the central tympanum is displayed as a visual representation of St. George,  

appearing nearly identical to the warrior saint’s depiction on a contemporary crusader coin 

(Figure 57), I have suggested he is also presented in the guise of a well-known local figure. 

Guglielmo Adelardi, the cathedral’s sole patron and one of three laymen given papal privilege 

over the city and church, was also a Ferrarese milite – or a local soldier typically shown on 

horseback. As a known leader of the community, I posited that Adelardi saw much of himself in 

the city’s patron saint. I went on to evaluate the scene of the Adoration of the Magi (Figure 20), 

suggesting the crowns of the Three Kings also relate to the donor figure tradition. Citing other 

relevant examples, I proposed the Magi honored and recalled the donation of the Adelardi 

family.  

 At the last site discussed in this thesis, Verona Cathedral, I found similar connections 

between the local political and visual context and the sculpted figures displayed along the façade. 

In an evaluation of the unusual pairing of the Adoration and the Annunciation scenes (Figure 21) 

together in the tympanum, I have suggested that the two were chosen by Bishop Tebaldo to 

highlight the importance of two distinct and influential classes of Veronese society. As the first 

elected, Veronese-born bishop, and only the second chosen by local priests, Tebaldo required the 

support of those around him. Since the canons were the traditional caretakers of local souls, I 

proposed Tebaldo’s tympanum scene functioned as political propaganda to demonstrate his 

concern for all citizens, no matter their social rank. Furthermore, the inclusion of Roland (Figure 

22) and Oliver (Figure 23) in the jambs likely signaled the city’s support for the crusading 

movement. By accreting attributes associated with St. George onto the figure of Roland, I 

hypothesized that Tebaldo found a model for the Chanson de Geste figure in one which already 
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had a cult-following in the city. What is more, Tebaldo had his own personal connections to St. 

George, as the Veronese bishop’s home church, Sant’Elena, had been formerly known as San 

Giorgio. Thus, consideration of the local context of twelfth-century façade design and subject 

matter can be incredibly enlightening. Not only does it add another lens through which to view a 

work, but it also helps scholars to better understand the various ways large-scale events such as 

the Investiture Contest or the Crusades were received on a local level.  

 Considering Niccolò’s façades from a regionally-bound perspective allows the subject 

matter to be understood in a new light. While socio-political methodologies are commonly 

employed in art historical analyses, that approach is rarely pared down to a local level. Of 

course, many of the obstacles to such consideration, specifically in relation to Romanesque 

works, likely stem from a lack of documentation or deterioration of the art object. Nevertheless, 

reference only to widespread events, such as the Investiture Controversy, to explain or 

contextualize façade iconography does not always allow for an understanding of the import of 

powerful, regional figures – like Arduin, Adelardi, and Tebaldo – to seep through. While these 

large-scale events undoubtedly played a role in shaping the iconography of sculpted cathedral 

façades, the reception of such events is almost always determined by the current happenings in 

the city under consideration. Because twelfth-century façade designs were most often chosen by 

the bishop, a figure usually selected from nearby ecclesiastical institutions, it seems logical that 

his choices be loaded with local significance and meaning. My hope is that exploration of this 

context through the examples of Piacenza, Ferrara, and Verona Cathedrals may prompt new 

approaches to other sites throughout northern Italy.  

 Further research is also required for the three façades considered in this thesis. While I 

evaluated the political milieu surrounding the production of sculptures at Piacenza, Ferrara, and 
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Verona, I have done so only in relation to isolated areas of sculpture on these façades. To be 

sure, each façade is part of a larger complex of imagery. Shirley Zavin (1972), for example, has 

suggested the prophet figures at Ferrara Cathedral were linked to contemporary anti-Jewish 

sentiments, however documentation surrounding Italian Jewry in northern Italy before the 

thirteenth century is relatively sparse.
1
 Further research on these and other sculpted areas of the 

Ferrara façade may help us to piece together the elaborate program as a whole.  

 Perhaps one of the most needed areas of further research is the same one that has plagued 

art historians dealing with Niccolò’s façades for decades; that is, solidifying the sculptor’s 

oeuvre and his level of involvement at each site. For example, in the third decade of the twelfth 

century, Niccolò is thought to have been actively involved in the construction of no less than 

four façades: Ferrara Cathedral in Ferrara, Königslutter church in Lower Saxony, and both 

Verona Cathedral and San Zeno in Verona.
2
 Considering the geographical distance between each 

of these, as well as the amount of time it likely took to complete each façade, it seems nearly 

impossible that ‘Niccolò’ remained engaged from start to finish at each site. How might this have 

affected the façades’ reception, if at all? While I do not consider the implications of Niccolò’s 

potential involvement or lack thereof here, it is still yet another avenue which deserves 

consideration. Thus, persistent and robust exploration into the personage known as ‘Niccolò’ 

would aid in this endeavor.  

 Ultimately, it is my hope that this thesis serves as an exemplar for what is possible when 

attention is shifted away from the oeuvre of a sculptor or workshop, especially one whose 

involvement at each site is questionable, and instead, is centered on the clergy and civic concerns 

as determinants for the iconography at each site. In doing so, not only is another layer of 

significance uncovered, but a more well-rounded understanding of the levels in meaning 
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regarding church façade iconography is revealed. Through critical analysis of archival material, 

attention to sculptural detail, and a thorough evaluation of local history, the implications of 

regional politics on other façade designs can be exposed.  
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1
 See Shirley Zavin, “Ferrara Cathedral Façade” (PhD diss., Columbia University, 1972), 115-

131. 

 

2
 Niccolò’s involvement at Ferrara is thought to be completed in 1135, the same year he 

supposedly starts the façade in Königslutter. Three years later he begins work at San Zeno in 

Verona, and one year following commences another façade at the Duomo in the same city; see 

Anna Lee Spiro, “Reconsidering the Career of Nicolaus Artifex in the Context of Later Twelfth-

Century North Italian Politics,” PhD diss., (Columbia University, 2014), 119, 184, 201, 254. 

Though Spiro mentions the traditionally held dates of 1139 and 1138 for the latter two, she does 

not agree with them. 
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FIGURES 
 

 
Figure 1. Wiligelmo credited with north portal; Niccolò credited with south portal, Façade of 
Piacenza Cathedral, c. 1122. Piacenza, Italy.
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Figure 2. Niccolò and workshop (credited with lower half of façade), Façade of Ferrara 
Cathedral, c. 1135. Ferrara, Italy.  
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Figure 3. Niccolò and workshop, Façade of Verona Cathedral, c. 1139. Pink marble and white 
limestone. Verona, Italy.  
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Figure 4. Niccolò and workshop, Porta dello Zodiaco, Sagra di San Michele, c. 1128-1130. Susa, 
Italy.  
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Figure 5. Niccolò and workshop, Porta dei Mesi, constructed c. 1135, destroyed between 1717 
and 1736. South nave wall exterior, Ferrara Cathedral. Ferrara, Italy.  
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Figure 6. Niccolò and workshop, Façade of the abbey church of San Zeno, c. 1138. Pink and 
white limestone. Verona, Italy.  
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Figure 7. Wiligelmo (and Niccolò?), Modena Cathedral Façade, c. 1110. Modena, Italy. 
 
 
 
 

 
Figure 8. Niccolò and workshop, Architrave border (detail), c. 1122. South portal. Piacenza 
Cathedral. Piacenza, Italy.  
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Figure 9. Niccolò, Detail of corbel table vignettes on the eastern apse, c. 1135. Königslutter 
abbey church. Königslutter, Lower Saxony, Germany.  
 
 
 
 
 
 
 
 
 

 
Figure 10. Niccolò, Detail of lower story, Façade of Verona Cathedral, c. 1139. Pink marble and 
white limestone. Verona, Italy.  
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Figure 11. Donizo, Dedication page, Vita Mathildis, dated 1115. Biblioteca apostolica Vaticana, 
Vatican. Cod. Vat. Lat. 4922, fol. 7v.  
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Figure 12. Donizo, Marquis Boniface, Vita Mathildis, dated 1115. Biblioteca apostolica 
Vaticana, Vatican. Cod. Vat. Lat. 4922, fol. 28v.  



 105 

 
Figure 13. Niccolò and workshop, South porch and portal of Piacenza Cathedral, c. 1122. 
Piacenza, Italy.  
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Figure 14. Niccolò and workshop, North atlante figure, c. 1122. South portal, Piacenza 
Cathedral. Piacenza, Italy.  
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Figure 15. Niccolò and workshop, South atlante figure, c. 1122. South portal, Piacenza 
Cathedral. Piacenza, Italy.  
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Figure 16. Wiligelmo and workshop, North atlante figure, c. 1122. North portal, Piacenza 
Cathedral. Piacenza, Italy.  
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Figure 17. Wiligelmo and workshop, South atlante figure, c. 1122. North portal, Piacenza 
Cathedral. Piacenza, Italy.  
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Figure 18. Wiligelmo and workshop, The Life of Christ: The Adoration of the Magi (detail), c. 
1122. Lintel of north portal, Piacenza Cathedral. Piacenza, Italy.  
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Figure 19. Niccolò and workshop, St. George Slaying the Dragon (above), The Early Life of 
Christ (below), c. 1135. Tympanum of west façade portal, Ferrara Cathedral. Ferrara, Italy.  
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Figure 20. Niccolò and workshop, The Early Life of Christ: The Adoration of the Magi (detail), 
c. 1135. Center of architrave, west central portal, Ferrara Cathedral. Ferrara, Italy.  
 
 
 
 

 
Figure 21. Niccolò and workshop, Annunciation to the Shepherds (left), Madonna and Christ  
Enthroned (center), The Adoration of the Magi (right), c. 1139. White marble with polychromy. 
West façade tympanum, Verona Cathedral. Verona, Italy.  
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Figure 22. Niccolò and workshop, Roland, c. 1139. White stone. North jamb sculpture on west 
façade, Verona Cathedral. Verona, Italy.  
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Figure 23. Niccolò and workshop, Oliver, c. 1139. White stone. South jamb sculpture on west 
façade, Verona Cathedral. Verona, Italy.  
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Figure 24. Wiligelmo and workshop, North porch and portal of Piacenza Cathedral, c. 1122. 
Piacenza, Italy.  
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Figure 25. Wiligelmo and workshop, Barrel vault with John the Evangelist (left), John the 
Baptist (right), and an Agnus Dei (center), c. 1122. North portal, Piacenza Cathedral. Piacenza, 
Italy.  
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Figure 26. Wiligelmo and workshop, The Life of Christ (left to right): Annunciation; Visitation; 
Nativity; Annunciation to the Shepherds; Adoration of the Magi, c. 1122. North portal, Piacenza 
Cathedral. Piacenza, Italy.  
 
 
 

 
Figure 27. Unknown sculptor, North lion support, c. 1896-1902. Central portal, Piacenza 
Cathedral. Piacenza, Italy. Restored under Camillo Guidotti. 
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Figure 28. Unknown sculptor, South lion support, c. 1896-1902. Central portal, Piacenza 
Cathedral. Piacenza, Italy. Restored under Camillo Guidotti.  
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Figure 29. Unknown sculptor, Central porch and portal of Piacenza Cathedral, c. 1896-1902. 
Piacenza, Italy. Restored under Camillo Guidotti.  
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Figure 30. Niccolò and workshop, Barrel vault with Elijah (left) and Enoch (right), c. 1122. 
South portal, Piacenza Cathedral. Piacenza, Italy.  
 
 
 

 
Figure 31. Niccolò and workshop, The Life of Christ (left to right): Circumcision; Flight of the 
Holy Family into Egypt; Baptism of Christ; Three Temptations of Christ, c. 1122. South portal, 
Piacenza Cathedral. Piacenza, Italy. 
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Figure 32. Unknown artist, Chronograph of 354, Vatican, MS Vat. Lat. 9135, fol. 227r. Image 
from Christine Bornstein, Portals and Politics in the Early Italian City-State: The Sculpture of 
Nicolaus in Context (Parma: Università degli Studi di Parma, Instituto di stori, 1988), 39. 
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Figure 33. Unknown artist, Expulsion of the Money Changers from the Temple, 1075-1099. From 
the Gospel Book of Matilda of Canossa. Written and illuminated at the monastery of San 
Benedetto Polirone, Italy. Now located in the Morgan Library Museum, MS M. 492 fol. 84r. 
New York City, New York.  
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Figure 34. Pope Gregory VII, Dictatus Papae (Dictates of the Pope), 1075. Archivio Vaticano, 
Rome, Italy.  
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Figure 35. Unknown artist, Mosaic pavement from the choir of San Savino, c. 1110-1150. Image 
from Charles Nicklies, “Cosmology and the Labors of the Months at Piacenza: The Crypt 
Mosaic at San Savino,” Gesta 34, no. 2 (1995): 116.  
 
 
 
 



 125 

 
Figure 36. Peter of Eboli (?), Henry VI crowned with scepter while his enemy, Tancred, falls 
below the Wheel of Fortune, c. 1195-1197. Full page miniature from the De Rebus Sicilis. 
Stadbibliothek, Bern, Switzerland.  
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Figure 37. Rabanus Maurus (?), Personification of the four elements with Sun, Moon, and 
Zodiacs, c. 1023. Column miniature from Book IX of De Universo. The abbey of Monte 
Cassino. Lazio, Italy.  
 
 
 

 
Figure 38. Unknown artist, The Adoration of the Magi, c. 500-699. Terracotta pilgrim token. 
Found at Beth She’an, Israel. Now located in the Israel Antiquities Authority. Jerusalem, Israel.  



 127 

 
Figure 39. Unknown artist, (left to right): Five Wise Virgins, Agnus Dei, Adoration of the Magi, 
c. 1075. Basilica of Santa Cristina. Bolsena, Italy.  
 
 
 
 

 
Figure 40. Unknown artist, Life of Christ: Adoration of the Magi (detail), c. 1100-1120. Detail of 
west façade portal archivolt, Basilica di Santa Maria in Calvenzano. Milan, Italy.  
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Figure 41. Unknown artist, The Adoration of the Magi, c. 1075-1099. From the Gospel Book of 
Matilda of Canossa. Written and illuminated at the monastery of San Benedetto Polirone, Italy. 
Now located in the Morgan Library Museum, MS M. 492 fol. 20v (detail). New York City, New 
York.  
 
 
 
 

 
Figure 42. Unknown artist, Representation of shoemaker’s guild, c. 1150-1200. Bas-relief 
sculpture on interior nave pillar, Piacenza Cathedral. Piacenza, Italy.  
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Figure 43. Unknown artist, Construction of Piacenza Cathedral (detail), 12th Century (compiled 
in 1142). Codex 65. Manuscript on parchment. Located in the Archivio Capitolare della 
Cattedrale. Piacenza, Italy. 
 
 



 130 

 
Figure 44. Unknown artist, Theodora and Attendants (detail of the Three Magi along Theodora’s 
robes), c. 547. Mosaic on the south wall of apse, San Vitale. Ravenna, Italy.  
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Figure 45. Unknown artist, The Three Kings and Otto IV (far left), c. 1190-1200. Front panel of 
the Shrine of the Magi. Above the Medieval high altar in the choir, Cologne Cathedral. Cologne, 
Germany.  
 
 
 
 
 
 
 
 
 
 
 
 
 



 132 

 
 

 
Figure 46. Niccolò and workshop, Central portal of west façade, Ferrara Cathedral. c. 1135. 
Ferrara, Italy.  
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Figure 47. Niccolò and workshop, North atlante and lion support, c. 1135. From north side of 
west central porch. Now located in narthex of Ferrara Cathedral. Ferrara, Italy.  
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Figure 48. Niccolò and workshop, South atlante and lion support, c. 1135. From south side of 
west central porch. Now located in narthex of Ferrara Cathedral. Ferrara, Italy.  
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Figure 49. Niccolò and workshop, Daniel (left), Gabriel (top), Jeremiah (bottom), c. 1135. North 
jambs of splayed central portal on west façade, Ferrara Cathedral. Ferrara, Italy. Image from 
Christine Bornstein, Portals and Politics in the Early Italian City-State: The Sculpture of 
Nicolaus in Context (Parma: Università degli Studi di Parma, Instituto di stori, 1988), 103.  
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Figure 50. Niccolò and workshop, Virgin Mary (left), Isaiah (top), Ezekiel (bottom), c. 1135. 
South jambs of splayed central portal on west façade, Ferrara Cathedral. Ferrara, Italy. Image 
from Christine Bornstein, Portals and Politics in the Early Italian City-State: The Sculpture of 
Nicolaus in Context (Parma: Università degli Studi di Parma, Instituto di stori, 1988), 103.  
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Figure 51. Niccolò and workshop, south portal on west façade, c. 1135. Ferrara Cathedral. 
Ferrara, Italy. Image from Patrizia Felloni, Ferrara La Cattedrale: Guida alla Cattedrale di 
Ferrara (Ferrara: Edisai Edizioni, 2014), 26.  
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Figure 52. Niccolò and workshop, north portal on west façade, c. 1135. Ferrara Cathedral. 
Ferrara, Italy. Image from Patrizia Felloni, Ferrara La Cattedrale: Guida alla Cattedrale di 
Ferrara (Ferrara: Edisai Edizioni, 2014), 29. 
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Figure 53. Unknown sculptor, Lion Attacking a Horse, 325-300 B.C. Greek. White marble. 
Restored in Rome in 1594. Now located in the Musei Capitolini in Rome, Italy.  
 
 

 
Figure 54. Unknown sculptor, The Martyrdom of St. George, c. 1122. Tympanum of the parish 
church of St. George. Argenta, Italy.  
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Figure 55. Unknown artist, Saints Theodore and George Killing Dragons, 13th century. Fresco. 
Yusuf Koç Kilisesi, Capadoccia, Turkey. Image from Christopher Walter, The Warrior Saints in 
Byzantine Art and Tradition (Burlington, VT: Ashgate Publishing Company, 2003), [18]. 
 



 141 

 
Figure 56. Unknown artist, Saints Theodore and George Killing Serpents, c. 600(?) Mavrucan 3, 
Cappadocia, Turkey. Drawing by Nicole Thierry based on original fresco painting. Image from 
Christopher Walter, The Warrior Saints in Byzantine Art and Tradition (Burlington, VT: Ashgate 
Publishing Company, 2003), [18].  
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Figure 57. St. George and the basilisk, Obverse of coin of Roger of Antioch, c. 1119. Image 
from Gustave Schlumberger, Numismatique de l’Orient Latin, Paris: Société de l’Orient latin, 
1877) 509. 
 
 

 
Figure 58. Unknown sculptor, Equestrian figure, late 11th - early 12th century. Tympanum of 
north portal, west façade. Church of St. Peter, Parthenay-le-Vieux, France. 
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Figure 59. Unknown sculptor, Constantine the Great, 12th century. Second story of blind arcade 
on north portal, west façade. Parish church of St. Peter, Châteauneuf-sur-Charente. Charente, 
France.  
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Figure 60. Benozzo Gozzoli, Procession of the Magi, 1459-1460. Fresco. The Magi Chapel, 
Palazzo Medici-Riccardi. Florence, Italy.  
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Figure 61. Niccolò and workshop, Central portal and porch, c. 1139. Pink marble and white 
limestone. West façade of Verona Cathedral. Verona, Italy.  
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Figure 62. Niccolò and workshop, North griffin support suppressing two oxen, c. 1139. North 
support, central portal. Pink marble and white limestone. West façade of Verona Cathedral. 
Verona, Italy.  
 



 147 

 
Figure 63. Niccolò and workshop, South griffin support suppressing basilisk, c. 1139. South 
porch support, central portal. Pink marble and white limestone. West façade of Verona 
Cathedral. Verona, Italy.  
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Figure 64. Niccolò and workshop, St. John the Evangelist, c. 1139. North spandrel, central porch. 
White limestone. West façade of Verona Cathedral. Verona, Italy. 
 

 
Figure 65. Niccolò and workshop, St. John the Baptist, c. 1139. South spandrel, central porch. 
White limestone. West façade of Verona Cathedral. Verona, Italy.  
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Figure 66. Niccolò and workshop, (left to right): Roland, Malachi, King David, Jeremiah, Isaiah, 
and Daniel, c. 1139. North jamb figures, central portal. White limestone. West façade of Verona 
Cathedral, Verona, Italy. 
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Figure 67. Niccolò and workshop, (left to right): Habakkuk, Haggai, Zechariah, Micah, Joel, and 
Oliver, c. 1139. South jamb figures, central portal. White limestone. West façade of Verona 
Cathedral, Verona, Italy. 
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Figure 68. Eagle with wings spread and Greek monogram, c. 5th century. Seal ring. Found in 
excavations below Sant’Elena, 1965-1969. Verona, Italy. Image from Cinzia Fiorio Tedone, 
“Tombe dipinte altomedievali rinvenute a Verona,” Archaeologia veneta 8, no. 8 (1985): 261.  
 
 
 

 
Figure 69. Unknown artist, Frederick and his Imperial Subjects, c. 1230s. Tower of the basilica 
San Zeno Maggiore. Verona, Italy.  
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Figure 70. Unknown sculptor, Adoration of the Magi (left), Virgin and Child Enthroned (center),  
Joseph seated with book (right), c. 1100-1149. Tympanum, Église de Saint-Alban-du-Rhône. 
Rhône Alps, France.  
 
 
 

 
Figure 71. Unknown sculptor, Adoration of the Magi (left), Virgin Enthroned (center), Joseph 
Receiving Warning from the Angel (?) (right), 1120-1160. North portal tympanum, abbey church 
of Saint-Gilles. Saint-Gilles, France. 
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Figure 72. Niccolò and workshop, Infantry (left), St. Zeno atop the dragon (center), Cavalry 
(right), c. 1138. White stone with polychromy. West façade tympanum, Basilica San Zeno 
Maggiore. Verona, Italy. 
 
 

 
Figure 73. Unknown sculptor, Battle between Roland and Ferragut (?), c. 11th-12th century. 
Column capital, Abbey church of St. Foy. Conques, France. 



 154 

 

 
Figure 74. Guillelmo (?), Battle of Roland and Ferragut, c. 1170. White limestone. Bottom wall 
relief, north side of central portal. West façade, Basilica San Zeno Maggiore. Verona, Italy. 
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Figure 75. Niccolò and workshop, Roland (detail of shield), c. 1139. Outer left jamb figure, 
central portal. White limestone. West façade of Verona Cathedral. Verona, Italy. 
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Figure 76. Boss from the interior vault of the choir, c. 12th century with modern restoration. 
Königslutter Kaiserdom, Lower Saxony, Germany. 
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Figure 77. West façade of Sant’Elena (originally known as San Giorgio), c. 1140. White 
limestone and brick. Verona, Italy. 
 
 


