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Abstract 

The Carmelite friars were the last of the major mendicant orders to be 

established in Italy. Originally an eremitical order, they arrived from the Holy 

Land in the 1240s, decades after other mendicant orders, such as the Franciscans 

and Dominicans, had constructed churches and cultivated patrons in the 

burgeoning urban centers of central Italy. In a religious market already saturated 

with friars, the Carmelites distinguished themselves by promoting their Holy 

Land provenance, eremitical values, and by developing an institutional history 

claiming to be descendants of the Old Testament prophet Elijah. By the end of 

the 13th century the order had constructed thriving churches and convents and 

leveraged itself into a prominent position in the religious community. My 

dissertation analyzes these early Carmelite churches and convents, as well as the 

friars’ interactions with patrons, civic governments, and the urban space they 

occupied. Through three primary case studies – the churches and convents of 

Pisa, Siena and Florence – I examine the Carmelites’ approach to art, architecture, 

and urban space as the order transformed its mission from one of solitary prayer 

to one of active ministry. 

My central questions are these: To what degree did the Carmelites’ Holy 

Land provenance inform the art and architecture they created for their central 

Italian churches? And to what degree was their visual culture instead a reflection 

of the mendicant norms of the time? I have sought to analyze the Carmelites at 

the institutional level, to determine how the order viewed itself and how it 

wanted its legacy to develop. I then seek to determine how and if the 
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institutional model was utilized in the artistic and architectural production of the 

individual convents. The understanding of Carmelite art as a promotional tool 

for the identity of the order is not a new one, however my work is the first to 

consider deeply the order’s architectural aspirations. I also consider the order’s 

relationships with its de facto founding saint, the prophet Elijah, and its patron, 

the Virgin Mary, in a more comprehensive manner that situates the resultant 

visual culture into the contemporary theological and historical contexts.  
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Part I 

I. Introduction and Literature Review 

1. Introduction 

“Neither as an Order, nor individually, are the Carmelites 
interesting or important in their relation to art.” 

Anna Jameson, Legends of the Monastic Orders as represented in the Fine Arts, 18671 
 

 The Carmelites were late. They arrived in Italy in the mid-13th century, 

decades after other mendicant orders, such as the Franciscans and Dominicans, 

had begun to construct churches and cultivate patrons in the burgeoning urban 

centers. The Carmelites also were not intended to be mendicants. Founded as an 

eremitical order on Mount Carmel, they were accustomed to lives of solitary 

prayer and contemplation. The mendicant reality of combatting heresy and 

ministering to the urban laity was far removed from the idyllic rural hermitage. 

And yet they became friars.  

 With this transition came the necessity of emulating mendicant visual 

culture. The advent of the friars had brought about radical changes in the types 

of churches that were being constructed and in the use of urban space in 

ministry, and the Carmelites were compelled to play catch-up with the more 

established orders. They needed land on which to build churches and conventual 

complexes, they needed patrons to fund them, and then fill them with tombs and 

artworks. Though they were successful in this, the Carmelites never achieved the 

size or the prominence of the Franciscan and Dominican orders, nor did they 

                                                
1 Anna Jameson, Legends of the Monastic Orders as represented in the Fine Arts (London: Longmans, 
Green, and Co., 1867): 411. 
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amass the same volume of prestigious works of art. But this does not preclude 

them from being “interesting or important.” 

Though the Carmelites became rapidly entrenched in the urban 

mendicant lifestyle, their eremitic origins deeply informed both their legislation 

and their visual culture. By the end of the thirteenth century the order’s 

constitutions asserted that it had been founded on Mount Carmel, in the days of 

the prophets Elijah and Elisha in the Old Testament. Though an invented 

tradition, this assertion set the Carmelites apart from the other friars. While 

Franciscans and Dominicans proclaimed to be leading the “apostolic life,” in the 

manner of Christ and the apostles in the New Testament, Carmelites had a direct 

lineage to the Old Testament. Their link to Mount Carmel was also significant in 

a period in which a premium was placed on proximity to sanctity, a premium 

that spurred the creation of replicas of Holy Land sites in the west.2 This identity 

rooted in authenticity and antiquity was promulgated not only through 

institutional documents, but also through the order’s art and architecture. 

This dissertation will discuss the Carmelites’ activity in Central Italy in the 

13th and 14th centuries, with an emphasis on three cities – Pisa, Siena, and 

Florence. I use the broader term “Central Italy” instead of “Tuscany” to 

encompass the settlements that, at least at one time or another, comprised the 

Provincia Toscana (which at times included non-Tuscan cities such as Rome and 

Viterbo).3 (Fig. 1) 

                                                
2 Richard Krautheimer, “Introduction to an Iconography of Medieval Architecture,” in Journal of 
the Warburg and Courtauld Institutes 5 (1942). 
3 Though the three cities on which I concentrate are firmly Tuscan, the province, especially in its 
early years, included convents from cities outside the region, such as Rome. Further, convents 
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 Tuscany was an important location for all of the mendicant orders, and 

provides an extraordinarily rich context for the analysis of the Carmelites’ 

building and artistic activities. Assisi, the birthplace of St. Francis and his order 

was relatively nearby, though in modern-day Umbria, and Tuscany hosted large 

and powerful Franciscan churches from an early date. Though the Dominicans 

were headquartered in Bologna, their Tuscan churches were also prestigious and 

prominent. San Domenico in Siena was, in the 14th century, affiliated with the 

popular mystic Catherine whose cult propelled her to sainthood. Tuscany was 

also significant for the “other friars,” as Frances Andrews deemed them.4 The 

Servite order had been founded in Florence in 1233 by a group of seven cloth 

merchants and approved the following decade by the bishop of Florence. The 

Augustinian order was officially formed in 1256 when Pope Alexander IV united 

several disparate groups, which had primarily existed in small clusters 

throughout Tuscany since the late 12th and early 13th centuries, into a single order 

of hermit friars following the Augustinian Rule.5 Within the region each of these 

orders built imposing churches and convents, gained dedicated lay patrons, and 

had local members and/or affiliates become saints and beati. 

                                                
such as Siena and Arezzo, though Tuscan, were temporarily transferred to the Provincia Romana, 
upon its foundation in 1333.  
4 Frances Andrews, The Other Friars: The Carmelite, Augustinian, Sack and Pied Friars in the Middle 
Ages (Woodbridge: The Boydell Press, 2006). Though they figure minimally in this dissertation, 
other mendicant orders discussed in Andrews’ book, such as the Pied Friars and the Friars of the 
Sack also resided in Tuscany. Andrews did not include the Servites in her book as they did not 
live strictly by begging. Andrews, The Other Friars, 4. 
5 The precise foundation date of the Augustinian order is thus prone to questioning. Does the 
foundation date only to 1256, when Alexander IV formally unified the groups? Or does the 
foundation instead date to the 12th-century foundation of the Tuscan hermits, thus rendering the 
Augustinians older than the Franciscans, Dominicans, Servites, and possibly Carmelites?  
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 Scholarship on the mendicant orders has overwhelmingly focused on the 

Franciscans and Dominicans. These orders were larger, and more integrated into 

the ecclesiastical hierarchy. Their founders, Francis and Dominic, were distinct 

personalities immortalized in hagiographies and images. The Servites, 

Augustinians, and Carmelites have been given less attention. I have attempted 

whenever possible to consider the Carmelites within the full mendicant context, 

comparing their churches, artwork, and saints to examples from all other 

mendicant orders, and occasionally other monastic and eremitical orders. The 

Franciscans and Dominicans still dominate, by virtue of existing information and 

scholarship, but this approach has allowed me to expand the existing picture. 

 Tuscany is also rich ground for Carmelite-specific studies. A reasonable 

number of works of art from the province dating from the 13th, 14th, and 15th 

centuries survive. This record, though far from complete, offers some idea of the 

art produced by the Carmelites in this period, more than other provinces. 

Significantly, a number of these works can be interpreted as directly related to 

the Carmelites’ emphasis of their origins on Mount Carmel. These churches 

contained Byzantine and Byzantine-style icons of the Virgin, providing a tangible 

link between the Italian churches and the east. Most notably, Pietro Lorenzetti’s 

altarpiece for the Siena Carmine both narrated the history of the order and 

offered a visual argument for the prophet Elijah as founder of the order by 

dressing him in the Carmelite habit. Tuscan ties to the eremitic nature of the 

order were most strongly demonstrated by the foundation of Santa Maria delle 

Selve, a rural convent outside of Florence in the 1340s. With this convent, more 

conducive to isolated contemplation than its urban counterparts, eventually 
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emerged the first inklings of the Carmelite reform movement, beginning in the 

fourteenth century, which sought a return to the original nature of the order. 

The central questions of this thesis are: to what degree did the Carmelites’ 

origins in the Holy Land inform the art and architecture they created for their 

central Italian churches? And to what degree was their visual culture a reflection 

instead of mendicant norms of the late Middle Ages? I analyze the Carmelites at 

the institutional level, to determine how the order viewed itself and how it 

framed its future. I then seek to determine how and if the institutional model was 

utilized in the artistic and architectural production of the individual convents. 

The understanding of Carmelite art as a promotional tool for the identity of the 

order is not a new one, however my work is the first to consider deeply the 

order’s architectural aspirations.6 I also consider the order’s relationships with its 

de facto founding saint, the prophet Elijah, and its patron, the Virgin Mary, in a 

more comprehensive manner that situates the resultant visual culture into the 

contemporary theological and historical contexts. 

Following a discussion of the literature on the Carmelite order and 

mendicant art and architecture in Italy, I begin this study with a brief history of 

the Carmelites, from their foundation on Mount Carmel in the 12th century to 

their establishment in the west and their transition from hermits to mendicants. 

The next chapter analyzes Carmelite legislative approaches to art and 

architecture. I begin this analysis with a description of the order’s original site on 

Mount Carmel and a discussion of how the site conforms to the vague 
                                                
6 This idea has been most strongly communicated in studies on Carmelite painting. See, for 
example, Joanna Cannon, “Pietro Lorenzetti and the History of the Carmelite Order,” in Journal of 
the Warburg and Courtauld Institutes 50 (1987). 
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prescriptions for early eremitic living in the order’s first rule, known as the Rule 

of Albert, and the subsequent modifications. I note how Carmelite documents 

contain few specific rules for church construction, yet devote attention to 

sleeping arrangements (insisting upon separate cells rather than communal 

dormitories). I then consider the mitigation of the Carmelite rule under 

Dominicans guidance in the 1240s. I argue that subsequent Carmelite church 

architecture was constructed under the umbrella of Dominican architectural 

legislation. The chapter continues with an analysis of the 1270 Ignea Sagitta, a text 

written by Carmelite prior general Nicholas of Narbonne, a cri de coeur for the 

pure, eremitic origins of the order in which he bemoans the movement of the 

order to the city, where the brothers could not properly live isolated, 

contemplative lives. The chapter ends with a discussion of the Carmelite 

settlement at Le Selve, near Florence, consecrated in the 1340s. I contrast its rural 

setting with the urban contexts of the other sites in the province, connecting it to 

the order’s origins and to later reform movements, such as the Congregation of 

Mantua and eventually the Discalced Carmelites.  

I then turn to my three primary case studies for the Provincia Toscana, Pisa, 

Siena, and Florence, the first and largest convents in the province. (Fig. 1) I 

outline the foundations of each convent and consider their locations in the urban 

context of each city. For each convent I provide a brief constructional history 

based on physical evidence and archival research, as well as secondary sources, 

and note relationships with important patrons. I also describe documented and 

surviving examples of medieval decoration. Through analysis of these Tuscan 
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churches I demonstrate that the Carmelites adopted the building styles and 

techniques utilized by the local mendicants.  

In the next chapter I provide a synthetic overview of Carmelite artistic 

patrimony. As in my consideration of Carmelite architecture, I analyze the ways 

in which works of art in some cases served to channel the order’s ancient and 

eastern past, while in others were indicative of mendicant norms. The most 

significant of these works is Pietro Lorenzetti’s 1329 Pala del Carmine, completed 

for San Niccolò del Carmine in Siena. This painting makes a powerful argument 

for the prestige and antiquity of the order through narration of its history in the 

predella and through depictions of the Elijah and Elisha as Carmelites, dressed in 

habits of the order. Key to this chapter is a consideration of the order’s growing 

canon of saints, who featured increasingly in paintings, chapel dedications, and 

liturgical celebrations. Though I include paintings from outside the Provincia 

Toscana, the Tuscan convents produced the greatest surviving critical mass of art 

that demonstrates the order’s commitment to its institutional history and to its 

contemporary reputation and patrons.7 

In the following chapter I discuss the representation of the Prophet Elijah 

in Carmelite art. I examine how Carmelites in the 13th and (to a greater extent) 

14th centuries invented the tradition of Elijah as their founder and embedded him 

in their institutional memory. A major aspect of this was the incorporation of 

Elijah (in Carmelite habit) into works such as altarpieces by Pietro Lorenzetti and 

                                                
7 I have focused my study on the 13th and 14th centuries, though I draw occasional examples from 
the 15th. I have, however, avoided deep discussion of the two artists most associated with the 
Carmelites in the quattrocento, Masaccio and Filippo Lippi, as their works have been the subjects 
of substantial recent works. 
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Andrea di Bonaiuto. I argue that the Carmelites’ adoption of Elijah as founder is 

in many ways similar to the Augustinians’ of St. Augustine. I also consider the 

Carmelites’ claim to Elijah in light of rival mendicant orders’ incorporation and 

adaptation of him in their founders’ hagiographies and iconographies. As Elijah 

had long been seen as the “ideal monk,” Franciscans and Dominicans had 

adapted events from his life for the vitae of Francis and Dominic. Looking at 

three tropes: the dream vision, the trial by fire, and the ascension, I propose that 

representations of and references to Elijah were tools by which the mendicants 

made a case for their legitimacy. 

In the final chapter I discuss the origins of the Carmelites’ devotion to the 

Virgin Mary and the reflection of that devotion in images in their churches. I 

situate those images within the contemporaneous context of Marian painting. I 

also consider how possession of and devotion to those images may have 

distinguished the Carmelites from fellow mendicants. The focus here is on 

painted panels emulating Byzantine style and/or believed to have been painted 

in the East by St. Luke, located in the Carmelite churches in Siena, Florence, 

Rome, Le Selve, and Naples. I propose that the Eastern appearance of these 

works (and their antiquated appearance by the 14th century) contributed to the 

promotion of a Carmelite identity as an ancient order from a prestigious location. 

The appendix consists of a brief, preliminary catalogue of the churches of 

the province and those closely related to it. The catalogue includes dates of 

foundation, construction, as well as key works of art and bibliography.  

The choice to consider both art and architecture complicated this project, 

necessitating the consultation of bibliographies as diverse as architectural 
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legislation and Byzantine icons. This has been a necessary complication in order 

to provide the fullest possible picture of visual culture as a manifestation of 

Carmelite identity. The Carmelites adopted mendicant architectural practice, 

building, like the other friars, large churches that were vehicles for the artworks 

that presented order-specific narratives and meanings. In the Carmelite case, this 

art would advance their institutional identity as ancient hermits from the Holy 

Land. This art, coupled with the order’s use of the liturgy of the Church of the 

Holy Sepulchre, produced a space diverse from, yet situated in, the existing 

spatial practice of the Italian mendicants.8 

2. Literature Review  

Though Anna Jameson’s pessimistic view of Carmelite artistic production 

has rarely been explicitly echoed by scholars, it is undeniable that the order 

cannot escape the shadow of the other mendicant orders, more important in 

terms of size, political and theological influence, and artistic legacy.9 A 

historiographical discussion of the visual culture of the Carmelite order is a dual 

one. Carmelite art and architecture in Italy must be seen as deeply rooted in the 

order’s continuously developing narrative on its origins and identity, as well as 

inextricably bound to that of the other mendicant orders, primarily the 

Franciscans and the Dominicans. 

                                                
8 For this concept, see Henri Lefebvre’s The Production of Space, (Malden, MA: Blackwell 
Publishing, 2005). 
9 The Carmelites who have received greatest theological prominence, St. Teresa of Avila and John 
of the Cross, are members of the Discalced branch of the Carmelite order – scalzi in Italian – 
founded by Teresa in the 16th century. My research focused on the Calced Carmelites – the calzati. 
Research on the early history of the order has been conducted by members of both branches of 
the order. 
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 Much modern Carmelite scholarship has been produced by members of 

the order, beginning in the late-19th and early-20th centuries. This output of 

Carmelite scholarship roughly coincided with a general new interest in the 

history and artistic patronage of the mendicant orders, best exemplified by Henri 

Thode’s Franz von Assisi und die Anfänge der Kunst der Renaissance in Italien. The 

legend that the Carmelites had been founded by the Old Testament prophet 

Elijah and maintained a consistent presence on Mount Carmel persisted, though 

often called into question, until the 19th century. Early scholars, such as Gabriel 

Wessels, Benedict Zimmerman, and Bartolomé Xiberta, devoted great effort to 

publishing extant documents from the order’s medieval years, as well as 

establishing a history of the order not rooted in the legendary Elian provenance.10 

 The 20th century in Carmelite studies brought about continued efforts in 

the publication of transcriptions and translations of early documents by friar 

scholars such as Ludovico Saggi and Adrian Staring. Emanuele Boaga’s work on 

the early historiography of the order, as well as its Marian devotion, is also of 

immense importance.11 Joachim Smet, in the 1970s, began the work of writing the 

first modern history of the order, eventually published in three volumes. Carlo 

                                                
10 Bartolomé Xiberta, “Elias et religio christiana in Monte Carmelo,” AOC 7 (1931-32) and De 
scriptoribus scholasticis saeculus XIV ex ordine Carmelitarum (Louvain, 1931), Benedict Zimmerman, 
ed., Monumenta Historica Carmelitana (Lérins, 1907), Gabriel Wessels, Acta Capitulorum Generalium 
Ordinis Fratrum B.V. Mariae del Monte Carmelo. I Ab anno 1316 usque ad annum 1593 (Rome: 1912). 
11 For example, Ludovico Saggi, O.Carm., “Constitutiones Capituli Londinensis Anni 1281,” in 
Analecta Ordinis Carmelitarum XV (1950), Adrian Staring, O.Carm., Medieval Carmelite Heritage: 
Early Reflections on the Nature of the Order (Rome: Institutum Carmelitanum, 1989),. Emanuele 
Boaga, “La storiografia carmelitana nei secoli XII e XIV,” in The Land of Carmel: Essays in Honor of 
Joachim Smet, O.Carm., ed. Paul Chandler, O.Carm., and Keith J. Egan (Rome: Institutum 
Carmelitanum, 1991), and “Santa Maria dei Carmelitani: Note di iconografia,” in Confraternite, 
Chiese e Societa: aspetti e problemi dell'associazionismo laicale europeo in eta moderna e 
contemporanea, ed. Liana Bertoldi Lenoci (Fasano: Schena Editore, 1994). 
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Cicconnetti completed a substantial study of the Carmelite Rule.12 James Boyce 

made significant inquiries into the order’s development and practice of liturgy, 

particularly its ties to the Church of the Holy Sepulchre.13 

 More recently the order has attracted the attention of scholars not 

affiliated with it. Andrew Jotischky’s The Carmelites and Antiquity offers a critical 

exploration of the early history of the order, along with the legacies of the 

versions of the early history that colored Carmelite understanding and 

presentation of their identity for centuries.14 I am deeply indebted to Jotischky’s 

work and draw upon it frequently throughout this dissertation. Frances 

Andrews published a succinct early history of the Carmelites, focusing 

particularly on their activities in Europe in the 13th century, especially around the 

time of the Second Council of Lyon (1274). Entitled The Other Friars, the book 

profiles the Carmelites, along with the Augustinians, and the defunct Pied Friars 

and the Friars of the Sack, seeking to draw attention to the orders in the shadow 

of the Franciscans and Dominicans.15 

Studies of Carmelite architecture remain few. Outside of Italy they often 

require extensive archaeological excavations of demolished churches and 

convents. The 13th-century complex on Mount Carmel, which the Carmelites left 

following the fall of Acre in 1291 and returned to only in 1631, was excavated 

                                                
12 Joachim Smet, The Carmelites: A History of the Brothers of Our Lady of Mount Carmel, ca. 1200AD 
until the Council of Trent (Private Printing, 1975), Carlo Cicconnetti, La Regola del Carmelo: Origine, 
Natura, Significato (Rome: Institutum Carmelitanum, 1973). 
13 Most importantly, James Boyce, O.Carm., Praising God in Carmel: Studies in Carmelite Liturgy 
(Washington, D.C.: The Carmelite Institute, 1999). 
14 Andrew Jotischky, The Carmelites and Antiquity (Oxford: Oxford University Press, 2002). 
15 Andrews, The Other Friars. 
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first by the Franciscan Bellarmino Bagatti, and later by Eugenia Nitowski.16 Elias 

Friedman’s work remains the best analysis of these excavations.17  

Regional studies of Carmelite settlements include Keith Egan’s work on 

the English convents, making use of archaeological evidence when possible, and 

Jill Webster’s on those in Spain.18 Panayota Volti’s work on the mendicants in 

France is important because the Carmelites are analyzed in the context of the 

other orders, and because she gives consideration to their conventual complexes 

and urban settings.19 

There has been no comprehensive study of the Carmelites in Italy. 

Emanuele Boaga began compiling information on the Italian convents but was 

not able to complete this work prior to his death in 2013. The convents of the 

Provincia Toscana have not been studied together, apart from Andrea Sabatini’s 

brief history of the province.20 The medieval histories of individual convents 

have been studied by scholars such as Paolo Caioli in Pisa and Patrick McMahon 

in Florence, and the architectural histories have been the focus of Prisca 

Giovannini and Sergio Vitolo, as well as several Italian tesi di laurea.21 These 

                                                
16 Bellarmino Bagatti, OFM, “Relation de excavationibus archeologicis in Monte Carmelo,” in 
AOCD 3, 6, 7.,  
17 Elias Friedman, OCD, The Latin Hermits of Mount Carmel (Rome: Institutum Historicum 
Teresianim, 1979). 
18 Keith Egan, “Medieval Carmelite Houses, England and Wales,” in Carmelus 16 (1969), and Jill 
R. Webster, Carmel in Medieval Catalonia (Leiden: Brill, 1999). 
19 Panayota Volti, Les Couvents des ordres mendiants et leur environnement à la fin du Moyen Âge: le 
nord de la France et les anciens Pays-Bas méridionaux (Paris, 2003). 
20 Andrea Sabatini, “Origini e antichità della provincia Toscana dei Carmelitani,” (Analecta 
Ordinis Carmelitarum 14, 1949). 
21 Paolo Caioli, O.Carm., “Il ‘Carmino’ di Pisa,” in Carmelus 3 (1956), Patrick McMahon, O.Carm., 
“Servant of Two Masters: The Carmelites of Florence, 1267-1400” (Ph.D. diss., New York 
University, 1994), Flavia Zoccatelli, “Il Carmine di Firenze nella Seconda Metà del Quattrocento,” 
(Tesi di Laurea, Università degli Studi di Firenze, 1979), Michele Borsacchi and Marco Felicioli, 
“Chiesa di S. Maria del Carmine in Pisa” (Tesi di laura, Università degli Studi di Firenze, 1991), 
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scholars have made excellent, painstaking interrogations of archival sources, as 

well as the buildings themselves, yet there has been no broader consideration of 

Carmelite building practices. Saverio Sturm has published several studies 

looking broadly at the architecture of the Discalced Carmelites in the Baroque 

period, of which more survives.22 

Although Carmelite painting has received great scholarly attention, the 

order’s sculptural contributions were minimal. The churches and convents of the 

Provincia Toscana are home to the best-known examples of Carmelite painting – 

even Anna Jameson considered Masaccio’s and Masolino’s work in the Brancacci 

Chapel in Florence “interesting or important” enough to warrant a brief 

discussion. Joanna Cannon’s 1987 article on Pietro Lorenzetti’s altarpiece for the 

Siena Carmine offers an important analysis of the use of iconography as an 

argument for the Carmelites’ case for their legendary origins.23 Other studies, 

such as Christa Gardner von Teuffel’s examination of Masaccio’s altarpiece for 

the Pisa Carmine and two articles by Machtelt Israëls on Sassetta’s painting for 

the Carmine-affiliated Arte della Lana in Siena, explore the order’s relationship 

with individual and group patrons.24 The bibliography of the Brancacci Chapel is 

                                                
and Sara Recupero, “I Carmelitani a Siena: Note Storico,” in Istituto Storico Diocesano: Annuario 
2002-2003 (2003). 
22 Saverio Sturm, L’architettura dei Carmelitani Scalzi in età barocca: Principii, norme e tipologie in 
Europa e nel Nuovo Mondo (Rome: Gangemi Editore, 2002), L’Eremo di Montevirginio e la tipologia del 
Santo Deserto: L’architettura dei Carmelitani Scalzi in età barocca (Rome: Gangemi Editore, 2002), and 
L’architettura dei Carmelitani Scalzi in età barocca: La “Provincia Romana,” Lazio, Umbria e Marche 
(1597-1705 (Rome, Gangemi Editore, 2002). 
23 Cannon, “Pietro Lorenzetti” 
24 Christa Gardner von Teuffel, “Masaccio and the Pisa Altarpiece: A New Approach,” in Jahrbuch 
der Berliner Museen 19 (1977), Machtelt Israëls, Sassetta’s Arte della Lana Altar-Piece and the Cult 
of Corpus Domini in Siena,” in Burlington Magazine 143 (2001), and “Altars on the street: the wool 
guild, the Carmelites and the feast of Corpus Domini in Siena (1356-1456),” in Renaissance Studies 
20 (2006). 
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too extensive to list, though it is important to note the recent work of Nicholas 

Eckstein, who considers the broader urban context of the Florence Carmine and 

the Brancacci Chapel decoration.25 A compelling figure in the tradition of 

Carmelite art is the Florentine painter Fra Filippo Lippo, perhaps best known for 

the scandalous act of leaving the convent and beginning a relationship with 

Lucrezia Buti, and sat as a model for the painter – a relationship resulting in their 

son, painter Filippino Lippi. A major figure in the narrative of Quattrocento 

painting, Filippo was the subject of an excellent book by Megan Holmes that 

considers his background as a Carmelite friar and its impact on his work, as well 

as provides thorough contextual information for the Florence Carmine in the 15th 

century.26  

Yet, with the exception of Pietro Lorenzetti, these artists fall outside of the 

time period in which I situate this dissertation. The earliest known church 

decorations are Byzantine and Byzantinizing icons of the Virgin Mary. These 

icons are frequently mentioned, yet have not been the subject of focused study, 

with the possible exception of a broad article on the Carmelites and Marian 

iconography by Emanuele Boaga.27 As I will demonstrate, these icons are an 

important link between the Carmelites’ Eastern past and new Western 

settlements, and can provide insight on the early spirituality of the order and its 

uniqueness in the context of other medieval mendicant orders. 

                                                
25 Nicholas Eckstein, Painted Glories: the Brancacci Chapel in Renaissance Florence (New Haven and 
London: Yale University Press, 2014), and The District of the Green Dragon: neighborhood life and 
social change in Renaissance Florence (Florence: Olschki, 1995). 
26 Megan Holmes, Fra Filippo Lippi: Carmelite Painter (New Haven and London: Yale University 
Press, 1999). 
27 Boaga, “Santa Maria dei Carmelitani.” 
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Carmelite churches and convents were often established decades after 

those of rival orders in the same cities, and consequently were generally smaller. 

The order also had to insert itself into urban environments already crowded with 

prominent institutions.  It had to complete for the patronage of the laity and the 

commune, creating an attractive space for worhship, decoration, and burial. In 

this thesis I consider the order’s art and architecture in Italy as a product of both 

its eremitical origins and of the cities in which it settled and the other religious 

orders in those cities.  

The Carmelites’ lingering eremitical identity was bound to its earliest rule, 

mitigated in the 1240s, as their transition to mendicancy progressed, with the 

assistance of two Dominican friars. Thus their practices can fruitfully be 

considered against not only those of the mendicants, but also of other monastic 

and eremitical orders such as the Carthusians, Camaldosians, and Cistercians. 

The comparison of Cistercian and mendicant architecture is nothing new, nor is 

the question of what, exactly, comprises “mendicant architecture.” 

The study of mendicant architecture might be said to have begun with 

Henry Thode, who proposed a connection between the new spirituality practiced 

and promulgated by St. Francis and the new types of visual culture that emerged 

with the mendicants. Not only were artists expressing a new interest in 

conveying nature and humanity, but the buildings that the mendicants 

constructed also opened new avenues for lay patronage.28  

                                                
28 Henry Thode, Francesco d’Assisi e le origini dell’arte del rinascimento in Italia, ed. Luciano Bellosi, 
trans. R. Zeni (Rome: Donzelli editore, 1993). Originally published as Franz von Assisi und die 
Anfänge der Kunst der Renaisance in Italien (Berlin: G. Grote, 1885).  
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Mendicant architecture varies widely due to regional and site-specific 

preferences in style and available building materials. Historically, scholars 

treated these buildings empirically, offering formalistic taxonomies of church 

plans and stylistic features. Scholars such as Wolfgang Krönig, Renate Wagner-

Rieger, Herbert Dellwing and Wolfgang Schenkluhn give no consideration to 

conventual complexes or the urban setting of buildings.29 Further, these studies 

treat the mendicant churches as static spaces, as if they had appeared 

miraculously fully formed on the city streets. 

The adage “it takes a village” can readily be applied to the construction of 

mendicant complexes, demonstrated in the recent work of Caroline Bruzelius. 

She positions mendicant architecture as a constant and complex series of 

negotiations between friars, the laity, other religious institutions, and civic 

authorities. Construction was a process, intrinsically tied to the acquisition of 

land and monetary contributions. As the friars lobbied for these, the process of 

construction could endure for decades, even centuries.30 As such, the study of 

economics as related to the mendicants has been an important and fruitful field 

of study. In addition to Bruzelius’ work on the friars’ economic ties to patrons 

and the Inquisition, other excellent studies have been completed by scholars such 

as M-H Vicaire, Sylvain Piron, and Joanna Cannon.31 

                                                
29 Herbert Dellwing, Studien zur Baukunst der Bettelorden im Veneto: Die Gotik der monumentalen 
Gewölbenbasiliken (Munich, 1970), and Die Kirchenbaukunst des späten Mittelalters im Venetien 
(Worms, 1990), Wolfgang Schenkluhn, Ordines Studentes: Aspekte zue Kirchenarchitektur der 
Dominikaner und Franziskaner im 13. Jahrhundert (Berlin, 1985) and Architektur der Bettelorden: Die 
Baukunst der Dominikamer und Franziskaner in Europa (Darmstadt, 2000). 
30 Caroline Bruzelius, Preaching, Building, and Burying. See also Bruzelius, “The Architecture of the 
Mendicant Orders in the Middle Ages: an Overview of Recent Literature,” in Perspective 2 (2012). 
31 M.-H. Vicaire, “Le financement des Jacobins de Toulouse. Conditions spirituelles et sociales des 
construcionts (1229-ca. 1340),” in La Naissance et l’essor du gothique méridional au XIII siècle 
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Yet in contrast to the economic realities of the friars, a if not the, defining 

quality of the mendicant orders was their firm commitment to poverty. The 

notion of apostolic poverty, especially as envisioned by Francis of Assisi, stands 

in sharp contrast to the large buildings the friars erected. In response to internal 

and external criticism, the Franciscans and Dominicans drafted legislation to 

regulate building height and decoration. This legislation has proven to be a 

fruitful field of inquiry for scholars, notably by Gilles Meersseman, and later by 

Richard Sundt.32 As I will describe, poverty was less central to the identity of the 

Carmelites, but as a mendicant order, it adopted the models established by the 

Franciscans and Dominicans.  

Commitment to poverty was also ignored in the decoration of buildings. 

Though scholarship on Franciscan painting was long fixated on the “Giotto, non-

Giotto” question at Assisi, exemplary work has been done on the relationships of 

friars with their patrons, as in Donal Cooper and Janet Robson’s recent study of 

Assisi, and Louise Bourdua’s work on the Franciscans in the Veneto.33 Studies of 

spatial practice in the mendicant churches have been largely centered on the 

study of choir screens, or tramezzi, and the issues of aesthetics and accessibility 
                                                
(Fanjeaux, 1973), Joanna Cannon, “Sources for the Study of the Rome of Art and Architecture 
within the Economy of the Mendicant Convents of Central Italy: A Preliminary Survey,” in 
L’economia dei conventi dei Frati Minori e predicatori fino alla metà del Trecento: atti del XXXI convegno 
internazionale; Assisi, 9-11 ottobre 2004 (Spoleto: Fondazione Centro italiano di studi sull’Alto 
Medioevo, 2004), Sylvain Piron, “Un Couvent sous influence: Santa Croce autour de 1300,” in 
Économie et religion: L’Expérience des ordres mendiants (XIIIè-XVè), ed. Nicole Bériou and Jacques 
Chiffoleau (Lyon: Presses universitaires de Lyon, 2009). 
32 Giles Meersseman, “L’architecture Dominicaine au XIII siècle. Législation et pratique,” in 
Archvium Fratrum Praedicatorium 16 (1946), and Richard Sundt, “Mediocres domos et humilis 
habeant fratres nostri: Dominican Legislation on Architecture and Architectural Decoration in the 
13th Century,” in Journal of the Society of Architectural Historians 46 (1987). 
33 Richard Offner, “Giotto, non-Giotto,” in The Burlington Magazine 74 (1939), Donal Cooper and 
Janet Robson, The Making of Assisi: the Pope, the Franciscans, and the Painting of the Basilica (New 
Haven: Yale University Press, 2013), and Louise Bourdua, The Franciscans and Art Patronage in Late 
Medieval Italy (Cambridge: Cambridge University Press, 2004). 
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that their presence raised, beginning with Marcia Hall’s pioneering work on the 

tramezzo at Santa Croce in Florence and continuing more recently with the work 

of Donal Cooper and Michele Bacci.34 Joanna Cannon’s work on the Dominicans 

of Central Italy is admirable for its breadth in analyzing the multitude of types of 

art (from icons to crucifixes to frescoes to tombs) that filled the churches and 

convents.35 

The analysis of mendicant art and architecture on a regional level is 

instructive in identifying local patterns, as in the work of Herbert Dellwing and 

Erik Gustafson.36 There have also been excellent recent monographs of mendicant 

churches, such as Andrea De Marchi and Giacomo Piraz’s studies of Santa Croce, 

which take into account the various phases of construction.37 Both are valuable 

and necessary approaches. Yet in this study, by focusing on the Provincia Toscana, 

I am able to consider individual convents and their artistic patrimony while 

avoiding a myopic view that would preclude a more nuanced understanding of 
                                                
34 Marcia Hall, “The Tramezzo in Santa Croce, Florence, Reconstructed,” in The Art Bulletin, 56, 3 
(1974), “The Ponte in Santa Maria Novella: The Problem of the Rood Screen in Italy,” in Journal of 
the Warburg and Courtauld Institutes, XXXVII (1974), and “The Tramezzo in the Italian 
Renaissance, Revisited,” in Thresholds of the Sacred: Architectural, Art Historical, Liturgical, and 
Theological Perspectives on Religious Screens, East and West, ed. Sharon Gerstel (Washington, D.C.: 
Dumbarton Oaks, 2006), Donal Cooper, “Franciscan Choir Enclosures and the Function of 
Double-Sided Altarpieces in Pre-Tridentine Umbria,” in Journal of the Warburg and Courtauld 
Institutes 64 (2001), Michele Bacci, Pro remedio animae: immagini sacre e pratiche devozionali in Italia 
centrale (secoli XIII-XIV) (Pisa: GISEM, 2000), and Lo spazio dell’anima: vita di una chiesa medievale 
(Rome: GLF edizioni Laterza, 2005). 
35 Joanna Cannon, Religious Poverty, Visual Riches: Art in the Dominican Churches of Central Italy in 
the Thirteenth and Fourteenth Centuries (New Haven: Yale University Press, 2013). Cannon 
considers churches in the so-called Dominican Provincia Romana, which in 1343 consisted of 
Florence, Siena, Pisa, Orvieto, Perugia, Lucca, Pistoia, Rieti, Città di Castello, Foligno, Tivoli, 
Bevagna, San Minato, Priverno, Santa Sabina in Rome, Santa Maria Sopra Minerva in Rome, 
Viterbo, Arezzo, Todi, Anagni, Spoleto, Narni, Prato, Gubbio, Cortona, Sarzana, Terracina, and 
San Gimignano. 
36 Dellwing, Studien zur Baukunst der Bettelorden and Die Kirchenbaukunst, and Erik Gustafson, 
“Tradition and Renewal in the Thirteenth-Century Franciscan Architecture of Tuscany” (Ph.D. 
diss., New York University, 2012). 
37 Andrea De Marchi and Giacomo Piraz, ed., Santa Croce: oltre le apparenze (Quaderni di Santa 
Croce, 4) (Pistoia: Gli ori, 2011). 
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the “interesting or important” ways in which visual culture served the brothers 

of Mount Carmel. 
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II. From the Hermits of Mount Carmel to the Mendicants of the 

Provincia Toscana 

1. The Hermits of Mount Carmel 

The Carmelite order originated on Mount Carmel towards the end of the 

12th century. It was an order consisting primarily of Europeans, crusaders or 

pilgrims, who had found themselves in the Holy Land, and had elected to stay. 

Information about the lives of these men can be found in texts like that of Gerard 

of Nazareth, bishop of Laodicea, who described their religious observance in the 

third quarter of the twelfth century.38 Mount Carmel, some 4 miles southwest of 

Acre, was an ideal location for a hermitage in this period. While Jerusalem had 

become inhospitable to Christians following the siege of 1187, Acre and the 

surrounding area remained at this time relatively peaceful and accessible to 

travellers. Another favorable consideration was certainly that Mount Carmel 

offered a pleasant and comfortable environment, sitting at the edge of the 

Mediterranean Sea in the path of ample breezes, and boasting a ready supply of 

fresh water and shade. (Fig. 2, 3) 

 Mount Carmel also had a rich historical tradition. It was most notably 

associated with the Old Testament prophet Elijah, who had dramatically 

defeated the false prophets of Baal atop the mountain, bringing down first fire 

and then rain upon them, ending a brutal drought. A spring on the mountain is 

                                                
38 For Gerard, see Benjamin Z. Kedar, “Gerard of Nazareth: a Neglected Twelfth-Century Writer 
in the Latin East,” in Dumbarton Oaks Papers 37 (1983), and Andrew Jotischky, The Perfection of 
Solitude: hermits and monks in the Crusader States (University Park: The Pennsylvania State 
University Press, 1995): 25-27. 
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said to have first flowed following Elijah’s fiery feat.39 Also connected to Elijah is 

a cave near the base of the mountain on the northern promontory. A legend, 

relayed by Abbot Daniel of Russia in 1106, held that it was in this cave (rather 

than at the Jordan River as described in 1 Kings 17:2-6) that Elijah was nourished 

by ravens during a period of solitude.40 

 The religious importance of Mount Carmel may have been recognized as 

early as the second century CE and certainly by the fourth, when its associations 

with Elijah were mentioned by Egeria.41 Hermits may have been living in tomb 

chambers on the mountain by this point, and a few Byzantine hermits are 

identified as living on or near Mount Carmel – Martinian, James of Porphyria, 

and Denis of Francheville.42 A sixth-century report by pilgrim Antoninus of 

Piacenza mentions a “monastery of Elisha,” Elijah’s disciple.43 

 Contrary to the historical tradition that developed in the thirteenth and 

fourteenth centuries, in which the Carmelites had lived consistently on Mount 

Carmel since the days of Elijah and Elisha, evidence of a continual eremitical 

tradition on the mountain is lacking.44 Following Antoninus’ report, secure 

knowledge of religious life on Mount Carmel does not reemerge until the twelfth 
                                                
39 Jane Ackerman, “Elijah and Medieval Carmelite Identity,” in History of Religions 35 (1995): 131. 
The fundamental, though dated, study of Mount Carmel is Clemens Kopp, Elias und Christendom 
auf dem Karmel (1929). See also Clemens Tönnesmann, “Zur Lage und Geschichte des ersten 
Karmelitenklosters am Berge Karmel,” in Ephemerides Carmeliticae 12 (1961) and 14 (1963), and 
especially Elias Friedman, The Latin Hermits of Mount Carmel: A Study in Carmelite Origins (Rome: 
Institutum Historicum Teresianum, 1979). 
40 Friedman, The Latin Hermits, 172.  
41 Jotischky, Perfection of Solitude, 108-109. “Appendix ad itinerarium Egeriae” 2.5, in Corpus 
Christianorum, Series Latina (Turnhout, Brepols, 1953 - ): 175:99. For the earliest history of Mount 
Carmel, see Ya’aqov Olami, Prehistoric Carmel, trans. Elias Friedman (Haifa: Israel Exploration 
Society, 1984). 
42 Jotischky, Perfection of Solitude, 110. Friedman, Latin Hermits, 75-76. 92-94. 
43 Friedman, Latin Hermits, 60-73.  
44 Andrew Jotischky, The Carmelites and Antiquity (Oxford: Oxford University Press, 2002): 9. 
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century. Andrew Jotischky refers to the c. 1160 writings of a Jewish pilgrim 

named Benjamin of Tudela who traveled through Mount Carmel and described 

numerous landmarks. Benjamin notes Jewish graves clustered at the bottom of 

the mountain, the cave of Elijah (where he states that Christians had erected a 

structure dedicated to Elijah), and the altar from Elijah’s defeat of the prophets of 

Baal at the top.45 Jotischky reasonably assumes that the structure dedicated to 

Elijah was probably built by the Orthodox monks at the monastery of St. 

Margaret, at the top of the mountain.46 In this period Mount Carmel was also 

home to a Calabrian, said to have come in response to a vision of Elijah, who had 

established a settlement, including a church, and gained a small group of 

followers, perhaps in a laura very near the cave of Elijah.47 

The hermits who would become the brothers of the Carmelite order were 

thus in good company when they settled together on Mount Carmel. Though we 

have no specific details about these proto-Carmelites, Jotischky suggests the 

possibility of hybrid settlements of Orthodox and Latin hermits in the area.48 

Regardless of the makeup of this initial group, though generally considered to 

have been predominantly Latin, the structure that they built, now in ruins, is in 

the Wadi w’ain es-Siah, about 1.5 leagues south of the orthodox monastery of St. 

                                                
45 Jotischky, Perfection of Solitude, 119. Cites Itinerary of Benjamin of Tudela, ed. Adler 1907, p. 19. 
46 Jotischky, Perfection of Solitude, 119-120. For the monastery of St. Margaret, also known as St. 
Marina, see Elias Friedman, “The medieval abbey of St. Margaret of Mount Carmel,” in 
Ephemerides Carmeliticae XXII (1971). 
47 Jostischky, Perfection of Solitude, 120-121. Smet, The Carmelites, 6. Friedman, The Latin Hermits, 
81-82. 
48 Jotishky, Perfection of Solitude, 131. 
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Margaret.49 An anonymous pilgrimage account written between 1229-1239 

describes the area as such: 

On that same mountain is the abbey of St. Margaret, which belongs to 
black monks, which is also a beautiful place. And in that abbey there are 
some good sanctuaries. Below that abbey on the slope is the place where 
St Elijah lived. In that place there is a beautiful little chapel within the rock 
of the place, where the hermits of the Carmel live. After that abbey of St 
Margaret, on the edge of the same mountain, there is a very beautiful and 
delightful place where the Latin hermits who are called friars of the 
Carmel live. There is a very beautiful little church of Our Lady and all 
over that place there are a large number of good streams, which issue 
from within the rock of that mountain. From there it is one league down to 
the sea.50 
 

This “very beautiful and delightful place” survives today only in ruins, but was 

expanded by the Carmelites throughout the course of the 13th century.51 

2. The Carmelite Rule 

Sometime between 1206 and 1214, the group of hermits on Mount Carmel 

requested a rule from Albert of Vercelli, patriarch of Jerusalem.52 The original 

version of Albert’s rule, or formula vitae does not survive, and has been 

                                                
49 This monastery is sometimes known as the monastery of St. Brocard, though not in crusader 
sources. See Friedman, Latin Hermits, 29-31.  
50 “The Holy Pilgrimages 1229-1239,” in Pilgrimage to Jerusalem and the Holy Land ed. Denys 
Pringle (Farnham and Burlington: Ashgate, 2011): 167-168.  
51 This site was excavated by Franciscan archaeologist Bellarmino Bagatti in the 1950s and in the 
1980s by Eugenia Nitowski, at the time a Carmelite nun known as Sister Damian of the Cross. 
Bagatti published his findings in “Relatio de excavationibus archaeologicis in S. Monte Carmelo,” 
in AOCD 3 (1958) and 7 (1962). I have not yet been able to consult Nitowski’s unpublished 
findings. The Carmelites abandoned this site following the fall of Acre in 1291. The Discalced 
Carmelites eventually returned to Mount Carmel in the 17th century and in the 18th century 
moved to the site that had once held the orthodox monastery of St. Margaret. The current church 
on the site, the Stella Maris monastery, was erected in the 19th century. 
52 This range of dates is based on Albert’s term as the Patriarch of Jerusalem. He set up residence 
at Acre in 1206, and was assassinated there in 1214 during a procession. See Adrian Staring, 
“Alberto,” in Santi del Carmelo: Biografie da vari dizionari, ed. Ludovico Saggi, O.Carm. (Rome: 
Institutum Carmelitanum, 1972): 157-159. See also Joachim Smet, The Carmelites: A History of the 
Brothers of Our Lady of Mount Carmel, ca. 1200AD until the Council of Trent (Private Printing, 1975): 
7. The Carmelites may have petitioned for a rule at this particular moment due to an increase in 
numbers stemming from greater Christian presence around Acre following the 1187 siege of 
Jerusalem. See Frances Andrews, The Other Friars: The Carmelite, Augustinian, Sack, and Pied Friars 
in the Middle Ages (Woodbridge: The Boydell Press, 2006): 11. 
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reassembled through later copies. It was addressed to the leader of the group, 

identified only as “B,” though he was later given the name Brocard.53 Though 

“B” was leading a community, the brothers who comprised it were still to live 

largely solitary lives of prayer and contemplation.54 The brief rule mandated that 

they were to reside in individual cells, clustered around a central oratory where 

they would gather each day for mass.55 The majority of these first Carmelites 

were almost certainly lay brothers. By the rule they were to renounce personal 

property, fast, and execute some manual labor. 

Critical to the Carmelites’ legitimacy was the fact that Albert had 

bestowed this rule prior to the Fourth Lateran Council of 1215, at which the 

establishment of new religious orders was banned. Albert had planned to 

advocate on behalf of the Carmelites at the Council, but was murdered before it 

began.56 Perhaps in order to cement their legitimacy, the Carmelites sought an 

approval of their rule from Honorius III in 1226, received in the bull Ut vivendi 

normam.57 In 1229, Gregory IX placed the Carmelites under papal protection and 

gave them permission to celebrate mass during interdict. He also forbade the 

                                                
53 See Adrian Staring, “Brocardo,” in in Santi del Carmelo: Biografie da vari dizionari, ed. Ludovico 
Saggi, O.Carm. (Rome: Institutum Carmelitanum, 1972): 185. He is generally held to have been 
the first prior general; the second was one Berthold. Brocard’s cult was initiated by the Carmelite 
general chapter of 1564. Jotischky suggests that Brocard could have been an orthodox monk in 
Perfection of Solitude, 134.  
54 This was a common moda vitae for hermits in this region at the time. See Smet, The Carmelites, 8. 
55 For the rule, see The First Rule, or the Formula Vita of St. Albert of Jerusalem, Carmelitana 
Collection, Washington, D.C., accessed March 14, 2016, 
http://www.carmelitanacollection.org/wp-content/uploads/2014/09/The-Rule-of-St-
Albert.pdf, and “Regula Ordinis Fratrum Beatissime Virginis Marie de Monte Carmelo,” in 
Corpus Constitutionem Carmelitarum (Rome: Edizioni Carmelitana, 2011): 46. The best scholarly 
study of the rule is Carlo Cicconnetti, La Regola del Carmelo: Origine, Natura, Significato (Rome: 
Institutum Carmelitanum, 1973). 
56 Smet, The Carmelites, 10. 
57 Smet, The Carmelites, 9-10. 
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order from the possession of property – a first inkling of the mendicant lifestyle 

that would come in the following decades.58 

 1229 also saw the beginning of a ten-year treaty negotiated between 

Frederick II and Sultan Malik al-Kamil. Although as a result no major conflicts 

brewed near Mount Carmel or Acre, by the end of the 1230s the Carmelites had 

begun to leave their hermitage for Cyprus and Western Europe. A decade later, 

Innocent IV would write that the catalyst for this migration had been “the 

inroads of the pagans”59 The precise impetus for the migration is not known, 

though the pending expiration of the treaty between Frederick and al-Kamil 

might have led to a fear of instability. The order retained its presence on Mount 

Carmel, however, and even expanded the oratory and conventual structures, not 

leaving for good until the fall of Acre in 1291. The Dominican Vincent of 

Beauvais wrote that the Carmelites left Mount Carmel in 1238, but we should 

interpret this as an approximation.60 They first arrived in Cyprus, and then 

ventured on to Sicily, England, Provence, and the Italian peninsula. 

 The goals of the order in establishing itself in the west have been the 

subject of much debate. Did the brothers leave Mount Carmel with the aim of 

continuing to function as an eremitical order? Were they interested in practicing 

a different, more active type of religious life? While the early Carmelite 

settlements in the west were often in remote locations, by 1247 the order was 

                                                
58 See Smet, The Carmelites, 10. Papal protection was granted with the bull Religionis vestra of April 
9, 1229, and poverty was mandated with Ex officii nostri on April 6 of that year. See Bullarium 
Carmelitanum, 4-5. 
59 Smet, The Carmelites, 12. See also Adrian Staring, “Four Bulls of Innocent IV: A Critical 
Edition,” in Carmelus 27 (1980): 281-282.  
60 Smet, The Carmelites, 12, and Vincent of Beauvais, Speculum Historiale, I, XXX 123, ed. B. Beller, 
(Douai, 1624), 1274-1275, cf. Jotischky, The Carmelites and Antiquity, 13.  
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undergoing a change. Carmelite brothers named Reginald and Peter applied to 

Innocent IV for a mitigation of their rule, which would enable the order to settle 

in more populated areas. The pope assigned Dominican friars Hugh of St. Cher 

and William, Bishop of Tortosa, to assist the Carmelites in modifying their rule. 

The new rule was issued in 1247 with the bull Quae honorem Conditoris.61 The new 

rule different little from Albert’s: the most significant addition was “If the prior 

and brothers see fit, you may have foundations in solitary places, or where you 

are given a site that is suitable and convenient for the observance proper to your 

Order.”62 The additional text allowed the Carmelites to settle in urban locations, 

where a mendicant lifestyle would be more feasible than an eremitic one. 

 But did Carmelites intend to become a mendicant order? Carlo Cicconnetti 

observes that the new rule permitted, but did not mandate urban locations, thus 

allowing them to continue living as hermits.63 Joachim Smet proposes that the 

desire to change the rule and seek new areas for settlements may have been born 

out of a series of circumstances. Perhaps those first isolated sites were simply 

impractical – too difficult to reach, inhospitable, and too remote to be able to 

elicit alms from the laity. Andrew Jotischky, however, argues that the very act of 

the western migration points to a desire of the Carmelites to change their way of 

life. Had the brothers merely feared for their safety on Mount Carmel, they could 

have journeyed to Cyprus and continued an eremitic life there. By cultivating 

powerful patrons who assisted in establishing European foundations (among 
                                                
61 Jotischky, The Carmelites and Antiquity, 15. 
62 The Rule of St. Albert – the Revisions of Pope Innocent IV in 1247, Carmelitana Collection, 
Washington, D.C., accessed March 14, 2016, http://www.carmelitanacollection.org/wp-
content/uploads/2014/09/The-Rule-of-Saint-Albert-Revisions-of-Pope-Innocent-IV.pdf. 
63 Cicconetti, La Regola del Carmelo, 234-235. My italics. 
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them Richard de Grey in England and Louis IX in France), the Carmelites were 

signifying a greater ambition for a religious life removed from the hermitage.64 

Intended or not, the Carmelites’ newfound mendicancy made the order more 

viable in the west.  

 As mendicants the Carmelites became an increasingly clerical order, as 

priests were necessary for ministry to lay worshipers. No documentary evidence 

prior to the 1280s reveals a concerted effort on the part of the order to encourage 

clericalization, although a passage from the modified rule of 1247 dictates 

different practices for lay and clerical brothers, indicating the presence of both 

within the order. The rule states:  

Those who know how to say the canonical hours with those in orders 
should do so, in the way those holy forefathers of ours laid down, and 
according to the Church’s approved custom. Those who do not know the 
hours must say twenty-five Our Fathers for the night office, except on 
Sundays and solemnities when that number is to be doubled…65 
 

While the mandate of Albert’s original formula vitae that the Carmelites celebrate 

mass each day suggests the presence of at least some ordained brothers in the 

order from an early date, the revised rule reveals that, by the 1240s, there would 

have been notable distinctions between the laymen and the clerics. Though 

Dominican brothers assisted the Carmelites in the mitigation of their rule, the 

passage above bears strong similarities to the Franciscan rule of 1223, the Regula 

Bullata: 

Let the clerical (brothers) recite the Divine Office according to the rite of 
the holy Roman Church excepting the psalter, for which reason they may 
have breviaries. The lay (brothers), however, may say twenty-four Our 
Fathers for Matins, and five for Lauds; seven for each of the Hours of 

                                                
64 Jotischky, The Carmelites and Antiquity, 16. 
65 The Rule of St. Albert – the Revisions of Pope Innocent IV in 1247. 
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Prime, Terce, Sext, and None, twelve for Vespers, and seven for 
Compline.66 
 

The Franciscans, like the Carmelites, had begun as an order primarily of laymen. 

By the 1240s clericalization was widespread among the Friars Minor, although a 

new series of strictures implemented under Minister General Haymo of 

Faversham further encouraged it, limiting the admission of laybrothers into the 

order (with the exception of those with particular skills) and denying those 

already admitted the opportunity of being named to offices within the order.67 It 

is tempting to suggest that the Carmelites might have observed these Franciscan 

practices prior to petitioning for their mitigation, but this cannot be 

substantiated. 

 The new Carmelite rule, however, particularly the provision allowing the 

settlement in urban locations, was not to the liking of everyone in the order. Most 

notably, in 1270 prior general Nicholas of Narbonne penned a document known 

as the Ignea Sagitta, or The Flaming Arrow, in which he bemoaned the ways in 

which contemporary friars had betrayed the eremitic ideals of the order’s origins, 

as will be discussed in Chapter II.I.68 

 The Carmelites were granted privileges that placed them closer and closer 

on par with the existing mendicant orders. In 1253 Innocent IV permitted the 

order to preach and hear confession. In 1261, Alexander IV allowed Carmelites to 

have belfries with a single bell for their churches, and to have a cemetery for the 

order’s use. The following year Urban IV permitted the laity to frequent 
                                                
66 The Later Rule (1223), Early Documents I, 101. 
67 See Lawrence Landini, The Causes of the Clericalization of the Order of Friars Minor (Chicago: 
Pontifica Universitas Gregoriana, Facultas Historiae Ecclesiasticae, 1968): esp. 130-134. 
68 See II.I for a discussion of the Ignea Sagitta. 
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Carmelite churches, and to be buried in their cemeteries.69 These privileges 

further demonstrate the increasing clericalization of the order, although no 

document prior to the Constitutions of 1281 explicitly discusses the order’s 

transition from lay brothers to priests.70 Carmelites would continue to receive 

papal permissions that enhanced their statue as mendicants; in 1326 John XXII 

extended Super Cathedram to the order.71 Joachim Smet, however, has argued that 

the Carmelites did not fully become mendicants until a second mitigation of their 

rule in 1432, at which time they were officially permitted to spend additional 

time outside their cells.72  

 Though they effectively functioned as mendicants, the Carmelites retained 

vestiges of their eremitical life. Most notably, the order insisted on the necessity 

of the brothers maintaining individual cells, to spend the majority of their time in 

solitary prayer and contemplation, rather than living in communal dormitories. 

The first hermits on Mount Carmel had used the liturgy of the Church of the 

Holy Sepulchre in Jerusalem for their daily mass, a practice at first continued by 

Carmelites in the west. This practice was later discontinued when the Carmelites 

adopted some elements of Dominican liturgy. However, in 1312 the Carmelites 

began to develop an official liturgy under the German friar Sibert de Beka, a 

                                                
69 See Smet, The Carmelites, 16, Andrews, The Other Friars, 16-17. See also Seraphinus Teuws, “De 
evolution privilegiorum Ordinis Carmelitarum usque ad Concilium Tridentiunum,” in Carmelus 
6 (1959): 153-223. 
70 While the Dominican order had been a priestly order from the outset, the Franciscan order, like 
the Carmelite order, was initially primarily composed of lay brothers and became increasingly 
clericalized as the order grew. For the process of Franciscan clericalization, see C.L. Landini, The 
Causes of the Clericalization of the Order of the Friars Minor (Chicago: Pontifica Universitas 
Gregoriana, Facultas Historiae Ecclesiasticae, 1968).   
71 Smet, The Other Friars, 41. 
72 Smet, The Other Friars, 85-86. See also Ludovico Saggi, “La mitigazione del 1432 della regola 
carmelitane: tempo e persone,” in Carmelus 5 (1958). 
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liturgy largely based on the rite of the Holy Sepulchre – including feasts not 

commonly celebrated in the West, such as the Transfiguration.73  

3. Carmelite Survival 

Less than three decades after the first mitigation of the Carmelite rule that 

transformed the order towards mendicancy, its legitimacy was called into 

question by the Second Council of Lyon in 1274. The Council forbade all 

mendicant orders, except for the Franciscans and Dominicans, to accept new 

members – a renewal of the efforts of the Fourth Lateran Council of 1215 to 

prevent the spread of new orders. Some orders, such as the Friars of the Sack and 

the Pied friars were suppressed outright. Carmelites and Augustinians were 

placed on a sort of probation, as they were further evaluated.74 As the Carmelites 

struggled to prove that they did, in fact, predate the Fourth Lateran Council of 

1215, they were not allowed to recruit new brothers or establish new houses.  

 As Frances Andrews summarizes, the Carmelites might have been 

particularly susceptible to the scrutiny of the Council due to the order’s lack of 

involvement in education and still limited clericalization, flaws that they readily 

sought to remedy through increased attendance at the universities and by 

                                                
73 James Boyce, O.Carm., Praising God in Carmel: Studies in Carmelite Liturgy (Washington, D.C., 
1999): 13-15. 
74 See Richard Emery, “The Second Council of Lyons and the Mendicant Orders,” in The Catholic 
Historical Review, XXXIX (1953): 257-258. See also Smet, The Carmelites, 17-18. Emery writes that 
the request to stem the growth of the mendicant orders might have originally come from the 
Dominicans, citing Humber of Romans’ Opis tripartium, which bemoaned the great number of 
mendicants as an evil. P. 259. For the Sack and Pied friars, see Frances Andrews, The Other Friars, 
175-223 and 224-230, respectively. The Servite Order survived, arguing that, as its members were 
not obligated to beg, that it should not be considered a mendicant order. Andrews, The Other 
Friars, 20. 
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refusing admission to most laymen.75 Beginning in 1281, lay members of the 

order were not included in provincial and general chapter meetings. The 

Constitutions of 1294 required that lay brothers walk before clerics in 

processions, emphasizing the increasingly privileged role of clerics in the order.76 

In the wake of Lyons Carmelites also began to emphasize their antiquity and 

connections to the Holy Land. Their 1281 Constitutions included the Rubrica 

Prima, discussed in III.II, which professed that the order had existed on Mount 

Carmel since the days of Elijah and Elisha. 

The measures undertaken by the order proved successful. In 1286, 

Honorius IV took the Carmelites under papal protection, along with the 

Augustinians, Servites, and Williamites.77 In 1298, Boniface VIII confirmed that 

the Carmelites had existed prior to the Fourth Lateran Council and were thus a 

legitimate order.78  

With increasing pastoral responsibilities, the order needed to boost its 

clerical ranks. The London Constitutions of 1281 mandated that provinces send 

students to the universities. The provinces of England, Provence, Aquitaine, and 

the Holy Land were to send a minimum of two students each to the studium in 

Paris, while Provence, Lombardy, and Germany were required to send at least 

one.79 The first Carmelite to complete a doctor of theology was Gerard of Bologna 

                                                
75 Andrews, The Other Friars, 19-20. She points out that the Constitutions of 1281 prohibited the 
admission of lay brothers unless they had a technical skill. 
76 Smet, “The Carmelites,” 24. 
77 Smet, The Carmelites, 18. 
78 Andrews, The Other Friars, 20. 
79 Smet, The Carmelites, 34-35. 
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in 1295, who studied at Paris.80 Studia were established in Toulouse, Montpellier, 

London, and Cologne by 1294, as well as Oxford and Cambridge, where the 

Carmelites had attended lectures since the 1250s.81 In Paris, after 1319 the 

Carmelites achieved the privileges of the other mendicants at the university. The 

order named Bologna, Cologne, and London as studia generalia in 1321, Toulouse, 

Florence, Montepellier, and Avignon by 1324, Barcelona, Naples, and Milan by 

1333, and Perpignan, Bruges, and Cahors in 1345.82 Many other houses hosted 

studia particulare, where brothers could gain more basic education locally before 

the best of them progressed to the generale.83 Brothers were not required to attend 

the closest generale. Carmelites from Florence, for example, attended others 

throughout Italy and Europe. The studium generale in Florence, however, seems to 

have been less prestigious and did not attract many students from other 

provinces.84  

 In the Provincia Toscana, Pisa and Lucca throughout the 14th century 

generally employed lectors who could oversee studia particularia, while Prato and 

Pistoia occasionally did. Rome, Viterbo, and Perugia also probably offered the 

                                                
80 Smet, The Carmelites, 35. 
81 Jotischky, The Carmelites and Antiquity, 26. 
82 Smet, The Carmelites, 36.  
83 See Patrick McMahon, “Servant of two masters: the Carmelites of Florence, 1267-1400,” (PhD 
diss., New York University, 1994): 147. See also Augusto Antonio Canal, “I Dottori Carmelitani in 
Toscana,” in Rosetti del Carmelo 34 (1981), and Paolo Caioli, “I Dottori Carmelitani nell’università 
fiorentina,” in Il Monte Carmelo 24 (1938). This is a list of Tuscan Carmelites who attended 
university and received the doctorate. An important study of Carmelite education is Franz-
Bernard Lickteig, The German Carmelites at the Medieval Universities (Rome: Institutum 
Carmelitanum, 1981). See also Bruce Flood, “The Carmelite Friars in Medieval English 
Universities and Society 1299-1430,” in Recherches de théologie ancienne et medievale 55 (1988). 
84 McMahon, “Servant of two masters,” 147-148. McMahon suggests that this might be due to the 
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basic course of study.85 Convents thus developed strong libraries of theological 

and literary works.86 A 14th-century Pisan Carmelite, Fra Guido, was one of the 

foremost commentators on Dante Alighieri’s Divine Comedy.87 

 The Carmelites entered the European universities in the wake of the 

controversy between the mendicants and the secular clergy driven by William of 

St-Amour, and were thus particularly susceptible to scrutiny. An unintended 

consequence of their arrival at the universities was the adoption of a new habit in 

1287. For most of the 13th century the Carmelite habit had been a simple wool 

garment topped with a striped wool mantle. The origin of this distinctive 

garment was legendary, though the legendary explanations date only to the 14th 

century. John of Veneta explained that when the prophet Elijah had ascended to 

heaven in the fiery chariot, he was said to have passed his mantle through the 

flames to Elisha, who remained on earth. The exterior folds of the fabric were 

charred in the fire, leaving the garment with a pattern of light and dark stripes.88 

This garment became known as the pallium barratum, and the Carmelites were 

said to have adopted it in honor of Elijah. The exact circumstances of its initial 

adoption remain unknown.  John of Cheminot assigned symbolic meaning to the 

                                                
85 McMahon,  “Servant of two masters,” 173 n. 166. 
86 See K.W. Humphreys, The Library of the Carmelites of Florence at the End of the Fourteenth Century 
(Amsterdam: Erasmus Booksellers, 1964). 
87 For a recent study on Guido, see Paola Nasti, “A Friar Critic: Guido da Pisa and the Carmelite 
Heritage,” in Interpreting Dante: Essays on the Traditions of Dante Commentary, ed. Paola Nasti and 
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88 John of Veneta, “Paragraphi fusius,” in Rudolf Hendriks, O.Carm., “La Succession héréditaire.” 
Elie le Prophete vol. 1 ed. Gustave Bardy (Bruges: Desclée de Browser, 1956): 55. See also Joanna 
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striped mantle; the colors represented chastity and penitence, and he wrote that 

there were seven stripes to represent the seven virtues.89 

There has been much scholarly debate about the orientation of the stripes 

on the habit. A document from the Carmelite general chapter meeting at 

Montepellier in 1287 indicates that the stripes were vertical.90 Pietro Lorenzetti’s 

Siena altarpiece from 1329 depicts them as horizontal. Florentine chronicler 

Giovanni Villani, writing in 1330, described the habit as “encircled with wide 

grey and white stripes,” which can easily be interpreted as horizontal.91 On the 

other hand, a Florentine gradual from the 14th century depicts the stripes as 

vertical.92  

Regardless of their direction, the stripes were distinctive, even 

ostentatious, and more difficult and costly to produce than a habit of a solid color 

would be, particularly as the stripes were to be woven, rather than sewn 

together. The Carmelites were thus the cause of much derision during their early 

years at the universities, and petitioned for a new habit, which they received in 

1287.93 Documents from the general chapter meeting held at Montpellier in that 

year describe the process of petitioning for the new habit.94 In the appeal, one of 

the arguments that was made was that it was difficult to procure the striped 
                                                
89 Cordelia Warr, Dressing for Heaven: Religious Clothing in Italy, 1215-1545 (Manchester and New 
York: Manchester University Press, 2010): 93. 
90 Jotischky, The Carmelites and Antiquity, 47. 
91 Warr, Dressing for Heaven, 97. 
92 Warr, Dressing for Heaven, 97. Today in the Biblioteca San Marco in Florence, MS C 580, fol. 1. 
The 15th-century Master of the Albrechtsalter in Viena also depicted the stripes as vertical (and 
also red). This panel is today in the Stiftsmuseum in Klosterneuburg. See Christa Gardner von 
Teuffel, “The Carmelite Altarpiece (circa 1290-1550): The Self-Identification of an Order,” in 
Mitteilungen des Kunsthistorischen Institutes in Florenz, 57 (2015): 22. 
93 The request for the change of habit is transcribed in Acta Capitulorum Generalium Ordinis fratrum 
B.V. Mariae de Monte Carmelo, ed. G. Wessels, 1912, I, 7-14. 
94 Jotischky, The Carmelites and Antiquity, 46. 
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fabric, and that there was a lack of uniformity within the order, as brothers were 

wearing what they could find.95 

The new Carmelite habit was a white mantle atop a black garment. The 

inverse of the Dominican habit, this would have been an unimpeachable choice, 

and perhaps a deliberate association with the order so influential to early 

Carmelite development. A few decades later, John of Cheminot offered what 

might be another explanation for the choice of the new habit, an apocryphal 

legend in which Sobach, the father of Elijah, experienced a vision of men dressed 

in white who predicted that his son would one day have many followers.96 Pietro 

Lorenzetti’s altarpiece offers a full narrative of the Carmelite habit, from the 

dream of Sobach, to friars on Mount Carmel dressed in the striped habit, to 

Honorius IV bestowing the order with the new white habit, and finally, a 

representation of Elijah and Elisha dressed in the new white habit. The adoption 

of the new habit was yet another step in the Carmelites’ process of assimilation to 

the western, mendicant model. 

4. Carmelite Expansion in the West 

By 1247 there were four Carmelite provinces – the Holy Land, Sicily, 

England, and Provence.97 Each province was overseen by a provincial prior, and 

a general chapter meeting of all the provinces would eventually be held every 

three years. The first of these seems to have been held in 1247.98 As there was no 
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Carmelite mother house, Mount Carmel stood as a symbolic, though not 

administrative, center for the order.99 

In addition to the settlement on Mount Carmel, the Holy Land is known 

to have had convents only at Acre and Tyre.100 A list of houses in the Holy Land 

from the 14th century includes seven other sites: Jerusalem, Antioch, Montana 

Nigra, Tripoli, Nasyn, “Domus in heremo,” and “Domus Belli Loci iuxta fontem 

ortorum.” Of these, the first four were not known to have hosted Carmelite 

foundations, and the latter three are not identifiable as any actual locations.101 In 

1261, those who donated to the construction of Carmelite churches in Syria and 

Cyprus were granted papal indulgences under the bull Vitae perennis Gloria, 

indicating several Carmelite foundations in the region.102 After the fall of Acre 

and the abandonment of Mount Carmel in 1291, the entirety of the Holy Land 

province was based on Cyprus. The Carmelites would not return to Mount 

Carmel until the 17th century, when the Discalced friars established a convent. 

                                                
99 Provincial priors were based in their provinces, and there was no centralized record keeping. 
As Frances Andrews points out, this also meant that there was no single model for a Carmelite 
house. The Other Friars, 22-23. 
100 The Carmelites were settled at Tyre prior to 1254, and possibly before 1251. See Joachim Smet, 
29. They had likely established themselves in Acre several years before 1261, when they were 
embroiled in a controversy with the bishop of Acre, who opposed their plans to construct a 
church, bell tower, and cemetery. Alexander IV took the side of the Carmelites. Friedman, The 
Latin Hermits, 123. 
101 “Domus in Terra Sancta,” in Staring, MCH, 262-266. Staring notes that similar lists were 
included in numerous manuscripts, including Ms Q, the Annotatio of Sibert de Beka from around 
1387 (today in the Biblioteca comunale in Siena, Ms G, XI, 45, f. 72r, containing also the 1369 
constitutions) and the Ms S, from 1393 (today in the Biblioteca Vaticana, Ms Vat, lat. 3991, f. 87v.). 
Felip Ribot also included a similar list in his Ten Books, incorporating it into the chronicle of 
William de Sanvico. Staring, MCH, 262-64. 
102 Friedman, The Latin Hermits, 123, Smet, The Carmelites, 30. 
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The Carmelites had a hermitage at Frontaine on the island since 1238; this 

was thus the first stop for the hermits leaving the Holy Land.103 The 14th-century 

list of houses in the Holy Land also lists those on Cyprus, though also with 

inaccuracies. It lists convents at “Fortanie in heremo,” “Yconie,” “Deo dantes,” 

Lumason, and Bafa. This is a problematic list, as Yconie and “Deo dantes” seem 

not to have existed on Cyprus, and the prominent convents of Nicosia and 

Famagusta are absent.104 Carmelites were present at Nicosia from an early date, 

and were settled at Famagusta in 1311.105 

 The arrival of the Carmelites in England was recorded by the Franciscan 

Thomas of Eccleston, author of De adventu Fratrum Minorum in Agliam, which he 

completed around 1258-1259. The Carmelites arrived in January of 1242, he 

wrote, brought to Aylesford by Richard de Grey of Codnor, who had been on 

Crusade in the Holy Land with Richard of Cornwall.106 That same year, the 

hermits settled in Hulne, brought by fellow crusader William de Vescy.107 

Foundations followed at Lossenham, Burnham Norton, and Cambridge (first 

settling north of the river at Chesterton in 1247, moving to Newnham, southwest 
                                                
103 Smet, The Carmelites, 30. 
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 38 

of the city, in 1249, and then to the city proper in the 1290s). In 1247 Carmelites 

were established in London, given land near Fleet Street by Richard de Grey.108 In 

total, there were 28 Carmelite foundations in England and 5 in Scotland by 1293, 

and at the end of the 13th century there were 9 houses in Ireland, starting with 

that of 1271, at Leighlinbridge.109 

 A chronicle attributed to William of Sandwich describes Louis IX, 

returning to France after his 1254 crusade, narrowly escaping a shipwreck during 

a storm. Louis is said to have heard the sound of a bell through the storm, and 

was told that it was the bell of the Carmelites. Vowing to visit the monastery, 

should his ship be saved, Louis saw the storm subside, and then made good on 

his promise to visit Mount Carmel.110 He then brought six Carmelite brothers to 

Paris with him, and founded a house for them there in 1258. Louis is also said to 

have built the Carmelite house at Charenton, and to have been involved with the 

1259 foundation at Valenciennes.111 Louis’ brother, Alphonse of Poitiers, also 

became a major patron of the Carmelites in France. The earliest French 

foundation, however, was probably Marseilles, where they were present by 1248 

– an easily understandable arrival point for brothers sailing from the Holy Land. 

By 1275 there were 21 Carmelite foundations in France. 53 more would be 
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Carmelites gained prestige following the fall of the Knights Templar in 1312. See McCaffrey, The 
White Friars, 131. 
109 Andrews, The Other Friars, 24-25. 
110This chronicle is contained in Felip Ribot, O.Carm., The Ten Books on the Way of Life and Great 
Deeds of the Carmelites, ed. Richard Copsey (Faversham and Rome: Saint Albert’s Press and 
Edizioni Carmelitane, 2005): 138. See also Friedman, The Latin Hermits, 132-133. 
111 Andrews, The Other Friars, 25. 
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founded between 1275-1350.112 These foundations were predominantly in 

Provence and the south, as attested by the name of the province.  

Carmelites were also present in Germany, the Low Countries, and Central 

Europe, though they established fewer houses. They arrived in Cologne in 1252. 

By the end of the 13th century there were around 15 houses in the Rhineland, as 

well as four in the Low Countries in Brussels, Bruges, Mechelen, and Haarlem. 

There was a single German province by 1281, later divided into Upper and 

Lower German provinces.113 By the 1300s they had also established houses 

elsewhere in the Low Countries, as well as in Denmark, Magdeburg, and 

Prague.114 

In 1254 the Carmelite general chapter made the decision to expand further 

to south, and to the Iberian peninsula. The first houses established were 

Perpignan in 1269 and Lleida in 1278, followed by Barcelona in 1292 and 

Peralada, c. 1293. Aragon, Majorca, Navarre, and Valencia were also founded in 

these early years.115 Though at least several of these houses were likely under the 

initial jurisdiction of the province of Provence, the province of Spain was 

established by 1294, and possibly as early as 1281.116 

                                                
112 Richard Emery, The Friars in Medieval France: a Catalogue of French Mendicant Convents, 1200-
1550 (New York and London: Columbia University Press, 1962): 3. 
113 Jotischky, The Carmelites and Antiquity, 14, and Smet, The Carmelites, 33. 
114 Andrews, The Other Friars, 25. See also Lester Little, “Saint Louis’ Involvement with the 
Friars,” in Church History 33 (1964): 125-148. 
115 Jill Webster, Carmel in Medieval Catalonia (Leiden: Brill, 1999): 7. Webster notes the existence of 
legends that attest to much earlier Carmelite presence in Spain. In one, St. Francis is said to have 
stayed with the Carmelites in Perpignan in 1213, which would have been shortly after they 
received their rule, and shortly before the assassination of Albert of Jerusalem. Webster 9-10. A 
legend also dates the founding of the house at Peralada to an unlikely 1206, although Webster 
does not entirely discount the possibility. Webster 10-12. 
116 Webster, Carmel, 7. In 1342 the province of Maiorca was founded, and was followed in 1354 
with that of Catalonia. 
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 The focus of this dissertation, however, lies primarily with the Italian 

Carmelites. The first Carmelite settlements in Italy were in Sicily, the second 

Carmelite province established after that of the Holy Land. The order was in 

Messina between 1235-1238, Catania and Palermo soon after, and Nicosia (in the 

Sicilian province of Enna, though it shares a name with the Cyprus convent) and 

Trapani by 1250. By the end of the 13th century they had houses in Agrigento, 

Caltabellotta, Lampedusa, Lentini, Licata, Marsala, Polizzi, Prizzi, and Sciacca.117 

The order seems to have first entered the Italian peninsula through the ports of 

Naples, Pisa, and Genoa, then spread inland.118 It is not certain from where these 

founding brothers came, whether from Provence, Sicily, or directly from Mount 

Carmel.119 

 The precise date of the Carmelite arrival in Genoa is unknown, but they 

were probably present by the middle of the 13th century at a chapel dedicated to 

the Annunciation. In 1260 they acquired a nearby piece of land in a largely 

agricultural area called Terriccio, close to the Benedictine Abbey of St. Siro.120 In 

1262 the Carmelites received permission to begin construction on their church. 

                                                
117 Emmanuele Boaga, “Conventi delle Provincie Carmelitane in Italia dal sec. XIII al 1992.” 
Unpublished list conserved in the Bibliotheca Carmelitana, Rome. 
118 Legend places the order in Venice by 1240, but the earliest documentary evidence is from 1286. 
See Emmanuele Boaga, “Conventi,” 23. Guglielmo di Sanvico’s chronicle from c. 1291, “De 
multiplication religionis Carmelitane” mentions that some Carmelites moved at an early date 
from Sicily to Apulia (used as a generic term for southern Italy), however no convents in this area 
have known foundation dates prior to the late 13th century. Cf. Sabatini, “Origini,” 184. I am here 
relying on the foundation dates listed by Boaga, “Conventi delle Province Carmelitane.” 
119 Sabatini, “Origini,” 187. 
120 Chiese di Genova (Genoa: Sagep Editrice, 1986): 39-40. See also Lauro Magnani, Chiesa di Nostra 
Signora del Carmine (Genoa: Sagep Editrice, 1980). 



 41 

 Genoa may have been the entry point for many of the brothers who would 

establish the convents in what would become the Provincia Lombardia.121 By the 

year 1300, there were convents in Alessandria, Asti, Bologna, Cremona, Ferrara, 

Fusina, Imola, Milan, Padua, Parma, Pavia, Piacenza, Venice, and Vercelli. The 

province was officially established by 1270. 

 When the Carmelites first arrived in Naples they settled in a “chiesetta” 

dedicated to Saint Nicholas of Bari. This little church was situated outside the 

walls, near the sea, and the Campo Moricino.122 Though the exact date of their 

arrival is not known, it seems that they had been present for some time prior to 

1270, when Charles of Anjou gave them some land in the Campo Moricino for 

the construction of a church and convent.123  

                                                
121 Sabatini, “Origini,” 188. 
122 For the Neapolitan Carmine, see Domenico Ambrasi, “Arte e storia nel culto della Vergine 
Maria a Napoli dale origini alla fine del medioevo,” in Arte Cristiana LXXII (1984), Emanuele 
Boaga, La “Bruna” e il Carmine di Napoli: Fede – Storia – Arte (Pompei: Tipografia F. Sicignano, 
2001), Caroline Bruzelius, The Stones of Naples: Church Building in Angevin Italy (New Haven and 
London: Yale University Press, 2004), Gabriele Monaco, S. Maria del Carmine detta “la Bruna”: 
storia, culto, folklore (Naples: Laurenziana, 1975), Vincenzo Regina, Le Chiese di Napoli (Rome: 
Newton & Compton Editori, 1995): 203-210. 
123 For Charles’ donation, see Bruzelius, The Stones of Naples, 23-25. Dating of the first Carmelite 
presence in Naples is imprecise. Boaga, in La “Bruna,” simply states that they would have been 
present prior to 1268, 5. In 1475 Sixtus IV stated that the Carmelites’ image of the Virgin known 
as “La Bruna” had been venerated for more than 300 years, certainly incorrect, as the Carmelites 
had not left Mount Carmel, nor did they exist as an order, in 1175. See Monaco, “S. Maria del 
Carmine,” 19. Naples’ market had recently been moved to the Campo Moricino, close to the port 
and probably to the fondachi and mercantile residences. See Giovanni Vitolo, 51. Charles of Anjou 
came to Naples upon rising to power after defeating Manfred, the illegitimate son of Emperor 
Frederick II. Manfred had usurped the claim to the throne of Conradin, son of Frederick’s 
legitimate heir. In 1268, 16-year-old Conradin fought to claim his inheritance. Following a defeat 
at Abruzzo, he was executed in the Campo Moricino – an act widely considered one of 
unnecessary brutality. Charles’ claim to the throne was thus freed from all major Hohenstaufen 
threats. Caroline Bruzelius suggested that Charles might have been attempting to “sanitize” the 
piazza from the execution by supporting pious foundations in the vicinity. For example, at the 
time of his donation to the Carmelites, Charles also made a substantial gift of land to the nearby 
church of Sant’Eligio. Charles could have been familiar with the Carmelites from his sojourn in 
the Holy Land during the 8th Crusade, or from their association with Louis IX. See Bruzelius, The 
Stones of Naples 23-25. 



 42 

 Naples has a peculiar history of provincial allegiance. Initially part of the 

Provincia Sicilia, it transferred to the province of Apulia for its brief tenure, then 

moved to the Provincia Romana, where it was documented in 1339.124 Though a 

Neapolitan province was founded in 1472, in 1524 the Carmine Maggiore was 

removed from the jurisdiction of the province and made an independent convent 

under the prior general.125 

 Pisa is an unusual case, as firm documentary evidence notes Carmelite 

presence in the city by 1249, when one Bonaventura del fu Stefano made a 

donation of land to “frate Ugo priore.” The order’s first church was dedicated to 

S. Maria and S. Margherita and was north of the Arno, to the west of the Duomo. 

By 1272 the Carmelites had begun construction on a new church, dedicated to the 

S.S.ma Trinita, and in the 1320s moved to a new site south of the river, in 

Kinzica, where they remain today, though in small numbers.126 

From Pisa, the Carmelites probably spread throughout central Italy to the 

cities that would comprise the Provincia Toscana. They were in Siena by 1256, 

Florence by 1267 (though perhaps earlier), Lucca and Perugia by 1284, Pistoia by 

1291, Prato and Montecatini by 1294, and Arezzo by 1311.127 The exact date by 

which the province was officially established is not known, although, as Sabatini 

points out, it certainly existed by 1267, as there was a provincial prior in that 

year. Sabatini believed that the province existed starting in 1256, when the 
                                                
124 Sabatini, “Origini,” 196 n. 44. 
125 “Generale Commissariat of “Le Vergine Bruna,” Naples,” The Order of the Carmelites, 
accessed March 14, 2016, http://ocarm.org/en/content/ocarm/general-commissariat-la-vergine-
bruna-naples, and “Province of Naples,” The Order of the Carmelites, accessed March 14, 2016, 
http://ocarm.org/en/content/ocarm/province-naples. 
126 See Paolo Caioli, O.Carm., “Il ‘Carmino’ di Pisa,” in Carmelus 3 (1956): 111, 116, 120, 126. 
127 For these dates, see Sabatini, “Origini,” 186-188. 
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Carmelites were known to be in Siena, and argued that they had probably 

arrived in Florence by that date as well.128  

The Carmelite order seems to have had no permanent settlement in Rome 

until the 1280s; the first mention of a Roman convent was at the 1284 general 

chapter.129 Probably shortly before that date, they established a convent at San 

Giuliano, which was demolished in the 19th century during the development of 

the Piazza Vittorio Emanuele.130 In 1299 they were conceded the church of San 

Martino ai Monti by Boniface VIII, which would include a studium generalium 

and became their primary Roman convent until they were given Santa Maria in 

Traspontina a century later. A legend persists, however, that the Roman convent 

had been founded in 1219 – two decades before the Carmelites first left Mount 

Carmel. This legend is tied to a visit to Rome reportedly made by Carmelite 

Angelo of Jerusalem in that year, during which he is said to have met St. Francis 

and St. Dominic in the Lateran.131 The legend of a 1219 foundation long existed, 

though, as Sabatini points out, the complete lack of documentation for a Roman 

house prior to the 1280s renders such an early foundation unlikely.132 

The Roman convents were initially part of the Sicilian province, although 

around 1300 (perhaps with the establishment of San Martino ai Monti), they, 

along with Viterbo and Civitavecchia (both founded by 1284) passed to the 

                                                
128 Sabatini, “Origini,” 188. 
129 Sabatini, “Origini,” 185-186. 
130 The Carmelites had remained at San Giuliano only until the 17th century. For San Giuliano, see 
Ferruccio Lombardi, Rome: Le chiese scomparse (Rome: Fratelli Palombi Editori): 65. 
131 Ludovico Saggi, “Angelo di Sicilia,” in Santi del Carmelo: Biografie di vari dizionari, ed. Ludovico 
Saggi  (Rome: Institutum Carmelitanum, 1972): 173 and Ludovico Saggi, Sant’Angelo di Sicilia: 
Studio sulla Vita, Devozione, Folklore (Rome: Institutum Carmelitanum, 1962): 36-37. For more on 
St. Angelo, see III.I 
132 Sabatini, “Origini,” 185-186. 
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Provincia Toscana.133 By 1333, the Provincia Toscana consisted of Pisa, Siena, 

Florence, Lucca, Pistoia, Montecatini, Prato, Arezzo, Perugia, Rome, Viterbo, and 

Civitavecchia. At this point, the convents of Rome, Viterbo, Civitavecchia, Siena, 

Arezzo, and Perugia left to form the Provincia Romana. A decade later, Le Selve 

became part of the Provincia Toscana, and in 1405 Siena and Arezzo would return, 

along with Roccastrada, which had been part of the province of Grossetto, a 

province founded in 1360.134 

 Until 1321 there were three Carmelite provinces in Italy – Sicily (founded 

in 1242), Tuscany, and Lombardy, but in that year the province of Apulia 

separated from that of Sicily (it lasted as a province only until 1336). In 1333, in 

addition to the development of the Roman province, the Bolognese province 

separated from Lombardy.135 In total, there were 12 provinces by 1294: the Holy 

Land, Sicily, Provence, England, Tuscany, France, Lower and Upper Germany, 

Lombardy, Aquitaine, Spain, and Scotland-Ireland.136 

5. Women and the Carmelites 

The most famous member of the Carmelite order, male or female, is 

arguably St. Teresa of Avila, who, in the 16th century, set about a series of reforms 

that would eventually lead to the establishment of the Discalced Carmelites, a 

more observant branch of the order.  Immortalized in artworks such as 

Gianlorenzo Bernini’s Ecstasy of St. Teresa in the church of Santa Maria della 

Vittoria in Rome, Teresa often overshadows her male counterparts.  Yet unlike 
                                                
133 Sabatini, “Origini,” 189. 
134 Sabatini, “Origini,” 199. 
135 Sabatini, “Origini,” 189. Sabatini writes in contradiction to Wessels, who believed that Rome, 
rather than Tuscany, was established first. 
136 Smet, The Carmelites, 29. 
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other mendicant orders, the medieval Carmelites had no female branch of the 

order.137 

 Albert’s initial vita for the hermits on Mount Carmel makes no mention of 

women, nor does Innocent IV’s 1247 revision. The Franciscans had also been 

recluctant to affiliate with a female community.  St. Francis’ initial rules were 

written for his brothers, and it was several years before he was persuaded by 

Clare to allow her to establish a group of pious women at San Damiano in 

Assisi.138 Generally speaking, women were a liability to the friars in matters of 

conduct (their chastity must be safeguarded and accusations of improper 

behavior avoided) as well as in economics (as they could not preside over masses 

or engage in strenuous labor, convents of nuns generated much less money than 

friars). 

 The first official convent of Carmelite nuns was not established until the 

15th century. Well before, however, women were involved with the order in 

several capacities, perhaps most prominently as members of confraternities.  The 

confraternity of Our Lady of Mount Carmel in Toulouse, for example, had 5000 

male and female members in 1267.139 Individual women also sought spiritual 

guidance from the Carmelites. Notably, in the Book of Margery Kempe, 

                                                
137 For the early history of women and the Carmelite order, see Joachim Smet, Cloistered Carmel: A 
Brief History of the Carmelite Nuns (Rome: Institutum Carmelitanum, 1986), Claudio Catena, “Le 
Donne del Carmelo Italiano,” in Carmelus 10 (1963), Claudio Catena, Le Carmelitane: Storia e 
Spiritualità (Rome: Institutum Carmelitanum, 1969), and Patrick McMahon, “Cum nulla and the 
Origin of the Nuns in the Family of Carmel,” in Carmelite Review 41 (2002). 
138 See, for example, Joan Mueller, The Privilege of Poverty: Clare of Assisi, Agnes of Prague, and the 
struggle for a Franciscan rule for women (University Park, PA: Pennsylvania State University Press, 
2006). For the architecture of the Clares, see Caroline Bruzelius, “Hearing is Believing: Clarissan 
Architecture, ca. 1213-1340,” in Gesta 31 (1992), and “Nuns in Space: Strict Enclosure and the 
Architecture of the Clarisses in the Thirteenth Century,” in Clare of Assisi: A Medieval and Modern 
Woman, ed. Mary Francis Hone, O.S.C. (St. Bonaventure, NY: The Franciscan Institute, 1996). 
139 Smet, The Carmelites, 25. 
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Carmelite Robert Southfield of Norwich is mentioned, as is Master Aleyn of 

Lynn, Margery’s spiritual advisor.140 

Wealthy women were drawn to the Carmelites, as they were to the other 

mendicant orders, and became magnanimous patrons. Donna Agnese’s 1267 gift 

to the Carmelites in Florence led to the construction of their church and convent.  

In many cases, however, women sought a deeper affiliation, desiring to dedicate 

themselves to the order as lay, or tertiary members.  Men and women joined in 

this capacity and were known as pinzochere.  In Florence, Salvino di Bartolo degli 

Armati and his wife, Monna Bartolomea di Gallo di Mazzocchio, became 

pinzocheri, taking the Carmelite habit in 1343 and promising all their possessions 

to the friars.141 By the end of the 14th century in Pisa there was a mention of a 

“vita pinsocularum” that Claudio Catena suggests could have indicated a group 

of women affiliated with the Carmelites, following a rule.142 Yet the precise 

nature of the relationship of these kinds of early communities to the order is 

poorly documented and not fully understood.143 

The official status of Carmelite women was clarified in the 15th century, in 

part due to the leadership of prior general John Soreth. In May of 1452 Soreth 

approved a request from a beguinage in Ten Elsen in Guelders to follow the 

Carmelite rule. Later that year, it was determined that a group of Florentine 

                                                
140 Smet , The Carmelites, 69. There are also several instances of English Carmelite houses 
associating with female recluses, and acting as their spiritual protectors. For instance, a woman 
named Emma, daughter of a knight named Miles Stapylton, was affiliated with the Norwich 
convent in the early 15th century, overseen by John Thorpe, while Margaret Hawton and Alice 
Wabekeyn were found at Northampton. See Smet, Cloistered Carmel, 17. 
141 McMahon, “Servant of Two Masters,” 69. Women could also become converse. 
142 Catena, “Le Donne,” 24-25. 
143 Smet, Cloistered Carmel, 12. 
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pinzochere affiliated with the Carmine required papal authorization. The 

Florentine prior traveled to Rome and received the bull Cum nulla from Nicholas 

V, which fully allowed women to be admitted to the order.144 Female foundations 

continued to develop, especially championed by the Carmelite reform branch, 

the Congregation of Mantua.145 

6. Concluding Thoughts 

Within decades of receiving its rule from Albert of Jerusalem the 

Carmelite order had transitioned from a small group of hermits living in quiet 

solitude to a vibrant mendicant order engaged with urban spaces, lay 

worshipers, and universities throughout Europe. Though the newly minted friars 

at times clung to the vestiges of their eremitical origins, the order’s transition to 

mendicancy led to a rich culture of architecture, art, and hagiography that sought 

to blend the legacy of Mount Carmel with the order’s new urban reality.  

                                                
144 Smet, Cloistered Carmel, 26. 
145 Mantuan nunneries appeared, for example, in Parma by 1465, in Brescia in 1486, and in 
Florence in 1508. See Smet, Cloistered Carmel, 39-40, Alberto M. Martino, “Monasteri Femminilli 
del Carmelo Attraverso i Secoli,” in Carmelus 10 (1963): esp. 270-276, and Catena, “Le Donne,” 51-
52. 
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Part II 
 

I. Cells, Churches, and Constitutions: Architecture and Legislation 

from Mount Carmel to Le Selve 

1. Mount Carmel and the Carmelite Hermits 

On a pilgrim’s map made around 1235, the Carmelite community on 

Mount Carmel is labeled as a “heremitarium.”1 (Fig. 4) The brothers who 

comprised this settlement had received their formula vita less than three decades 

earlier, and were part of a long eremitic tradition on Mount Carmel, where 

hermits might have lived as early as the 4th century, occupying caves and empty 

tomb chambers.2 By the time the Latin hermits settled at the Fountain of Elijah, 

Mount Carmel was also home to Orthodox monks, living at a nearby monastery 

dedicated to St. Margaret.3 The Latin hermits who would become the Carmelite 

order thus had established themselves in a climate rich with cenobitic and 

anchoritic traditions. (Fig. 5) 

 Life at the “heremitarium” on Mount Carmel was designed as one of 

solitary prayer and contemplation, a fact reflected in the site’s architectural 

                                                
1 Reinhold Röhricht, “Karten und Pläne zur Palästinakunde aus dem 7. – 16. Jahrhundert,” in 
Zeitschrift des Deutschen Palästina-Vereins 18 (1895): Tab. VI. See also Andrew Jotischky, The 
Perfection of Solitude (University Park: The Pennsylvania State Univerity Press, 1995): 146. 
2 Jotischky, Perfection of Solitude, 109-110. The hermit Martinian might have lived on the south 
side of Mount Carmel in the second half of the 4th century, while the hermit St. James of 
Porphyria lived close by, in Haifa. Jotischky explains that the medieval Carmelites would not 
have been aware of these hermits, as they would not have had access to the Greek hagiographic 
texts that mentioned them, otherwise they certainly would have been incorporated into the 
burgeoning Carmelite historiography as proof of the order’s antiquity. Though texts refer to these 
hermits, there is little evidence that there was continuous eremitic or monastic activity on Mount 
Carmel until the 12th century. See Andrew Jotischky, The Carmelites and Antiquity (Oxford: Oxford 
University Press, 2002): 9. 
3 Elias Friedman, The Latin Hermits of Mount Carmel: a study in Carmelite origins (Rome: 
Institutum Historicum Teresianum, 1979): 70, and also Elias Friedman, “The mediaeval abbey of 
St. Margaret of Mount Carmel,” in Ephemerides Carmeliticae XXII (1971).  
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structure – the brothers were to live in individual, non-contiguous cells, arranged 

around an oratory at which they would gather daily for mass. Yet as the order 

moved westward beginning in the 1230s, its focus moved outward, transitioning 

from solitary contemplation to active urban ministry in the manner of the 

European mendicant orders. With the change of mission came an eventual 

change in architecture, as the order had to construct conventual structures within 

urban spaces. Though the Carmelite rule and constitutions engage less with 

architectural prescriptions than those of the Franciscans and Dominicans, in this 

chapter I will map the order’s developing approach to architecture, a process 

parallel to the trandition of the hermits of Mount Carmel into friars. This process, 

however, eventually culminated in the earliest Carmelite reform movement, 

centered in the Provincia Toscana, in which some friars sought a return to 

eremitical origins.  

2. The Formula Vitae of Albert of Vercelli 

The Carmelites received their first formula vitae for a religious life from 

Albert, Patriarch of Jerusalem, sometime between 1206-1214.4 At that time a small 

                                                
4 Albert became patriarch in 1204, elected by the canons of the Church of the Holy Sepulchre. In 
addition to his diplomatic duties, he also wrote the rule for the Humiliati. He was a member of 
the Avogadro family, born in Castel Gualteri in Reggio Emilia and later named bishop of Vercelli, 
some 80km west of Milan, He was murdered in 1214 during a procession in Acre. See Joachim 
Smet, The Carmelites: A history of the brothers of Our Lady of Mount Carmel, ca. 1200 AD until the 
Council of Trent (Private Printing: 1975): 7-8. The original text of the formula vita does not survive; 
it has been reconstructed from later copies. See Jotischky, The Carmelites and Antiquity, 10. A text 
purported to be the original rule is provided in Felip Ribot’s 14th-century De institutione primorum 
monachorum. For this text, see Felip Ribot, The Ten Books on the Way of Life and Deeds of the 
Carmelites, ed. Richard Copsey (Faversham and Rome: St. Albert’s Press and Edizioni 
Carmelitane, 2005). Oddly, Ribot’s compendium of texts (generally believed to have been much 
of his own creation) contain an earlier rule, said to have been given to the Carmelites in the 
Byzantine period, between 395-408, during the reign of the emperor Arcadius. This rule was 
given by John, bishop of Jerusalem, to his disciple Caprasius. The rule was presented as a quote 
from Cyril of Constantinople, and was said to be essentially documenting the way of life the 
Carmelites had followed since Elijah and Elisha had lived. See Jotischky, Perfection of Solitude, 117. 
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group of hermits based on Mount Carmel, it is likely that most members of the 

community were lay brothers, not ordained to celebrate mass or perform other 

pastoral duties.5 The brief rule primarily outlines the proper comportment, 

employment, and daily schedule of the brothers. They were to renounce personal 

property, fast, engage in manual work, read the psalms, and gather daily for 

mass. The few strictures related to the physical space of the hermits’ base are 

concerned with the individual cells of the brothers. 

First, the rule states that “…each of you is to have a separate cell, situated 

as the lie of the land you propose to occupy may dictate, and allotted by the Prior 

with the agreement of the other members of the community, or the wiser among 

them.” The rule continues, stating that the cell of the Prior was to be situated 

always near the entrance to the property so that he would be the first to meet 

those who arrived at the settlement. And further: “None of you is to occupy a 

cell other than that allotted to you or to exchange cells with another, without 

leave of whoever is Prior at the time.”6 As hermits, the notion of individual cells 

was paramount, necessary for their lives of prayer and contemplation, and a 

distinguishing factor of the order. The rule continued:  “Each one of you is to 

stay in your own cell or nearby, pondering the Lord’s law day and night and 

keeping vigil at your prayers unless attending to some other duty.”  

                                                
5 Smet, The Carmelites, 24. 
6 For the rule, see The First Rule, or the Formula Vita of St. Albert of Jerusalem, Carmelitana 
Collection, Washington, D.C., accessed March 14, 2016, 
http://www.carmelitanacollection.org/wp-content/uploads/2014/09/The-Rule-of-St-
Albert.pdf, and “Regula Ordinis Fratrum Beatissime Virginis Marie de Monte Carmelo,” in 
Corpus Constitutionem Carmelitarum (Rome: Edizioni Carmelitana, 2011): 46. Carlo Cicconnetti 
found roots for the insistence on not changing cells without permission both in the Regula 
canonicorum of Pietro de Honestis and in the rule of Grandmont. Carlo Cicconnetti, La Regola del 
Carmelo: Origine, Natura, Significato (Rome: Institutum Carmelitanum, 1973): 393. 
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 The primitive rule made only one requirement for a communal space: 

“Oratorium, prout comodius fieri poterit, construatur in medio cellularum.”7 The 

brothers were to gather daily in this oratory for mass, if it could be done without 

difficulty. The use of the word “commodious” stands in sharp contrast to the 

architectural legislation that would be developed in the coming decades by other 

religious orders, and to those that already existed for orders like the Cistercians. 

The Carmelites were bound by Albert’s formula vitae to poverty, yet, unlike the 

earliest Franciscans, they were attached to a fixed settlement, the hallmark of 

which was the insistence upon individual cells for spiritual contemplation.8 

3. The First Construction on Mount Carmel 

The precise configuration of the Carmelites’ first settlement on Mount 

Carmel is not known, though the community was mentioned by Jacques de Vitry 

and other medieval travelers and crusaders in the Holy Land. Jacques de Vitry 

described the site: “Alii ad exemplum sancti viri et solitarii Elyae prophetae in 

monte Carmelo…iuxta Fontem, qui Fons Elyae dicitur…vitam solitarium 

agebant in alvearibus modicarum cellularum, tamquam apes Domini 

dulcedinem spiritualem mellificantes.”9 Pietro Lorenzetti’s 1329 altarpiece for the 

Sienese Carmine depicts two scenes on Mount Carmel: hermits sitting before the 

fountain of Elijah, and then Albert conferring the rule to the hermits on Mount 

Carmel in front of that same fountain at the beginning of the 13th century. (Fig. 

101, Fig. 102) Lorenzetti’s representation of the site, certainly developed after 
                                                
7 “Regula Ordinis Fratrum Beatissime Virginis,” 46.  
8 The Franciscan order was approved by Innocent III in 1210. It is not certain if the first 
Carmelites could have been familiar with Francis, as the exact date of Albert’s issuance of their 
rule is not known.  
9 Jacques de Vitry, Historia Orientalis, cc. 51-52, cf Cicconnetti, La Regola, 238. 
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consultation with the Sienese friars, shows Carmelite hermits at study and prayer 

in small caves nestled within the mountains, surrounded by friendly lions.  

 Archaeological excavations conducted in the last century on the wadi ‘ain 

es-Siah provide some greater evidence for the structure of the early settlement. 

The discovery of several grottos in the area, about 4 kilometers from Haifa, offers 

proof of eremitical life in the Byzantine era, though there is no evidence of the 

continual presence of hermits in the area from early Christianity to the 

Carmelites.10 Excavations by Bellarmino Bagatti in 1960-61 revealed three 

separate components of the early complex – the oratory, a cell, and a staircase.11 

(Fig. 6) The discovered components are aligned with Albert’s Formula Vitae. The 

cell, positioned at the entrance to the hermitage, has been identified as that of the 

prior, as the rule states: “The Prior’s cell should stand near the entrance to the 

property…”12 The cell consisted of two rooms, one of which contained a small 

niche in which an object, such as an image of the Virgin, could have been placed. 

In his study on the Carmelite hermits, Elias Friedman interpreted this room as 

the living space of the prior, while the other room could have been used as a 

parlour, or reception area.13 This structure was a simple one, built of uncut stone, 

with the exception of the doorframe, which was made of cut stone. (Fig. 7) The 

interior walls were plastered. Cells for individual hermits were destroyed later in 
                                                
10 Andrew Jotischky notes that there is no evidence for monastic activity on Mount Carmel 
between the 6th and 12th centuries. He says that indigenous monks were settled near the “cave of 
Elijah” by 1160, major monastic growth did not occur in the area until after Saladin’s conquest of 
Jerusalem in 1187. See The Carmelites and Antiquity, 9. The most extensive study of the site is Elias 
Friedman, The Latin Hermits. I have not yet been able to access the archaeological reports made 
during Eugenia Nitowski’s excavations in the late 1980s. 
11 Bellarmino Bagatti, “Relatio de excavationibus,” in AOCD (3, 6, 7), 1958, 1961,1962. 
12 The Formula Vitae of St. Albert.  
13 Friedman, The Latin Hermits, 159-160. See also Denys Pringle, The Churches of the Crusader 
Kingdom of Jerusalem: A Corpus, Vol. 2 (Cambridge: Cambridge University Press, 1998): 249-257. 
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the 13th century, upon the construction of a monastery, which has not yet been 

excavated.14 After 1229, when the community was given permission by Gregory 

IX to keep beasts of burden, they added stalls for the animals to the complex.15 

The later construction of the monastery took place following the Carmelites’ 

initial move westward, and the beginnings of their transition to mendicants.16 

4. The 1247 Mitigation of the Carmelite Rule 

When the Carmelites began to leave Mount Carmel in the 1230s, it appears 

that they intended to remain hermits. In the process of leaving the Carmelites 

transformed from a community based at a single settlement to an order with 

multiple houses. Their earliest western foundations in Cyprus, Sicily, Provence, 

and England were relatively rural, not conducive to active ministry.17 

 Gregory IX’s 1229 ruling had placed the Carmelites in a state of 

mendicant-type poverty. Under Gregory’s Religionis vestra of April 9, 1229, he 

reconfirmed Albert’s rule, in addition to prohibiting the brothers from any 

possession of property and offering them papal protection.18 Without the ability 

to own land the Carmelites in the west could not develop along the lines of a 

                                                
14 Friedman, The Latin Hermits, 162. 
15 Emmanuele Boaga, “L’Architettura dei Carmelitani,” in Fons et culmen vitae Carmelitane: 
Proceedings of the Carmelite Liturgical Seminar at S. Felice del Benaco, 13-16 June, 2006, ed. Kevin 
Alban (Rome: Edizioni Carmalitanae, 2007): 2.  
16 Friedman notes that the earliest descriptions of the site, such as Roehricht’s 1235 map, refer to it 
as a “hermitorium,” while later, in Urban IV’s 1263 bull, it is called a monastery, The Latin 
Hermits, 34. 
17 For the earliest English settlements, see Keith Egan, O.Carm, “An Essay Toward a 
Historiography of the Origin of the Carmelite Province in England, in Carmelus (19), 67-100. The 
first four establishments were Hulne, Aylesford, Losenham, and Bradmer, 90. Hulne, for 
example, was located in the forests of Alnwick. The site was established by William de Vescy, 
who seems to have brought brothers with him directly from Mount Carmel. The first brothers at 
Aylesford, led by patron Richard de Grey, also likely came directly from the Holy Land. See 
Frances Andrews, 23-24. 
18 See Frances Andrews, The Other Friars: the Carmelite, Augustinian, Sack and Pied Friars in the 
Middle Ages (Woodbridge: The Boyden Press, 2006), 13. 
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traditional monastic order, and earn income from tenants and agricultural 

production. As a result, Carmelites needed to depend on donations, which, in 

their isolated settlements, far away from most potential patrons and their 

donations, was a challenging proposition.19 It is no doubt because of this 

conundrum, that, as a matter of survival, the Carmelites observed the Franciscan 

and Dominican orders as a functional “business model” to emulate. The 

Franciscans and Dominicans, deeply engaged in urban ministry, were immensely 

popular with the laity, and those friars were in the process of constructing 

spacious churches and piazzas to accommodate those who wished not only to 

worship with them, but also to fund their conventual complexes.20  

At the Carmelites’ general chapter meeting in 1247, which probably took 

place in England at Aylesford, it was decided to send two brothers, Reginald and 

Peter of Folsham, to petition Innocent IV to allow a modification of the rule.21 As 

Cicconetti points out, the fact that the Carmelites made the decision to petition 

for a mitigation of the formula vitae at a general chapter meeting is testament to 

the order’s increasing unity and institutional structure.22 

Innocent IV assigned two Dominican friars to assist them in revising their 

rule, Cardinal Hugh of St. Cher and William of Reading, Bishop of Tortosa. The 

modifications were confirmed by Innocent’s bull Quae honorem conditoris omnium 

of October 1, 1247. The changes to the text of the rule, however, were minimal. 

                                                
19 Egan, “Historiography,” 90. 
20 For the friars’ economic strategies, see Caroline Bruzelius, Preaching, Building, and Burying: 
Friars in the Medieval City (New Haven and London: Yale University Press, 2014). 
21 Paul Robinson, O. Carm, The Carmelite Constitutions of 1358: a critical edition with introduction and 
notes (Rome: Pontificia Studiorum Universitas A S  Thoma Aq. in Urbe, 1992): 12. 
22 Cicconetti, La Regola del Carmelo, 206. 
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Prescriptions for separate cells for the brothers, as well as the location of the 

prior’s cell remained the same. Only two additions referring to the location and 

design of the settlements were made. The first stated that, “If the prior and 

brothers see fit, you may have foundations in solitary places, or where you are 

given a site that is suitable and convenient for the observance proper to your 

Order.”23 This statement was key in the Carmelites’ transformation from hermits 

to mendicants as it presented the brothers with options for their settlements, 

allowing them to locate where they “see fit.” They could continue to establish 

themselves in isolated locations, as on Mount Carmel, or they could take 

advantage of other sites that they might be granted – even if it were urban. 

Cicconetti notes that Quae Honorem Conditoris gave Carmelites the option of 

living in urban settings, but did not compel members of the order to cease their 

hermetic lives.24 

The second addition referred to the design of the settlements themselves:  

“However, you are to eat whatever may have been given you in a common 

refectory, listening together meanwhile to a reading from Holy Scripture where 

that can be done without difficulty.”25 With this addition, the Carmelite brothers 

were instructed to spend additional time as a community, beyond the daily mass 

they were previously required to celebrate. They were thus also required to have 

a refectory in their living spaces – a step towards their settlements becoming 

fully communal convents, rather than simply clusters of cells for largely solitary 
                                                
23 The Rule of St. Albert – the Revisions of Pope Innocent IV in 1247, Carmelitana Collection, 
Washington, D.C., accessed March 14, 2016, http://www.carmelitanacollection.org/wp-
content/uploads/2014/09/The-Rule-of-Saint-Albert-Revisions-of-Pope-Innocent-IV.pdf. 
24 Cicconetti, La Regola del Carmelo, 234-235.  
25 The Rule of St. Albert – the Revisions of Pope Innocent IV in 1247, Chapter 7. 
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hermits. However, the directive remained that: “Each one of you is to stay in 

your own cell or nearby, pondering the Lord’s law day and night and keeping 

vigil at your prayers unless attending to some other duty” – it seems that 

communal repast was now one of the “other duties” a brother might be engaged 

in.  

These potential duties would expand as the Carmelites were granted more 

pastoral privileges and responsibilities. Prior to confirming the adapted rule, in 

1245 Innocent IV had issued Quoniam ut ait, asking Christians to assist the 

Carmelites, and Cum dilecti filii, asking for assistance in finding the Carmelites 

places to live.26 In 1252, with Ex parte dilectorum, Innocent asked bishops to 

protect the Carmelites, permitting them to build cells and churches, and to have 

cemeteries and bells. The text of this bull, it should be noted, uses the term cella, 

rather than conventus, which would have been more in line with construction of a 

full mendicant complex, meaning that the Carmelites were still seen as different 

from the other orders.27 The following year, they were given permission to 

preach and hear confession, and in 1261, they were permitted to allow the laity to 

frequent their churches.28 

5. The Second Phase of Construction on Mount Carmel 

The site of Mount Carmel offers evidence of later additions that reflect the 

revised rule. Though the full monastic complex, which supplanted the original 

hermits’ cells, has not been excavated, documentary evidence exists for its 

                                                
26 See Adrian Staring, “Four Bulls of Innocent IV: A Critical Edition,” in Carmelus 27 (1980), and 
Andrews, The Other Friars, 14.  
27 Robinson, Constitutions of 1358, 98 
28 Andrews, The Other Friars, 17. 
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construction. Urban IV’s bull of 19 February 1263, Quoniam ut ait Apostolus, 

mentioned the brothers on Mount Carmel constructing a “monastery” of 

“sumptuous proportions” and offered an indulgence to those who contributed to 

its completion.29 (Fig. 8) 

 The Mount Carmel oratory, dedicated to the Blessed Virgin, was enlarged 

in the second half of the 13th century. The pre-1247, western part of the oratory is 

described, like the cell of the prior, as being made of rough, uncut stone, with the 

exception of the apertures, which were framed by cut stones. The later addition 

to the east, however, was more elaborate. The local stones used for construction 

of the walls were carved by professionals, and, most notably, the roof was 

probably vaulted.30 (Fig. 9) 

 What might have led to these additions to the oratory? The rule of 1247 

made no mention of oratories for the brothers beyond what was determined in 

Albert’s rule. The oratory was merely to be as “commodious as possible” – no 

specific instructions are given for masonry or for vaulting. However, the 

additions to the Mount Carmel oratory bear strong similarity to the architectural 

legislation developed by the Dominican order earlier in the century, and to the 

Franciscan guidelines for buildings in the 1260 Constitutions of Narbonne, to 

which I shall return. 

                                                
29 Friedman, The Latin Hermits, 165. 
30 Friedman, The Latin Hermits, 161. Friedman states without elaboration that the pilasters in the 
eastern part “appear to have sustained a vault,” while those in the western part simply 
“sustained transversal elements in the structure of the roof.” 
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6. Cells and Dormitories 

The importance of individual cells in the early Carmelite rules stands at 

odds with the order’s increasingly mendicant existence as the 13th century 

progressed. As hermits, the Carmelites spent much of their time in their cells in 

prayer and contemplation. In Foucault’s theory of cellular discipline, the cell 

would serve as the eye of God, constantly in an act of surveillance over the 

brothers, ensuring their obedience.31 I propose that the insistence on the 

Carmelites’ oratory being placed in the center of the cells takes Foucault’s ideas 

further – the oratory serves as a de facto panopticon – the Church,  (and the 

implicit need to meet its expectations) was a visible and literal central presence in 

the daily lives of the brothers. 

 The choice of an eremitic rather than cenobitic life was a deliberate one for 

the early Carmelites, but one that would come under question as the order 

moved into urban areas and adapted to the active life. As they turned away from 

the model of the central oratory surrounded by cells, the Carmelites needed new 

architectural models. The “ur-mendicants,” the Franciscans and Dominicans, are 

the obvious choice, but it is also worth noting that there were a variety of 

approaches to communal living taken by other others, both cenobitic and 

eremitic.  

 Cistercian legislation reveals an impetus towards individual cells within 

monasteries that was strongly discouraged and resisted by the General Chapter. 

In Cistercian monasteries, the monks’ dormitory was usually found on the east 
                                                
31 Michel Foucault, “Space, Knowledge, and Power,” in The Foucault Reader, ed. Paul Rabinow 
(New York: Vintage Books, 2010): 239-256. See also Jeremy Carrette, Foucault and Religion 
(London: Routledge, 2000): 119-120. 
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range of the cloister, above the ground story. Lay brothers would have a separate 

dormitory, which was often one of the first structures built in the process of 

constructing a new monastery.32 Chapter 22 of the Rule of St. Benedict had 

several specifications in regard to sleeping arrangements. It states: “If possible, 

let all sleep in one place,” although the rule specifies separate beds.33 Further 

instructions were given, presumably to preclude improper decorum. A candle 

was to be kept burning. Further, young members of the order were not to have 

beds next to each other; instead they should be interspersed among older monks. 

 Dormitories in Cistercian monasteries were generally constructed as large 

open spaces. Yet there is evidence from the early 13th century that monks were 

partitioning this space in an effort to create a modicum of privacy. At Jervaulx 

Abbey in Yorkshire, socket holes likely from the early years of the 13th century 

have been identified in the dormitory – evidence of efforts to erect partitions.34 

These first partitions were simple, made with curtains or wood, having no doors 

or ceilings, and the cell could still be easily inspected; more permanent stone 

                                                
32 Virginia Jansen, “Architecture and Community in Medieval Monastic Dormitories,” in Studies 
in Cistercian Art and Architecture, vol. 5, ed. Meredith Parsons Lillich (Kalamazoo: Cistercian 
Publications, 1998): 61-62. As the lay brothers were often the builders, their accommodations 
were often built first. 
33 The Rule of St. Benedict, Chapter 22. The Order of St. Benedict. Accessed March 16, 2016. 
http://www.osb.org/rb/.  
34 Jansen, “Architecture and Community,” 74-75. In 1192, the Cistercian General chapter had 
admonished the abbey of Longpont, stating that its dormitory was “contra formam et 
consuetudinem Ordinis,” and that it would need to be rebuilt within three years. The violations 
of the dormitory are not specified, but this censure does reveal that a Cistercian norm existed for 
dormitories at the time. See Jansen, “Architecture and Community,” 72, and David Bell, 
“Chambers, Cells, and Cubicles: the Cistercian General Chapter and the Development of the 
Private Room,” in Perspectives for an Architecture of Solitude: Essays on Cistercians, Art, and 
Architecture in Honor of Peter Fergusson, ed. Terryl N. Kinder (Citeaux: Brepols, 2004): 188-189. For 
an in-depth study of Longpont, see Caroline Bruzelius, Cistercian High Gothic: the abbey church of 
Longpont and the architecture of the Cistercians in the early thirteenth century (Rome: Editiones 
Cistercienses, 1979). 
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walls would follow later in the 13th century.35 Interestingly, the Council of Paris 

in 1212 had prohibited monks from sleeping outside of their common 

dormitories.36 

 To Cistercian leaders, privacy was potentially dangerous. In an open 

dormitory, little could be hidden. Smaller, less public spaces, however, could 

host and hide consumption of indulgent meals, meat, and conspiracies, as 

outlined by the 1370 Cistercian general chapter, which called for the destruction 

of cells in dormitories.37 Throughout the 14th century efforts had been made to 

curtail individualization of space in Cistercian dormitories, most notably in 1335 

when Benedict XII issued the bull known as the Fulgens sicut stella, or more 

simply the Benedictina, calling for Cistercian reform. Intending to revert monastic 

life to its original practice, Benedict banned the construction of individual cells 

and ordered that existing cells be demolished within three months.38 

 That Benedict’s reforms were not uniformly followed is demonstrated by 

the renewed directive in 1370 to return to a common dormitory. David Bell 

points out that, by the 14th century, societal definition of the individual and 

personal expectations for privacy were different than those at the time of the 

creation of the Cistercian order.39 He also notes that the 12th and 13th centuries 

had seen an increase in types of religious life that focused more on solitude 

                                                
35 Bell, “Chambers, Cells, and Cubicles,” 191. 
36 Cicconnetti, La Regola del Carmelo, 241. 
37 Bell, “Chambers, Cells, and Cubicles,” 190. 
38 Bell, “Chambers, Cells, and Cubicles,” 189-190. Exceptions to the ban on individual cells were 
made only for the infirm, or those who might be excused “by virtue of their office.” 
39 Bell, “Chambers, Cells, and Cubicles,” 187-188. He cites Caroline Walker Bynum, Jesus as 
Mother. He also cites the advent of the chimney and individual fireplace, making smaller spaces 
warmer. 
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(namely anchorites, recluses, and Carthusians). The Cistercians, though, were not 

an order focused on solitude and individualism. It is therefore useful to consider 

the Carmelites in the context of other orders, neither mendicant nor strictly 

monastic – the Carthusians, Camadolese, and the Vallombrosians. 

The Carthusian order was founded around 1084 by St Bruno of Cologne, 

though it did not significantly reach Italy until the early 13th century or Tuscany 

until the 14th.40 The Carthusians were committed to isolation and solitude – an 

early customary by Prior Guy contains a chapter on solitude that mentions 

biblical examples, including among others, Moses, Elijah, Elisha, and John the 

Baptist.41 The Carthusian charter saw the monastery as a “desert” and made 

correlations between their cells and tombs, in line with their practice of being 

“dead to the world.” using prayer, work, and mortification in the cell to remove 

external connections and distractions from the self.42 

                                                
40 The Carthusian Provincia Tusciae was established in 1414. Houses established in the 14th 
century were the houses of Maggiano (near Siena, established 1314), Bologna (1334), Lucca (at 
Farneta, 1338), Florence (at Galluzzo, 1341), Pontignano (Siena, 1343), Siena (at Belriguardo, 
1345), Montello (Treviso, 1353), Pisa (Calci, 1367), and La Gorgona (Livorno, 1373). See Erik 
Gustafson, “Tradition and Renewal in the Thirteenth-Century Franciscan Architecture of 
Tuscany” (Ph.D. diss., New York University, 2012): 354. The order’s first foundation in Tuscany 
was made at Maggiano, near Siena, when Cardinal Riccardo Petroni made a bequest in his will in 
1314. Petroni had become familiar with the Carthusians during his time at the papal court at 
Avignon. He and his family were buried in tombs at Maggiano. See Brendan Cassidy, “The 
Tombs of the Accaioli in the Certosa del Galluzzo outside Florence,” in Studies in Carthusian 
Monasticism in the Late Middle Ages, ed. Julian M. Luxford (Turnhout: Brepols, 2008): 329. 
41 Jotischky, Perfection of Solitude, 129. See also Perchuk, “In the Image of Elijah,” 168. Customary – 
Guigo de Castro, Consuetudines, LXXX, PL 153, col. 755. The Carthusian settlement at Chartreuse 
was built in a narrow valley flanked by high cliffs, which assisted the order in maintaining its 
eremitical purpose due to the difficulty of accessing it. Jotischky, Perfection of Solitude, 42. 
42 Julian M. Luxford, “The Space of the Tomb in Carthusian Consciousness,” in Ritual and Space in 
the Middle Ages: proceedings of the 2009 Harlaxton Symposium, ed. Frances Andrews (Donington: 
Shaun Tyas, 2011): 274-275, 278. Carthusian cells might also contain images. Painted crucifixion 
scenes, traced to the Chartreuse de Champmol, are now in the Cleveland Museum of Art and the 
Louvre,  attributed to Jean de Beaumetz. William Hood, Fra Angelico, 196. Cleveland Museum. 
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Such emphasis on solitude and cellular living draws a comparison to the 

early Carmelites, and indeed, Albert of Vercelli would almost certainly have 

been familiar with the Carthusians. An anonymous 13th-century text compares 

the two orders: “Ratione contemplationis... Carthusienses ...cellis includuntur, et 

eadem de causa Fratres Ordinis Carmeli habent cellas separatas pro 

contemplatione habenda.”43 There is a slight but intriguing possibility that 

Carthusian practice may have spread to the Holy Land, quite close to Mount 

Carmel, by the end of the 12th century. The monastery of Saint George at al-

Ba’ina, around 20 km east of Acre, was organized in a possible Carthusian 

fashion, with 12th-century buildings and a “courtyard with individual cells built 

around an upper story.”44 Though Denys Pringle believed this to be an Orthodox 

monastery, as described in the c. 1230 pilgrimage text Les sains pèlerinages, 

Andrew Jotischky does not discount the possibility of the site, at least at one 

point, having been affiliated with Westerners familiar with Carthusian practice.  

The Camaldolese are particularly important to consider in comparison to 

the Italian Carmelites, as they were founded in Tuscany. They were established 

at Camaldoli, near Arezzo, around 1025-1027 by St. Romuald of Ravenna. 

Romuald’s order sought to combine the eremitic and the monastic lives, as the 

first Carmelites would attempt under the Rule of Albert nearly two centuries 

later. Under the authority of an abbot, hermits would live individually in cells in 

relatively close proximity to a monastery, following the rule of St. Benedict.45 The 

                                                
43 Cf Cicconnetti. Oliger, Regula reclusorum in Ant. 9 (1934), 255 and note 6. 
44 Jotischky, Perfection of Solitide, 83. 
45 The most comprehensive study of the Camaldolesi in Italy is Cecile Caby, L’eremitisme rural au 
monachisme urbain: Les Camaldules in Italie a la fin du Moyen Age (Rome: Ecole Francaise du Rome, 
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order’s early governing documents were a first set of constitutions written by 

Prior Rodolfo I in the last quarter of the 11th century, followed by his successor 

Rodolfo II’s Liber Eremitice Regule in the third quarter of the next century.46 

Though the rule of St. Benedict was cited as the governing structure, the mandate 

of individual cells was obviously a deviation. Romuald’s original foundation was 

comprised of five wooden cells, one for each hermit. (Fig. 10) The site at 

Camaldolese has been heavily renovated and reconstructed, but the cell of 

Romuald survives; it had a bedroom, garden, and chapel, suitable for complete 

isolation, and was surrounded by other cells.47 The hermits could choose to 

remain in constant seclusion, or they could emerge for communal meals and 

manual labor.48 

By 1200, there were 33 Camaldolese monasteries in Tuscany and more 

than 95 total, mainly in rural settings, but some in urban contexts, including 

three churches in Pisa – San Frediano, San Zeno, and San Michele. By the end of 

13th century the Camaldolesi would arrive at Santa Maria degli Angeli in 

Florence.49 There we have examples of how the order tackled the problem of 

establishing their eremitic lifestyle in an urban setting. They practiced severe 

claustrum, building high walls around their complex. They slept in dormitories 

partitioned into cells, maintaining their seclusion, but not in its original form.50  

                                                
1999), though she does not provide deep analysis of surviving architectural structures. See also 
Erik Gustafson, “Tradition and Renewal,” 214. 
46 Gustafson, “Tradition and Renewal,” 214. 
47 Gustafson, “Tradition and Renewal,” 187. 
48 Caby, L’eremitisme, 72-73. 
49 Gustafson, “Tradition and Renewal,” 180. Gustafson catalogued the typologies of the surviving 
Camaldolese churches in Tuscany, finding that most were singled naved, some with transepts.  
50 Caby, L’eremitisme, 193. 
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 Like the Camaldolese, the Vallombrosans were founded in Tuscany in the 

by John Gualberti, who established the order around 1038, about 30km from 

Florence. In the next 160 years, 33 houses would be founded in Tuscany, and 70 

in total.51 John Gualberti, who had lived with the Camaldolese for a time prior to 

founding his order, promulgated extreme asceticism under the Benedictine rule. 

The structure of the order was both cenobitic and eremitic – the brothers were 

strictly cloistered, but the community included many conversi to interact with 

the outside world.52 Though the monastery at Vallombrosa was isolated, the 

order also established urban foundations, including Santa Trinita in Florence and 

San Michele in Siena.53 

7. Dominicans and Franciscans 

Dominican and Franciscan documents and legislation address both the 

architecture of their churches and the dwelling arrangements of their convents. 

Francis was notably drawn to the eremitical life. In the early years after his 

conversion he restored the church of the Porziuncola outside of Assisi; Thomas 

of Celano describes him as wearing “a kind of hermit’s dress, with a leather 

girdle about his waist.”54 Following the approval of the rule in 1209, Francis and 

his early followers debated whether they would live in solitary places or among 
                                                
51 Gustafson, “Tradition and Renewal,” 154-155. See also Kaspar Elm, “La congregazione di 
Vallombrosa nella sviluppo della vita religiosa altomedievale,” in I Vallombrosani nella società 
italiano dei secoli XI e XII, ed. Giordano Monzio Compagnoli (Vallombrosa, 1995), and Italo 
Moretti, “Architettura degli Insediamenti Eremitici in Toscana,” in Ermites de France et d’Italie (XI-
XV Siecle), ed. André Vauchez (Rome: École Française de Rome, 2003). 
52 Gustafson, “Tradition and Renewal,” 155. 
53 For Santa Trinita, see Walter and Elizabeth Paatz, Die Kirchen von Florenz (Frankfurt am Main: 
V. Klosterman, 1952-1955). For San Michele/Donato, see Die Kirchen von Siena, Vol. 2 and A. 
Liberati, “Chiese, Monasteri, Oratori e Spedali Senese,” in Bullettino Senese di Storia Patria LXVI 
(1959): 167-182. San Michele was acquired by the Discalced Carmelites in 1683, before becoming a 
parish church with the name of San Donato in 1816. 
54 1 Celano 9: 21 in Early Documents I, 201. 
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other men.”55 The order’s early consideration of both types of vocations can be 

seen in Jacques de Vitry’s 1216 description of their daily activities: “During the 

day they go into the cities and villages giving themselves over to the active life in 

order to gain others; at night, however, they return to their hermitage or solitary 

places to devote themselves to contemplation.”56 In addition to the Porziuncola, 

the early Franciscans had other hermitages, including La Verna, where Francis 

would ultimately receive the stigmata. 

As La Verna is approximately 20 miles from Camaldoli, there has been 

debate about how much interaction Francis might have had with the 

Camaldolese. Indeed, echoes of Camaldolese architecture can be seen at the 

Porziuncola – which contained individual cells with a church at the center (not 

dissimilar to the arrangement at Mount Carmel).57 The Franciscan rules of 1221 

and 1223 make no specific provisions for the living arrangements of the brothers, 

aside from insistence on poverty, nor does Francis’s testament. However, a short 

text survives from Francis, probably written around 1222-1223, providing 

instructions for “Religious Life in Hermitages.”58 The document prescribes that 

no more than 3 or 4 friars should go to a hermitage to practice the religious life. 

Two of these brothers should serve as “mothers,” living the life of Martha, and 
                                                
55 1 Celano 14:34, Early Documents I, 213-214. 
56 See William Short, “Recovering Lost Traditions in Spirituality: Franciscans, Camaldolese and 
the Hermitage,” in Spiritus: A Journal of Christian Spirituality 3 (2003): 211, Jacques de Vitry, Letter I 
in Francis of Assisi: Early Documents I, 579. 
57 Short, “Franciscans, Camaldolese,” 214. At the Porziuncola the friars had originally had only a 
single cell. In anticipation of a General chapter meeting which would be held there, the people of 
Assisi constructed a large stone building for the use of the friars. Francis was aghast when he 
returned to Assisi and saw this building, as he feared the order might try to construct similar 
buildings elsewhere, and sought to destroy it. The commune stopped him, assuring Francis that 
the building belonged to them and that they bore responsibility for its maintenance. This story is 
relayed in the Mirror of Perfection, Early Documents III, 260-261. 
58 Francis of Assisi, “Religious Life in Hermitages,” Early Documents I, 61-62. 
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the others as “children,” living the life of Mary Magdalene. These “children” 

were to live separately, not allowing anyone to enter their enclosure, and 

speaking only to the “mothers.” The “mothers” were to avoid outsiders and to 

keep the “children” away from them as well. Within the hermitage, the friars 

would recite the hours and observe silence between Compline and Terce. They 

were not, however, to eat within their cells, in contrast to Camaldolese practice.  

Francis’ eventual instructions for the establishment of settlements within cities 

also advocated for cells. The friars were not to build large buildings – their 

churches were to be small, and they might “have poor hits made of mud and 

wood and some little cells where the brothers can sometimes pray and work for 

greater benefit and also to avoid idleness.”59 

The Constitutions of Narbonne include limited mention of the sleeping 

arrangements of friars, devoting more attention to the observation of poverty 

within church architecture. The constitutions include the provisions that “Silence 

is also to be observed in the cloister, the dormitory, the choir, the study, and 

during meals, in the refectory,”60 and notably: “No brother, with the exception of 

the ministers and the lectors in the general study houses, may have a private 

room separate from the dormitory.”61 Partitioning of the dormitories would, 

however, eventually occur. For example, at Greyfriars in London, the dormitory 

                                                
59 Mirror of Perfection, Early Documents III 264. 
60 Constitutions of Narbonne, 91. 
61 Constitutions of Narbonne, 92. Bonaventure’s Instructions for Novices, also written around 1260, 
include instructions for the proper position in which one should sleep – on one’s side, with legs 
covered, and never with one’s hands in his lap, lest he be seen “in an immodest position” – an 
indication of constant observance within a communal dormitory. Instructions, 164.  
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had been begun as an open space in 1279, but eventually divided into “dyvers 

lytle romes above in the Dorter.”62 

The situation for the Dominican order differed, by virtue of the nature of 

the order, clerical from the outset. As early as 1216, Dominic and his brothers 

began to build a cloister and cells for study and sleeping at the church of St. 

Romain in Toulouse, containing both a bed and a table for study.63 The Primitive 

Constitutions note that silence should be observed in the dormitory, but there is 

no mention of individual spaces. The 1241 redaction of the Dominican 

constitutions under Raymond of Penyafort, however, includes specific 

provisions that the walls of the dormitory building not exceed 12 feet in height, 

and that each friar was to have a single cell, though in certain cases (such as for 

the prior) a double cell could be allowed.64 The cells may have had doors, but 

they were generally left open and the interiors would have been visible from the 

corridor. (Fig. 11) Inside, the Dominicans would have simple furnishings for 

sleeping, an image of Christ crucified, the Virgin, or St. Dominic to aid in 

prayer.65 Tommaso da Modena’s frescoes for the chapterhouse at San Niccolò, 

Treviso, famously depict Dominicans at study in individual cells, though Joanna 

                                                
62 Nick Holder, “The Medieval Friaries of London: a topographic and archaeological history, 
before and after the Dissolution,” (Ph.D. thesis, Royal Holloway, University of London, 2011): 94. 
See also Charles Lethbridge Kingsford, The Grey Friars of London; their history, with the register of 
their convent and an appendix of documents (Aberdeen: The University Press, 1915): 157-158 
63 Bruzelius, Preaching, Building, and Burying, 60, Gerard Gilles Meersseman O.P., “L’architecture 
dominicaine au XIII siècle,” in Archivum Fratrum Praedicatorum XVI (1946): 144, and Jordan of 
Saxony, Libellus de Principiis Ordinis Praedicatorum, ed. H.C. Scheeban, Vol. 16: Monumenta 
Ordinis Fratrum Praedicatorum Historica. Rome: 1935): 46 
64 William Hood, Fra Angelico at San Marco (New Haven and London: Yale University Press,1993): 
196.  
65 The Dominicans were also to place an image of the Virgin in the corridor of the dormitory, and 
to keep a lamp burning before it. Hood, Fra Angelico, 196. 
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Cannon makes the point that none of their cells contain images.66 (Fig. 12) 

Novices might have slept in a central dormitory, though once past the novitiate, 

use of these semi-private spaces was extremely common.67 Like their churches, 

all Dominican buildings were to be “humble and moderate,” including the 

dormitories.68 Under Humbert of Romans, master general between 1254 and 

1263, Dominican legislation was enforced and convents that violated it were 

penalized, among them Barcelona, which had a dormitory that “notably 

exceeded the height designated by the Order.”69  

8. Nicholas of Narbonne and the Ignea Sagitta 

The first surviving Carmelite constitutions are those of 1281, which 

contain the Rubrica Prima explicating the order’s storied origins on Mount 

Carmel. The earliest surviving Carmelite document, however, was written a 

decade earlier. Called the Ignea Sagitta, or the Flaming Arrow, it was written in 

1270 by Nicholas of Narbonne (also known as Nicholas Gallicus), who had been 

elected as prior general in 1266 at the general chapter at Toulouse.70 In this 

document, Nicholas lambasts his order for deviating from its hermetic way of life 

in the wake of the mitigation of the rule and relocation of communities to urban 
                                                
66 Cannon, Religious Poverty, 203. 
67 Joanna Cannon, Religious Poverty, Visual Riches: Art in the Dominican Churches of Central Italy in 
the Thirteenth and Fourteenth Centuries (New Haven and London: Yale University Press,): 201. The 
Nine Ways of Prayer of St. Dominic, written in Bologna between 1260-1288, noted that Dominic 
himself “withdrew to some solitary place, to his cell or elsewhere, and recollected himself in the 
presence of God.” In Saint Dominic: Biographical Documents, ed. Francis C. Lehner, O.P. 
(Washington, DC: The Thomist Press, 1964): 157. 
68 Richard Sundt “"Mediocres domos et humiles habeant fratres nostri:" Dominican Legislation on 
Architecture and Architectural Decoration in the 13th Century” in JSAH (46): 401. 
69 Sundt “Dominican Legislation”: 401. 
70 Jotischky, The Carmelites and Antiquity, 80. It is likely that Nicholas succeeded Simon Stock as 
prior general. Nicholas is referenced as prior general of the Carmelite order in a letter of 
Alphonse, Count of Poitiers, younger brother of Louis IX, who died in 1271. See Correspondance 
administrative d’Alphonse de Poiters, Vol. ii (Paris: Imprimerie Nationale, 1900): 504, no. 1961.  
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centers. Though there are numerous questions about the circulation and degree 

of influence that this document might have had, which I will discuss below, 

Nicholas provides a rare description of the realities of convent living for at least 

some western Carmelite settlements in this period.  

 The Ignea Sagitta addresses numerous points of Nicholas’ dissatisfaction 

with the order; it is the desperate plea of the aging prior for his order to return to 

its pure, original state.71 In addition to its critique of the order, the Ignea Sagitta is 

significant for Nicholas’ invocation of the Virgin Mary, one of the first extensive 

mentions of her in Carmelite text. The letter itself often takes the form of a 

planctus Mariae sermon. Yet a different mother is also paid great attention. In the 

prologue, Nicholas casts the Carmelite order itself as a mother to the brethren. 

He casts as her legitimate sons the brothers who sought to uphold their 

eremitical origins, and as her stepsons those who supported urbanization and 

movement away from solitary contemplation.72 He writes that the legitimate sons 

will welcome this letter, called the Flaming Arrow “for its bright, sharp 

truthfulness,” while it “will seem hateful to the stepsons, whose ill deeds it will 

show to be the deeds of those who hate the light.”73 

 The Ignea Sagitta is comprised of fourteen chapters, several of which deal 

with specific repercussions of mendicancy. In the fourth, Nicholas criticizes the 

                                                
71 The Latin text of the Ignea Sagitta is found in “Nicolai Prioris Generalis Ordinis Carmelitarum 
Ignea Sagitta,” ed. Adrian Staring, in Carmelus 9 (1962). This edition was translated by Bede 
Edwards, OCD as “The Flaming Arrow by Nicholas, Prior General of the Carmelite Order,” 
Carmelitana Collection, Washington, D.C., accessed March 15, 2016, 
http://www.carmelitanacollection.org/wp-content/uploads/2014/09/The-Ignea-Sagitta.pdf. 
72 Ignea Sagitta 22.  
73 Ignea Sagitta 23. The motif of the flaming arrow would be repeated in later Carmelite doctrine 
and hagiography, particularly that of St. John of the Cross and St. Teresa of Avila. 
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Carmelites for their new attempts at preaching – or “tale-telling,” as he calls it – a 

task undertaken by those afflicted with vainglory.74 Nicholas believed that the 

brothers who preached had neither the education nor the experience to preach 

sagely: “I who have made the round of the Provinces and become acquainted 

with their members must sadly admit how very few there are who have 

knowledge enough or aptitude for these offices.”75 Indeed, in the following 

chapter Nicholas criticizes pursuits of Carmelites who have abandoned solitary 

lives for those in the world – he describes their interests as far-removed from 

preaching. Those no longer living lives of desert contemplation are living in “an 

abyss of occasions of sin and unseemly rovings.”76 He continues: “The main 

reason for your wanderings is to visit not orphans but young women, not 

widows in their adversity but silly girls in dalliances, beguines, nuns and 

highborn ladies. Once in their company you gaze into each other’s eyes and utter 

words fit for lovers, the downfall of right conducts and a snare to the heart.”77  

 The brothers were subject to these temptations because they were away 

from the desert, dwelling in the wicked city and wandering outside of their cells. 

Solitude, he writes, was held in the highest regard by God. Abraham had 

ascended a mountain to sacrifice Isaac, as directed by God. Later, Lot would flee 

to a mountain from Sodom. Moses was alone on Mount Sinai when he received 

the Ten Commandments, as was Mary in her chamber at the moment of the 

Annunciation. Christ prayed alone on a mountain, and he spent 40 days and 

                                                
74 Ignea Sagitta, 31. 
75 Ignea Sagitta, 32. 
76 Ignea Sagitta, 33. 
77 Ibid. 
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nights in solitude in the desert, becoming a model for the Carmelites’ 

predecessors.78 

 Carmelite settlement in urban locations was in direct contradiction to 

these examples. Nicholas takes issue with the provision of the 1247 mitigation of 

the rule that allowed the Carmelites to establish themselves in cities. He points 

out that the provision reads as: “You may make foundations in solitary places, or 

where land is given to you which is suitable and convenient for the observance 

proper to your Order.” Though cities are not suitable or convenient for proper 

Carmelite observance, contemporary friars, he writes, have ignored that they still 

might settle in solitary places.79 

 In the eighth chapter Nicholas begins to focus on the most solitary of 

places – the hermit’s cell. The Carmelite rule, which Nicholas writes was inspired 

by the Holy Spirit, dictated that each brother “is to have a separate cell.”80 These 

cells should not be contiguous, but separate “in order that the heavenly 

Bridegroom and his Bride, the contemplative soul, might converse the more 

secretly as they repose therein.” Within the cells, the brothers were supposed to 

stave off idleness through engagement in spiritual tasks, namely prayer and 

contemplation. Without referring to specific urban convents by name, Nicholas 

criticizes them:  

But you city dwellers, who have exchanged your separate cells for a 
common house, what spiritual task do you perform, there in full view of 
one another, what are your holy occupations? When do you ponder God’s 
Law and watch at your prayers? Does not all the vanity you see or hear, 

                                                
78 Ignea Sagitta, 36-37. 
79 Ignea Sagitta, 39. 
80 Ignea Sagitta, 42.  
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say or do, as you wander hither and thither all day long, come back to 
your memories at night?81 
 

Communal living, it would seem, would lead to distractions, disagreements, and 

even fights between brothers.  

A clue to the realities of living situations for Carmelites might be found in 

this: “Perhaps some of you will say: ‘Although we live in the city, we have 

separate cells, or mean to have them by and by.’”82  Indeed, as described below, 

at the convents at Cambridge, the Carmelites were not maintaining separate cells 

as written in the rule. By the middle of the 13th century, Carmelite construction of 

cells with the oratory in the middle seems to have been on the way to disuse, 

however this cannot be assumed as a general principle.83  Nicholas felt that, for 

those living in the city, separate cells did not serve their intended purpose, as the 

brothers were in them only to sleep, as their days were occupied by roaming the 

city, and much of the night by revelry within the convent. A professed member 

of the order, Nicholas wrote, should rarely leave his cell.84 He who did was a 

stepson disappointing his mother. 

 To what extent might Nicholas have been familiar with early life on 

Mount Carmel? As Andrew Jotischky noted, Nicholas was an elderly man in 

1270 and thus feasibly could have joined the order on Mount Carmel prior to its 

first wave of migration to Cyprus and the west in the 1230s.85 A further point of 

interest is the closing statement of the Ignea Sagitta: “Given and executed in the 
                                                
81 Ignea Sagitta, 42. 
82 Ignea Sagitta, 43. 
83 Benedict Zimmerman, OCD, Les saints déserts des Carmes Déchaussés (Paris: Librairie de l’Art 
Catholique, 1927): 3-10. 
84 Ignea Sagitta, 43-44. 
85 Jotischky, The Carmelites and Antiquity, 81. 
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year of our Lord one thousand two hundred and seventy, in the month of 

February, on Mount Enatrof, terrible to enemies; there is the house of God and 

the gate of Paradise.”86 Though Mount “Enatrof” does not exist, Adrian Staring 

and Jotischky both believe it references “Fortane” (spelled backwards) which is 

believed to have been an early Carmelite settlement in Cyprus.87 It is thus within 

the realm of possibility that Nicholas spent his early years in the order on Mount 

Carmel and/or Cyprus, and then retired there to write the Ignea Sagitta. Of 

additional note is that at the 1269 general chapter meeting at Messina, at which 

Nicholas may have resigned, many brothers from the Holy Land, particularly 

from Acre and Mount Carmel, were in attendance.88 Could they have been an 

impetus behind Nicholas’ desire for the order to return to the eremitic way of 

life? 

 The haziness of Nicholas’ biography complicates the process of 

determining to what extent the views he articulates in the Ignea Sagitta were 

shared by other members of the order, and to what extent the document was 

circulated. Nilo Geagea believed that Nicholas’ text was indicative of a major 

divide within the order.89 Richard Copsey, however, rejected that possibility, 

noting that, in 1270, the Carmelites were not actively pursuing new hermetic 

                                                
86 Ignea Sagitta, 57. 
87 Richard Copsey, “The Ignea Sagitta and its Readership: a Reevaluation,” in Carmelus 46 (1999): 
172, and Jotischky, The Carmelites and Antiquity, 81. See “The List, Domus in Terra Sancta,” in 
Adrian Staring, MCH 262-266 –  “Fortanie” was listed in a 14th-century document as the first 
Carmelite settlement on Cyprus. Jotischky also notes the problematic contradiction that Nicosia 
and Famagusta have been noted by other scholars as the first Cypriot houses, and that Fortanie 
may not have existed in this period, ibid. 81. 
88 Copsey, “The Ignea Sagitta,” 172.  
89 Nilo Geagea, O.C.D., Maria Madre e Decoro del Carmelo (Rome: Teresianum, 1988): 125. 
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foundations; they were instead focusing on new urban locations.90 Even if 

Nicholas was writing on behalf of his own opinions and not those shared by 

others, one could reasonably assume that a treatise written by the prior general 

would have enjoyed circulation throughout the order. Yet Copsey also pointed 

out that, not only are there few early copies of the Ignea Sagitta, none from the 

13th century, but also that Nicholas himself is largely absent from the early 

Carmelite historical record. The first known mention of the Ignea Sagitta comes 

from Giovanni Grossi’s Vividarium, written between 1411-1417, of which only 

one 15th-century copy survives.91 It is odd that it went unmentioned by 14th-

century Carmelite authors, such as Sibert de Beka, John Baconthorpe, or Felip 

Ribot, leading Copsey to conclude that the text was not widely circulated and 

had no bearing on the direction of Carmelite operations.92 Nicholas himself 

seems to have been a largely unknown entity in the 14th century. He does not 

appear in an early register of prior generals by Jean Trisse, which begins with 

Ralph Alemannus, elected in 1271.93 He does, however, appear in the Florentine 

necrology, entered under April 29.94 

                                                
90 Copsey, “The Ignea Sagitta,” 164-165. 
91 Copsey, “The Ignea Sagitta,” 166. The surviving copy is in the British Library, MS Cotton 
Vitellius D IV 7. Other 15th-century copies, now lost, existed in Liege, Flanders, and possibly 
Cologne. 
92 Copsey allows that the 14th-century authors could have been recalcitrant to quote Nicholas as 
he was being critical of the order, but would consider this to be unlikely. He also suggests that, if 
Nicholas did compose the text on Cyprus, it might have been less readily circulated than had he 
been in Europe at the time. “The Ignea Sagitta,” 167-172. Jotischky, however, suggests that 
Nicholas’ text could have been intentionally suppressed. The Carmelites and Antiquity, 81 n. 4. 
93 See “The Lists of Priors General,” in Adrian Staring, MCH, 318. 
94 BNCF Conventi Soppr. c. 5 786, f. 19r. It is unclear when this entry was made in the necrology. 
The full text of his entry (mentioning the Ignea Sagitta) is as follows: “Reverendissimus in xpo Pr 
ac Mgr Nicolaus Gallicus vir doctissimus atg devotissimus totius Ordinis nri psot Beatum 
Simonem Anglicum Prior Generalis electus in Cnv. Tholosano in festo Pentecoste 1266.  Sepultus 
ante fuit in Aureaca, uerum armus mortis illius nondum iniermiri potuit. Hoc autem certum est 
quod quinq amis uixerit in Generalti, nimiri usque ad annu millesimu ducetesimum et 
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 Nicholas reveals that at least a substantial number of Carmelites in 1270 

were not living in individual cells, as mandated by the rule. In their new urban 

settings, it seems that they may have been living in a communal dormitory, 

perhaps one that had been partitioned. Though knowledge of the 13th century is 

scarce, reconstructed plans of early Carmelite convents reveal the dormitory to 

be a long, rectangular space. 

 In some ways, Nicholas’ lament of the discrepancy between the order’s 

original intentions and its practical reality is similar to the protests of the 

Spiritual Franciscans. Indeed, even before St. Francis’ death in 1226, there were 

divisions in the order as friars debated the merits of retaining Francis’ vision of 

itinerant brothers with no property or permanent settlements. While, as Copsey 

argued, there may not have been a major divide amidst the order, apart from 

Nicholas himself, some 70 years later steps would begin toward a reform of the 

order that called for a stricter observance of the eremitical life.  

 Poverty was not the hill on which Nicholas (nor the Carmelites more 

broadly) wanted to die, unlike the Spiritual Franciscans. In the Ignea Sagitta he 

mentions it only once, in the context of the monastic vows of chastity, obedience, 

and “renunciation of ownership.”95 For Nicholas, it is communal living, rather 

than sumptuousness, that poses the greatest risk to the Carmelite tradition.96 For 

all his concern about the Carmelites’ cells, in which they would engage in private 

                                                
septiagesim, quo lempore vesignabit officiu, et discessit in eremum, ubi insignem quondam 
librum coscripsit quem intitulavit Igeam sagittam, m quo flebilem ordinis nri statum multis 
deplorat gemitibus, quia Saracem multos Carmelitas im terra sancta occiderant.” 
95 Ignea Sagitta, 40. 
96 Jotischky, “The Carmelites and Antiquity,” 103. 



76 

devotion and contemplation, he does not mention any specifics related to the 

oratory used for communal worship.  

9. The Constitutions of 1281 

The Constitutions of 1281, made during the General Chapter meeting in 

London of that year, came on the heels of the Ignea Sagitta, which chastised the 

order for its failure to adhere to its original rule, and the Second Council of Lyon, 

at which the legitimacy of the order, still struggling to find its place in Christian 

Europe, was questioned.97 These constitutions included the Rubrica Prima, which 

asserted the order’s connection to Elijah and its origins on Mount Carmel. They 

also included text indicating that the eremitical nature of the order still remained, 

at least officially, if not entirely in practice. While they discuss the order’s 

pastoral activities (preaching, confession, etc.) they also proclaim that the 

brothers’ cells (not dormitories) adhere to the rule as much as possible. Brothers 

were still forbidden to leave their cells without good reason.98 The Rule, in 1281, 

was still that of 1247, which retained the order from the original that brothers 

have individual cells. These constitutions note that silence is to be observed “in 

claustro, in cellis praeterquam in cella prioris, in choro, in refectorio, ” revealing 

that (officially, if not in practice) the order still held itself to the eremitical ideals 

of the individual cell.99 The Liber Memorandorum Ecclesie de Bernewelle, likely 

                                                
97 For the Council of Lyon and its effect on the Carmelite order, see Richard W. Emery, “The 
Second Council of Lyons and the Mendicant Orders,” in The Catholic Historic Review XXXIX (1953) 
and Frances Andrews, The Other Friars.  
98 Discussing the cells, the text states: “Cellule vero fratrum construantur secundum tenorum 
regule, in quantum possibile est.” For the text, see “Constitutiones Capituli Londinensis Anni 
1281,” in Analecta Ordinis Carmelitarum XV (1950): 222 and “1281 Constitutiones,” in Corpus 
Constitutionum Carmelitarum, 59. 
99 “1281 Constitutiones,” 63. 
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written 1295-1296, describes the Carmelites at Chesterton as living in single cells. 

They later moved to Newnham, outside of Cambridge, where they built a 

number of cells, as well as a suitable church and dormitory.100 In Florence, 

construction on the Carmine would not have been far along at the time of 

Nicholas’ writing, however the first conventual structure was a single wing with 

a chapter house and refectory on the lower level and a dormitory, divided into 

cells on the upper.101 Like the Dominicans’, the Carmelites’ cells included a bed, 

table, and perhaps devotional images.102 In the 14th century Andrea Corsini 

converted the part of the old dormitory that had contained the provincial’s cell 

into a library for the convent, and new cells for the provincial and prior were 

included at the end of the new dormitory.103 The provincial’s cell included a 

receiving room and study, as well as a bedroom and room for a servant. At the 

destroyed Whitefriars’ convent in London, understanding of the friars’ 

dormitory is spotty, though it is believed that it was located either over the south 

or east range of the cloister (in close proximity to the latrines or night-stairs, 

                                                
100 At Newnham: Postea se transtulerunt usque ad Newenham extra Cantebrigiam, et fecerum ibi 
cellulas plures, ecclesiamque claustrum et dormitorium et officinas necessarias satis honestas 
construxerunt, et ibidem per quadraginta annos moram fecerunt. See Liber Memorandorum Ecclesie 
de Bernewelle, ed. John Willis Clark (Cambridge: Cambridge University Press, 1907): 211-212. The 
Carmelites had settled at Chesterton in 1247 and then at Newnham in 1249. See also Keith Egan, 
148 n. 17.  
101 Patrick McMahon, O. Carm., “Servant of two masters: the Carmelites of Florence, 1267-1400” 
(PhD diss., New York University, 1993): 98-99. Prisca Giovannini and Sergio Vitolo, Il Convento 
del Carmine di Firenze: caratteri e documenti (Florence: Tipografia Nazionale, 1981): 77. McMahon 
also proposes the possibility that the first Carmelites in Florence were also living in a house on 
the site of the land donated to them, as he reasonably considers it unlikely that the 30 friars living 
in the convent by 1300 could all be living in the dormitory. The new dormitory of the Buon Riposo 
was completed in the middle of the next century. 
102 McMahon, “Servant of two masters,” 106. For a 14th-century inventory of the convent see ASF 
Conventi Soppressi 113 vol. 33 45r. 
103 To accomplish this, Andrea Corsini purchased a new cell for himself, a frequent practice in the 
14th century. For example, the wealthy Fra Giovanni Bartolo paid six florins for a cell as described 
by McMahon, “Servant of two masters,” 127-129. 
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respectively). The late-14th-century prior’s room, however, has partially survived. 

It is a 3.5 by 3.8m space with limestone ribs, that seem to have been the 

undercroft of the chambers.104 

10. The Later Constitutions 

The Constitutions of 1294 from Bordeaux were composed shortly 

following the order’s abandonment of Mount Carmel after the fall of Acre in 

1291. Like the Constitutions of 1281, this document mandates silence in the 

cloister, choir, and refectory, but makes a subtle difference in language in noting 

that silence is to be observed “in dormitorio et in cellis, praeterquam in cella 

prioris.”105 What does it mean to indicate “the dormitory and cells”? Was this a 

reference to common Carmelite practice? Or an indication of a duality of 

conventual arrangement? The evidence from Cambridge would suggest that the 

brothers took a variety of approaches. 

The Constitutions of 1324 give greater insight into the arrangement of cells 

within a common dormitory: an opening is made in each looking out into the 

common dormitory, so that it might be easily inspected:  

Item tempore dormitionis fratres in cellis suis maneant, nec usque ad  
pulsationem exeant, neque verbo aut nullo alio modo strepitum faciant  
unde dormientes possint inquietari, sub poena gravis culpae. In singulis 
autem cellulis communis dormitorii fiat apertura parens cancellata, per 
quam introspicere poterunt transeuntes, nec claudatur a quocumque, sub  
poena gravioris culpae per unum diem.106  

                                                
104Holder, “The Medieval Friaries of London”: 119-120. Details about the dormitory are 
unknown, although by the late 14th century the nearby Augustinians had divided their dormitory 
into cells. 
105 The original constitutions of 1294 survive in a manuscript in the Biblioteca Communale of 
Siena. They were published by Ludovico Saggi, “Constitutiones capituli Burdigalensis anni 
1294,” in Analecta Ordinis Carmelitanum 18 (1953): 123-85. Saggi’s text was republished as “1294 
Constitutiones,” in the Corpus Constitutionum Carmelitanum, 83-117. 
106 “1324 Constitutiones,” Rubrica VI, in Corpus Constitutionum Carmelitarum, 125 
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Similar provisions existed in the 1327 constitutions, but with a penalty increased 

to three days.107 Throughout the 14th century and into the 15th, changes to the 

constitutions and notes from the General Chapter reveal that there were often 

lapses in observance of the rule and behaviors that warranted censure. The 

General Chapter noted in 1354 that silence after Compline was rarely observed – 

a sign that brothers were not uniformly engaging in solitary contemplation in 

their cells.108  

Also of interest are statements addressing lay access to the brothers’ cells – 

inciting questions about just what might have transpired in Carmelite convents 

at the time. In 1362 it was forbidden to eat and drink with laypersons in 

dormitories and bedrooms.109 In 1419 this statement was altered to exclude only a 

“large company of lay persons.” Women were able to access the cloister and cells 

– though the door had to remain open.110 

 The issue of lay access to the church and convent had long been under 

consideration. The Carmelites had been given permission to preach and hear 

confession in 1252, and to allow the laity to frequent their churches in 1261. 

Building relationships with the laity was inextricably tied to the cura animarum 

and the laity visiting the cloister (including spaces like the sacristy) were often 

being courted for donations, and wills might be signed within the conventual 

                                                
107 “1357 Constitutiones,” in Corpus Constitutionum Carmelitarum, 241.  
108 Smet, The Carmelites, 80, MHC 171 
109 Corpus Constitutionum Carmelitarum, 319, and Smet, The Carmelites, 80 
110 Smet, The Carmelites, 80. Regulation of female access in religious spaces also extended to their 
confession, which could only be taken in open spaces. See Adrian Randolph, “Regarding Women 
in Sacred Space,” in Picturing Women in Renaissance and Baroque Italy, ed. by Geraldine A. Johnson 
and Sara F. Matthews Grieco (Cambrdige: Cambridge University Press, 1997): 29-34. 
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complexes. For example, on May 29, 1383, Paolo di Nanni di maestro Beltrame, 

“pizziaolo senese del popolo di San Giovanni” signed his will in the sacristy of 

San Niccolò in the presence of friars Guido di Tura, Giovanni di Angelo, and 

Bindo di Neri da Roccastrada.111 In a somewhat later example, in 1470 Cierchi 

Casini, widow of Bernardini Dominici confessed to Carmelite Tommaso Lottini, 

and made a gift of “omnem quantitatem grani,” an act that took place in 

Tommaso’s cell in the Siena Carmine.112 

The constitutions of 1294 had instructed that the door of the oratory and 

the choir were to be kept closed, and opened only when necessary for visitors.113 

The practice of lay access to the convent was not universally accepted. In the 15th 

century prior-general John Soreth set about a reform of the order, which he 

believed to have lapsed following the second mitigation of the rule in 1432. He 

complained about the accessibility of the cloister, saying: “But what is to be said 

of cloisters in name only, open to persons of both sexes…Who can observe even 

the bare essentials of the rule in such public and noisy dwellings?”114 He also 

emphasized the importance of the oratory being located in the center of the cells, 

a practice from which the order had strayed.115 

                                                
111 Compagnia della Madonna sotto le volte dello Spedale, detta anche della Beata Vergine Maria 
della Buca, e anche dei Disciplinati. Dipl. Biblioteca Pubblica, 1383 mag. 29 (cas. 1088). Printed in 
pp. 158-159, doc. 308. Published in Le pergamene delle Confraternite. Paolo requested to be buried in 
the Carmine. 
112 G.A. Pecci, Compendio di contratti sciolti esistenti presso i molto reverendi Padri di S. Maria del 
Carmine a Siena, compilato da me Cavaliere Giovanni Antonio Pecci. Terminato a di 25 del suddetto mese 
e anno, in Miscellanee, 1748, BCI. Ms. A. III. 11, n. 186, f. 70c., and Sara Recupero, “I Carmelitani a 
Siena: Note Storico,” Istututo Storico Diocesano: Annuario 2002-2003 (2003): 400. 
113 Hostium chori exterius clausum teneatur et non nisi pro necessitate et oratorium visitantium 
devotione aperiatur. 1294 Constitutions, Corpus Constitutionum Carmelitarum, 85. 
114 Cf. Smet, The Carmelites, 80. 
115 Boaga, “L’Architettura,” 8. The practice of buying and selling cells is well documented at the 
Florence Carmine. Boaga began to establish typologies of Carmelite church/convent 
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Like the Franciscans and Dominicans, the Carmelites often began their 

tenure in new cities in pre-existing structures before building churches and 

convents to their liking. Also like the Franciscans and Dominicans, the 

Carmelites often first established themselves on the fringes of cities, where land 

was available, and where they would be near, though not quite of the city. The 

churches that the Carmelites built were predominantly single-nave structures 

subscribing to the barn-like style favored by the mendicants for the 

accommodation of audiences for sermons and eventually burial. 

11. Mendicant Architectural Legislation 

There is little instruction to be found in Carmelite documents pertaining 

to their oratory, beyond the fact that it be built in the center of the cells and, as in 

the rule of Albert, be “as commodious as it is able to be made,” a prescription 

repeated unchanged in Innocent’s 1247 mitigation of the rule.116 Nothing about 

the appearance of the churches is mentioned in the 1281 Constitutions, although 

by the 14th century austerity is encouraged: “Que tous nos édifices soient 

construits avec dignité et qu’aucun ouvrage notable ne soit amorcé sous peine de 

couple grave.”117 

Speculation, supported by architectural evidence, suggests that the 

Carmelites were looking to the Dominicans (who had assisted in the mitigation 
                                                
arrangements, but did not list individual churches that fell into each type. He notes that his Type 
3, in which the church was placed in the middle of the dormitories, was found in very few 
churches. 6-8. 
116 The Formula Vitae of St. Albert. 
117 Constitutions des Grands Carmes. Manuscrit de Lunel du XVe siècle, transcription faite par Patrick de 
Saint-Joseph et Marie-Joseph du Sacré-Coeur, s.l.n.d., 20-21. Cf. Panayota Volti, Les couvents des orders 
mendiants et leur environnement à la fin du moyen age: Le nord de la France et les ancients Pays-Bas 
(Paris: CNRS Editions, 2003): 18. These Constitutions also lay out an approach to building 
practices and a “master of works.” In all provinces the prior general was to name three brothers 
who would supervise construction,  
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of their rule) and Franciscans for architectural guidance.118 Franciscan and 

Dominican legislation on the sumptuousness of their church architecture and 

decoration is better known. Like the Carmelites, these orders had few 

architectural guidelines in their original rules. From its origins a preaching order, 

the Dominican order had realized the need for fixed spaces for ministry, though 

the Rule of Saint Augustine, which they had adopted, contained no instructions 

for church construction. Francis and his early friars were itinerant, dedicated to 

extreme poverty and averse to the idea of owning a permanent settlement. The 

first Franciscan rules (the 1221 regula non bullata and the 1223 regula bullata) were 

vague in respect to buildings and art. Francis himself, initially adamant that the 

order have no fixed settlements or churches, eventually softened his stance, 

stating in his testament that: “The friars must be very careful not to accept 

churches or poor dwellings for themselves or anything else built for them, unless 

they are in harmony with the poverty which we have promised in the Rule.”119 

Francis also desired that all buildings of the order should be built of wood and 

clay, as was the Porziuncola, though his friars argued that wood could at times 

be more expensive than stone, depending on the province.120 The Carmelites, too, 

would rely on localized building materials and practices, for example, using 

                                                
118 See Benedict Zimmerman, OCD, Acta Capitulorum Generalium Ordinis Fratrum B.V. Mariae de 
Monte Carmelo Vol. 1 ab anno 1318 usque ad annum 1593, (Rome: Curiam Generalium, 1912) and 
Robinson, Constitutions of 1358, 93-94. Dominican historian Mandonnet also claims that the 
Carmelites were deeply influenced by the Dominicans. See Pierre Mandonnet, OP, Saint 
Dominique: l'idee, l'homme, et l'oeuvre; augmente de notes et d'etudes critiques par MH Vicare et R 
Ladner (Paris: Desclée de Brouwer, 1938) and Robinson, Constitutions of 1358, 94. The Augustinian 
order, too, emulated Franciscan and Dominican building practices, even incorporating the 
Dominican constitutions into some of their own legislation. Volti, Les Couvents, 18-19. 
119 “The Testament of Saint Francis,” Early Documents I, 126. 
120 Mirror of Perfection. Early Documents III, 264-265 
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brick at Arras, slate at Reims, and limestone at Caen.121 Their Italian churches 

were predominantly brick.  

In 1229, Gregory IX allowed that property could be held by others on 

behalf of the mendicant friars. The following decades would see an explosion in 

mendicant construction and legislation. The constitutions the orders developed 

at subsequent general chapter meetings were more specific. They were orders of 

radical reform, and fittingly, adopted the architectural typologies of previous 

reformers – namely, the Cistercians, who had earlier developed a series of laws 

and restrictions on church art and architecture, in an attempt to curb luxury and 

excess in religious architecture.122 Indeed, St. Bernard’s strictures for the 

Cistericans sought to eliminate “omnes curiositates et superfluitates” from their 

churches – a ban including decorative arts as well as vaulted ceilings, which 

were both more impressive and more expensive.123 Cistercian influences in 

Dominican architecture, for example, included the use of flat, rectangular apses, 

convents oriented around a cloister, and the bifurcation of church interiors into 

spaces for the friars and the lay public.124 Erik Gustafson has also made the 

                                                
121 Volti, Les Couvents, 68-76. 
122 See Conrad Rudolph, “The Principle Founders and the Early Artistic Legend of Citeaux,” in 
Cistercian Art and Architecture (Kalamazoo: Cistercian Publications, 1987). For an edited, 
translated selection of Cistercian statutes, see Wolfgang Braunfels, Monasteries of Western Europe: 
The Architecture of the Orders (London: Thames and Hudson, 1972). 
123 Gerard Gilles Meersseman, O.P., “Origini del Tipo di Chiesa Umbro-Toscano degli Ordini 
Mendicanti,” in Il Gotico a Pistoisa nei suoi Rapporti con l’Arte Gotica Italiana (Rome: Tipografia 
Centenari, 1972): 66. 
124 Bruzelius, Preaching, Building, and Burying, 54. 
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argument that the Franciscans looked to the Camaldolese and Vallombrosans for 

the architecture of their churches.125 

Each of these orders developed constitutions for their governance, 

elaborating on the general rules under which they were founded. The 

Dominicans’ first architectural legislation came from the constitutions instituted 

at their 1220 general chapter meeting; the same meeting at which they decided to 

fully embrace apostolic poverty, like the Franciscans. As a preaching order 

founded with the goal of converting heretics, the Dominicans sought to avoid the 

appearance of hypocrisy – they must live piously, so as to retain the authority to 

encourage others to do so. Their churches being prominent, visible testaments to 

their mission and their presence in cities, it was necessary that they be consistent 

with the friars’ message. And so, from the 1220 constitutions: “Let our brothers 

have moderate and humble houses so that they should neither burden 

themselves with expenses, nor that others – secular or religious – should be 

scandalized by our sumptuous buildings.”126 

Exactly what sort of sumptuousness would lead to scandal was not 

detailed in that earliest legislation, and later modifications were necessary to 

offer specific guidelines for constructional practices. For example, sometime 

between 1228-1235, the following was added: “Let our brothers have moderate 

and humble houses in such manner that the walls of houses without a loft should 

not exceed 12 pedes in height and with a loft 20; the church (should not exceed) 

                                                
125  Erik Gustafson, “Tradition and Renewal”: 21. Gustafson cites Renate Wagner-Rieger for first 
suggesting a link between the Vallombrosans and Franciscans in “Zur Typologie italienischer 
Bettelordenskirchen,” in Römische historische Mitteilungen 2 (1957-58): 266-298. 
126 Translation from Richard Sundt, “Dominican Legislation,” 396. 
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30. Neither should it (the church) be vaulted in stone, except perhaps over the 

choir and sacristy. If anyone contravenes (those regulations) in any way, he will 

be subject to punishment corresponding to the constitutional category of 

infractions known as the more grievous fault."127  

The Franciscans did not codify their architectural guidelines until 1260, in 

the Constitutions issued from the general chapter meeting at Narbonne. 

However, it is unlikely that the architectural statutes issued then were new. 

Indeed, St. Francis’s final testament, left to his friars shortly before his death in 

1226, cautioned against “...churches or poor dwellings for themselves, or 

anything built for them, unless they are in harmony with the poverty which we 

have promised in the Rule...”128 Meersseman observed that the fact that the 

standards were not codified until 1260 does not mean that the Franciscans did 

not uphold standards of poverty in their churches before then – it is more likely 

that general standards were simply understood and practiced.129 

As issued in the Constitutions of Narbonne, the Franciscan statutes on 

building were as follows: 

15: Since both curiosity and superfluity are directly opposed to poverty, 
we ordain that any ornamentation in our buildings, whether in paintings, 
sculptures, windows, columns and the like, as well as any excess in their 
length, width and height, beyond what is appropriate to the needs of the 
place, be very strictly avoided. 

 
16. Any brothers who violate this constitution are to be severely punished, 
and those responsible permanently evicted from these buildings, unless 
they should be restored by the general minister. And the visitors are 

                                                
127 “Constitutiones antique ordinis fratrum Predicatorum,” ed. A.H. Thompas in Oudste 
constituties, 309-369, Dist. II, cap. 35, 366-367, cf. Sundt, “Dominican Legislation,” 398. 
128 St. Francis of Assisi, “The Testament,” St. Francis of Assisi: Writings and Early Biographies, ed. 
M.A. Habig (Chicago: Franciscan Press, 1983) 68. 
129 Meersseman, “Origini del Tipo di Chiesa,” 66. 
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firmly bound to enforce these provisions, should the ministers prove 
negligent. 

 
17. Our churches shall in no way be vaulted, except for the apse; and in 
the future their belfries may nowhere be constructed in the shape of a 
tower.130 
 

Like the Dominicans, the Franciscans foreswore “curiosity and superfluity” in 

their constructions, so as not to violate their standards for poverty. And again 

like the Dominicans, they supported the use of vaulted ceilings only over the east 

end of their churches – the prestigious area over the altar. Though the revised 

Carmelite rule of 1247 did not contain additional legislation on the organization 

and construction of the order’s settlements, it is reasonable to consider that the 

Carmelites were attune to the building practices and regulations of the other 

orders, especially the Dominicans. Not only were official Dominican statutes 

already in existence in the 1240s, but the Dominicans were also assigned to assist 

the Carmelites in adapting their rule and way of life. Thus, it is reasonable to 

consider that the post-1247 addition to the Mount Carmel oratory, with its 

vaulted east end, may have been effectuated with an eye to the building 

standards of the Dominican order.131 The construction of Carmelite churches in 

the Provincia Toscana also followed this stricture, vaulting only the east ends in 

the 13th and 14th centuries.  

                                                
130 St. Bonaventure, “The Constitutions of Narbonne,” in St. Bonaventure’s Writings Concerning the 
Franciscan Order ed. Dominic Monti, OFM (St. Bonaventure: The Franciscan Institute, 1994): 85-86. 
131 Though vaulting was more expensive and “superfluous” than wooden truss ceilings, the friars 
realized the benefits of a ceiling less susceptible to fire. By 1300, the Dominicans removed the 
constitutional statute restricting vaulting to the east end – a decision made for practicality, and 
likely as well in light of the fact that many churches had simply ignored it in favor of vaulting 
their full ceilings anyway. See Sundt, “Dominican Legislation,” 403. 
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 Though the Carmelites were likely looking to the Dominicans for 

architectural guidelines, if we consider the latter’s insistence on “mediocres 

domos et humiles” (in writing, if not necessarily in practice), the wording in 

Urban IV’s 1263 bull seems strange – he wrote that the Carmelites were building 

a “sumptuous” monastery on Mount Carmel.132 This leads to the Carmelite 

mendicant paradox. Though Gregory IX had prohibited the order from owning 

land or possessions in 1229, poverty (though practiced) had never been the 

defining quality of the order, as had the eremitic life. Even so, as discussed in the 

following chapter, Italian Carmelite churches were smaller and simpler than 

many of their Franciscan and Dominican counterparts, probably because of their 

later foundation. For example, in the Provincia Toscana, the only Carmelite church 

with side aisles, rather than a single nave, is San Pier Cigoli in Lucca.  

 Like the other orders, the Carmelites divided the naves of their churches 

into spaces for the friars and for the lay public through the use of tramezzi, or 

screens.133 Dominicans had made use of these divisors at least from the 1230s 

(screens were present at Santa Sabina in Rome by 1238 and at Sant’Eustorgio in 

                                                
132  Friedman, Latin Hermits, 165. 
133 Attention to the use of these screens in Italy was first given on a major level by Marcia Hall in 
“The ‘Ponte’ in Santa Maria Novella: The Problem of the Rood Screen in Italy,” in the Journal of 
the Warburg and the Courtauld Institutes 37 (1974): 157-173, “The Tramezzo in Santa Croce, 
Reconstructed,” in Art Bulletin 56 (1974): 325-41, and “The Italian Rood Screen: Some Implications 
for Liturgy and Function,” in Essays Presented to Myron P. Gilmore, ed. Sergio Bertelli and Gloria 
Ramakus (Florence: La Nuova Italia, 1978): 213-218. More recent work has further developed 
their social and spatial implications, among them Donal Cooper, “Franciscan Choir Enclosures 
and the Function of Double-Sided Altarpieces in Pre-Tridentine Umbria,” in Journal of the 
Warburg and the Courtauld Institutes 64 (2001): 1-54, and “Access All Areas? Spatial Divides in the 
Mendicant Churches of Late Medieval Tuscany,” in Ritual and Space in the Middle Ages: Proceedings 
of the Harlaxton Symposium 2009, ed. Frances Andrews (Donington: Shaun Tyas, 2011): 90-107, and 
Michele Bacci, Lo spazio dell’anima: vita di una chiese medievale (Rome: GLF Editori Laterza, 2009). 
See also the edited volume Lo spazio e il culto: relazioni tra edificio ecclesiale e uso liturgico dal XV al 
XVI secolo, ed. J. Stabenow (Venice: Marsilio, 2006).  
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Milan by 1239).134 These screens have been interpreted as liminal spaces, the 

threshold between the regular church, accessible to everyone, and the choir area 

– the more holy area – accessible only to friars and occasionally to select 

laypeople. The inroduction of deep, vaulted ponti allowed the laity to be buried 

in this liminal space, on the threshold of the holiest part of the church.135 The 

screens often had openings in them, allowing for some degree of visibility 

between the two sections of the church.136 (Fig. 13) The screens were permeable; 

lay people could pass into the choir, though the exact circumstances under which 

this was allowed might vary. Members of wealthy families could certainly enter 

the choir to visit their family chapels.137  Though Carmelite churches were rarely 

large enough to accommodate a multitude of family chapels, laity could visit the 

choir for other reasons. Members of the Confraternity of Sant’Agnese, for 

examples, met in the choir of the Florence Carmine.138 

 As these screens were largely demolished following the Counter-

Reformation, little is often known of their appearance. In Florence, the chapel of 
                                                
134 Bruzelius, Preaching, Building, and Burying, 31. 
135	  Jacqueline	  Jung,	  “Beyond	  the	  Barrier:	  The	  Unifying	  Role	  of	  the	  Choir	  Screen	  in	  Gothic	  Churches,”	  
Art	  Bulletin	  82	  (2000):	  647-‐649.	  	  The	  sepoltuario	  from	  Santa	  Maria	  Novella	  shows	  numerous	  tomb	  
slabs	  in	  the	  pavement	  underneath	  the	  ponte.	  See	  Hall,	  “The	  ‘Ponte’	  in	  Santa	  Maria	  Novella,”	  160.	  
136 For example, Nicola Pisano’s tomb of St. Dominic in San Domenico, Bologna was placed in the 
southern nave, on the lay side of the screen upon its completion in 1267. It was described in the 
14th century chronicle of Bologna by Pietro di Mattiolo, who described the Arca as being “dal lado 
del le donne, andando in chuoro a mano dextra.” Pietro di Mattiolo, Cronaca Bolognese, edited by 
Corrado Ricci (Bologna: Gaetano Romagnoli Libraio Editore, 1885): 238.  This chronicle seems to 
have been first cited by J.J. Berthier, Le Tombeau de Saint Dominique Paris: Librairie Internationale 
de L’Oeuvre de Saint-Paul, 1895). Through apertures in the ponte, the friars in the choir may have 
been able to see the tomb. 
137 For family chapels, see Julian Gardner, “The family chapel: artistic patronage and architectural 
transformation in Italy circa 1275-1325,” in Art, Cérémonial et Liturgie, ed. Nicholas Bock et al. 
(Rome: Viella, impr., 2002), and  Ena Giurescu, “Trecento Family Chapels in Santa Maria Novella 
and Santa Croce: Architecture, Patronage, and Competition,” (Ph.D. diss., New York University, 
1997). 
138 McMahon, “Servant of Two Masters,” 97. Florence is an anomaly among the Carmelite 
churches as it did contain numerous family chapels. 
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San Michele in the tramezzo was dedicated in 1372; by the 15th century it probably 

contained four additional chapels, dedicated to the Magi, St Andrew and St 

Anthony Abbot, St. Angelo, and St Albert.139 As was the local mendicant custom, 

some English Carmelite friaries, such as Aylesford and Hulne, contained the 

“walking place” that separated the nave from the choir. 

12. Santa Maria delle Selve and the Return to the Eremitical Life 

Yet, according to the founding values of the Carmelite order, they should 

never have needed tramezzi to separate themselves from the laity, as they were 

not to be an active order. Nonetheless, this adaptation seems to have been part of 

the process of “mendicantization” carried on for the Carmelites as they became 

increasingly rooted in urban settings. Smet makes the point that Eugene IV’s 

mitigation of their rule in 1432 was the final step in their conversion to 

mendicancy, as it modified remaining mandates regarding the brothers 

remaining in their cells. The mitigation was controversial, with some brothers 

upset at the further divorce from the spirit of the order. Longing for the order’s 

eremitical past was not new; seen since Nicholas of Narbonne wrote the Ignea 

Sagitta, it had especially manifested itself in the Provincia Toscana.140 

Though it is unclear to what degree Nicholas of Narbonne’s critique of 

Carmelite urbanization would have received support from other members of the 
                                                
139 Joanne Allen’s forthcoming work will provide a documentary history for the screen at the 
Florence Carmine and its function. I am grateful to Joanne for sharing this chapter with me prior 
to its publication. Notably, the tramezzo at the Carmine it was used during plays celebrating the 
Ascension, in which the tramezzo functioned as a stage from which Christ “ascended” to heaven 
via an elaborate system of ropes and pulleys. See Allen, forthcoming, and Nerida Newbigin, 
“Cene and cenacoli in the Ascension and Pentecost Companies of Fifteenth-Century Florence,” in 
Crossing the Boundaries: Christian Piety and Arts in Italian Medieval and Renaissance Confraternities, 
ed. Konrad Eisenbichler (Kalamazoo: Medieval Institute Publications, 1991). 
140 Jill Webster has described 14th-century eremitical leanings also in Catalonia. See Webster, 
Carmel in Medieval Catalonia (Leiden: Brill, 1999). 
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order, by the mid-14th century, the Provincia Toscana saw the establishment of a 

new Carmelite house, away from the urban bustle of daily mendicant life. The 

church, Santa Maria delle Selve, is located near the community of Lastra a Signa, 

about 12 kilometers to the west of the Florentine Carmine, a rural area is also 

known as Gangalandi. (Fig. 14, Fig. 15) The title of the church, Santa Maria delle 

Selve, is appropriate for the rural setting, literally meaning “St. Mary of the 

Woods.” The church was built on land donated by the di Pace family, who were 

connected to the Florentine Cartaldo family. The Pace had property in the Borgo 

San Jacopo in Florence and were supporters of that neighborhood church, S. Pier 

Scheraggio, as well as the Carmine.141 Gioia Romagnoli points out several links 

between the Carmelites and the Gangalandi area west of Florence: the location 

offered an easy connection to the road to Pisa, and was an area where several 

prominent Florentine families from the Oltrarno, some of whom were already 

patrons of the Carmine or had sons in the order, owned land.142 

The di Pace property in Gangalandi is said to have contained a house and 

a small oratory or chapel.143 Legend dates the Carmelite connection to this site to 

the 1320s, when S. Andrea Corsini is said to have celebrated his first mass in this 

                                                
141 G. Bacchi, “Santa Maria delle Selve (Lastra a Signa),” in Rosa del Carmelo (1926): 5. Bacchi’s 
evidence for Pace support of the Florence church is simply a general reference to the ASF; he does 
not provide specific examples. See also Guido Carocci, Comune di Lastra a Signa (Florence: 
Tipografia Minori Corrigendi, 1895): 13. 
142 Gioia Romagnoli, Selve e Lecceto: due conventi a Lastra a Signa ed un grande mercenate, Filppo 
Strozzi (Florence: Edizioni Polistampa, 2005): 19. Some of the Carmelites from those familes were 
Fra Angelo Pulci, Fra Andrea Bonsi, Fra Michele e Fra Iacopo di Niccolo Gangalandi. 
143 Bacchi mentions without precise citation a document from 1327 in which a Dardo di Pace and 
sons purchased land in this area. Bacchi, “Santa Maria delle Selve,” 5. 
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oratory, seeking refuge from the world for the monumental occasion.144 During 

the celebration, the Virgin Mary is said to have appeared to Andrea.145  

Legend aside, it is uncertain to what extent the Carmelites might have 

been involved with the site during the 1320s and 1330s. The connection was 

made official on March 22, 1343, when Francesco and Giovanni di Dardo di Pace 

donated "plura edificia videliceti quoddam oratorium seu domum cum vulta 

desubter ad modum ecclesiae et alias domos dispensam et coquinam cum curia 

seu claustro et puteo omnia circum circa murata cum orto seu jardino.” The 

donation was made in the chapter house of the Carmelite convent in Florence, 

and was received by Rodolfo Vanni, then prior of the Tuscan province. The 

complex that Francesco and Giovanni had constructed included a well, kitchen, 

cloister, possibly a chapter house, and a church (a building with a crypt). The 

Carmelites moved in immediately, and consecrated the space on April 18 the 

following year.146   

 Though isolated, Le Selve still attracted numerous patrons, and was the 

frequent beneficiary of gifts in testaments.147 Bacchi lists gifts from several 

individuals. In 1348, Tessa di Bonaiuto di Rinucci, widow of Biagio di Gianni of 

S. Iacopo left land in Gangalandi to be used for the expenses of Le Selve. That 

same year, Francesco Vani di Benintendi Corsi gave land to be used for the 

                                                
144 Bacchi, “Santa Maria delle Selve,” 6.  See also Giuliano Salvini, Chiesa di S. Maria alle Selve nel 
VI Centennario della morte di S. Andrea Corsini (Signa: Tip. Tozzi, 1974): 6. 
145 Andrea was beatified by Pope Eugene IV and ultimately canonized in 1629. According to 
legend, his mother had prayed for a child before the Madonna del Popolo in the Florence 
Carmine. 
146 See Gioia Romagnoli, Selve e Lecceto: due conventi a Lastra a Signa ed un grande mercenate, Filppo 
Strozzi (Florence: Edizioni Polistampa, 2005): 15-18. The document of donation survives in an 18th-
century copy. See ASF Corporazioni religiose sopprese 253, n. 13 c. 25s. 
147 Romagnoli, Selve, 21.  
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building of the chapel of the Madonna. In 1350, Bartolo di Betto of S. Piero in 

Gangalandi, procurator of M. Bona, widow of Giovanni di Nuccio and daughter 

of Ranieri Ubaldesi di Signa, gave land to Fr. Bonaccorso di Cono, prior of the 

Selve. In 1363, Iacopo di Duto from S. Colombano gave in perpetuity grain to be 

used for the convent’s bread for Christmas and Easter.148 Donations in the 15th 

century similarly include gifts of grain, oil, wax effigies of body parts, and 

requests for masses.149 

 The church in its early state was a single nave with semicircular apse. It 

had six altars; the altare maggiore, an altar in the crypt, and two on both sides of 

the nave. The roof of the tribune and choir was 1.6 meters higher than that of the 

nave.150 The Soderini (who were long supporters of the Florence Carmine) 

became patrons of the choir chapel, and commissioned a tabernacle from Neri di 

Bicci, completed in 1455.151 The environs of Le Selve were popular with 

Florentine families, several of which owned properties and villas in the area.  

Alessandra Strozzi, sister of Filippo, had married Giovanni Bonsi, whose family 

had a villa at Le Selve. Filippo, a noted patron of the Dominicans at Santa Maria 

Novella, became a supporter of the Carmelites at Le Selve in the 1470s, and he 

himself eventually owned a house referenced in documents as “il palagio delle 

                                                
148 Bacchi, “Santa Maria delle Selve,” 7. Bacchi states that the records of these donations are found 
in the ASF, but does not provide precise citations. My search for these records in of ASF 
Corporazioni Religiose Soppresse dal Governo Francese 253 was largely unsuccessful, due to the 
poor condition of the 14th-century documents. 
149 ASF Corporazioni Religiose Soppresse 253, f. 72 p. 48. 
150 Bacchi, “Santa Maria delle Selve,” 8-9. The church was renovated in the late 17th century. 
151 Eve Borsook, Documenti Relativi alle Cappelle di Lecceto e delle Selve di Filippo Strozzi, in 
Antichità Viva IX (1970): 7. 



93 

Selve.”152 In 1476, the Strozzi were conceded the patronage of two chapels within 

Le Selve, and in 1482 made a series of payments to Neri di Bicci for an image of 

the Virgin.153 

 What was the appeal of this church for patrons? This patronage can 

probably be understood in the context of the reform movements that gained 

widespread popularity in Florence and elsewhere in the 15th century. The 

church’s foundation in the 14th century may be seen as a precursor to this 

movement. I have mentioned the broad similarities between the Ignea Sagitta and 

the Spiritual Franciscans, who, under Angelo Clareno and others, advocated for 

strict observance of the Franciscan rule and a more hermetic lifestyle.154 By the 

1320s, when Andrea Corsini is said to have sought a rural, removed setting for 

the celebration of his first mass, the activities of the Spirituals, who had been 

condemned by the papacy, were widely known.155 

 Whether or not Andrea intentionally took to the woods for his first mass, 

the insistence that he did so ties in nicely with the burgeoning Carmelite 

historiography of the 14th century, in which the order’s ties to Mount Carmel, 

                                                
152 ASF, Strozziane V, 22, c. 55. Cf. Eve Borsook, Documenti Relativi alle Cappelle di Lecceto e 
delle Selve di Filippo Strozzi, in Antichità Viva IX (1970): 7. See also Amanda Lillie, Florentine 
Villas in the Fifteenth Century: an Architectural and Social History (Cambridge and New York: 
Cambridge University Press, 2005): 87. Lillie suggests that Filippo’s patronage of Le Selve may 
have begun in 1473, when he buried his son Alessandro at the church at the Bonsi family altar. 
153 Borsook, “Documenti,” 8. For the payments to Neri, she cites ASF Strozziane V, 65, fol. 62. For 
discussion of the two paintings by Neri di Bicci in Le Selve, see III.III.  
154 See John Moorman, A History of the Franciscan Order from its Origins to the Year 1517 (Oxford: 
Clarendon Press, 1968), and David Burr, The Spiritul Franciscans: From Protest to Persecution in the 
Century After Francis (University Park, PA: The Pennsylvania State University Press, 2001). 
155 As the Franciscans debated with the Spirituals, Carmelite Gerard of Bologna was one of the 
theologians consulted by the cardinals monitoring the debate. Auger de Spuento, a Carmelite in 
Provence, wrote a treatise on the issue of whether it could be asserted that Christ and his apostles 
had no possessions. Guy Terreni, who had been named bishop of Majorca in 1321, transferred to 
Elne in 1332, and represented Sancho of Majorca and James II of Aragon at the papal court, wrote 
an opinion for John XXII on errors of the Spirituals. Smet, “The Carmelites,” 38-39. 
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Elijah, and the Virgin Mary were increasingly emphasized.156 As Richard Copsey 

pointed out, there is no evidence that Nicholas of Narbonne’s sentiments about 

the need for the order to return to its rural, eremitic roots were widely shared – 

and by the 1320s, the central Italian Carmelites were deeply engaged in the 

process of building and expanding their urban churches. Yet their engagement 

with their origins, seemingly first explicated in the Rubrica of 1281, was growing. 

Since the fall of Acre in 1291 the order had had no physical presence in the Holy 

Land. As they could not actively return to their place of origin, they seem to have 

sought to channel their historical associations in certain specific ways. Pietro 

Lorenzetti’s 1329 predella for the Pala del Carmine in Siena depicted Carmelite 

hermits engaged in the activities of their daily lives in an early example of 

Thebaid imagery, glorifying the simple, contemplative nature of hermetic life. It 

thus seems logical that Andrea Corsini would seek a rural setting for his first 

mass, a setting that would allow him to connect deeply with the roots of his 

order, and that other Carmelite friars would be interested in following, having 

the opportunity to live in imitation of their predecessors.  

 The area around Le Selve and Lastra a Signa also had a local connection to 

the traditions of eremitical life. Beata Giovanna da Signa had been born nearby 

around either 1242 or 1266, and at the age of 12 had decided to dedicate herself to 

                                                
156 For example, the text known as De Inceptione Ordinis, written around 1324, probably in France, 
explained that the Carmelites were the successors of hermits who had lived in Mount Carmel in 
the time of Elijah and Elisha. See  Emmanuele Boaga, “La Storiografia Carmelitana nei secoli XIII 
e XIV,” in Land of Carmel: Essays in Honor of Joachim Smet, O. Carm., ed. Paul Chandler, O. Carm., 
and Keith J. Egan (Rome: Institutum Carmelitanum, 1991): 132. John Baconthorpe, English prior-
provincial from 1326-1333, wrote in the Speculum de institutione that Elijah and Elisha themselves 
were called Carmelites of the Madonna, as they had foreseen the coming of Christ, and that their 
successors had, after the incarnation, built an oratory dedicated to the Virgin on Mount Carmel. 
Boaga, “La Storiografia,” 134.  
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the life of a hermit. Eventually entering a romitorio, she had the door walled in, 

and remained until her death in 1307. Miracles were attributed to her both while 

she was alive and after her death, and her feast was celebrated beginning in 

1383.157 

 Le Selve seems to have had strong appeal, both to lay donors and to the 

Carmelites themselves. In 1399, it hosted the general chapter meeting of the 

order, and between 1375-1412, it was frequently used for provincial chapters.158 

Perhaps this was an indication that the order saw a connection between the site 

and its point of germination on Mount Carmel, and felt it would be a fitting place 

to made directional decisions about the order. Carmelite interest in its past had 

continuously been seen throughout the 14th century. Felip Ribot’s The Way of Life 

and Great Deeds of the Carmelites was also known as The Book of the First Monks, 

and contained much information (largely invented) on the order’s early years.159 

In 1372 Pope Gregory XI had encouraged the general chapter at Aix-en-Provence 

to undergo a reform.160 

 Though talk of reform existed, until 1412, Le Selve had functioned 

normally as a church of the Provincia Toscana, even though its rural setting 

differentiated it from the other Carmelite settlements.161 In 1348 the church 

                                                
157 Ragguaglio storico della beata Giovanna da Signa romita vallombrosana (Florence: Stamperia di 
Pietro Gaetano Viviani, 1741).  
158 Romagnoli, Selve, 22. 
159 Felip Ribot, The Way of Life and Great Deeds of the Carmelites, ed. Richard Copsey (Faversham 
and Rome: Saint Albert’s Press and Edizioni Carmelitane, 2005). 
160 Andrews, The Other Friars, 66, and Smet, “The Carmelites,” 84. 
161 The ties to the holy land that the Carmelites manifested in their other churches were also seen 
at Le Selve. The church contained two early, eastern-style images of the Virgin, one of which was 
described by Franco Sacchetti at the end of the 14th century as the subject of much veneration. See 
Franco Sacchetti, I Sermoni Evangelici, Le lettere ed altri Scritti Inediti o Rari di Franco Sacchetti, ed. 
Ottavio Gigli (Florence: Felice le Monnier, 1857): 218. See III.III. 
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hosted a group of “good men” in prayer faced with the threat of the plague.162 

1348 also saw the death of many friars, who were then buried at Le Selve, 

according to the Florentine necrology. Among them were “Andreas Bonsi 

sacerdos” (April 16), “Philippus Ghimi sacerdos” (May 11), “Petrus Lapi 

sacerdos et confessor bonus” who also served as provincial (May 26).163 

 Le Selve was first mentioned as an “observant” house in 1412.164 In this 

year provincial Bartolomeo di Giovanni da Firenze named Jacopo di Alberti as 

prior of Le Selve, and confirmed special constitutions (non-extant) of the 

observance on the order. This did not mark a separation of Le Selve from the 

province or the Carmelite order; instead it simply gave Jacopo the authority to 

enforce a particularly spiritual and contemplative interpretation of the rule at the 

convent.165 Jacopo was succeeded in 1419 by the Blessed Angelo Mazzinghi, who 

had entered the order in 1413 and Le Selve in 1415, and became known as a 

gifted preacher and a key figure in the observant Carmelite movement.166 

Le Selve, the Tuscan province, and the Florence Carmine remained on 

good terms following the establishment of the observance in 1412. Thus within 

                                                
162 Romagnoli, Selve, 21. 
163 Necrologium antiqum Conventuo Carmelitarum Florentiae. BNCF, Conv. Soppr. 785, 17v, 21r, 23v. 
164 This declaration roughly coincided with the development of observant movements within 
other mendicant orders, and with the establishment of observant churches within Florence. In 
1417, the Franciscan observant church of San Salvatore al Monte was founded southeast of 
Florence, near San Miniato al Monte, where it stood outside the urban frenzy of the city. See 
Linda Pellechia Najemy, “The First Observant Church of San Salvatore al Monte in Florence,” in 
Mitteilungen des Kunsthistorischen Institutes in Florenz 23 (1979): 273-296. 
165 Romagnoli, Selve, 22, Smet, “The Carmelites,” 87. 
166 A miraculous event occurred in the 1430s as Angelo Mazzinghi preached a sermon on the fest 
of St. Lawrence. Angelo preached about the crown of martyrdom, mesmerizing the crowd, two 
angels were seen standing before him, holding golden vessels. As he preached, flowers flowed 
from his mouth into the vessels, which the angels made into crowns which they placed on his 
head. The sermon and miracle were described by Nicola Calciuri in 1461 in the Vita fratrum del 
Sancto Monte Carmelo. See Graziano di S. Teresa, “‘Vita fratrum del Sancto Monte Carmelo’ del P. 
Nicola Calciuri O.C. (d. 1466),” in Ephemerides Carmeliticae 6 (1955): 490-491. 
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the Tuscan province there was a functional Carmelite dichotomy – the brothers 

at Le Selve embodied the order’s ancient hermetic lifestyle, while brothers 

elsewhere practiced mendicancy. Megan Holmes has suggested that the 

existence of a spiritual center for the order (replacing Mount Carmel) served as 

something of a justification for the urban convents and their engagement with 

laity.167 A 1432 mitigation of the Carmelite rule by Eugene IV saw the relaxation 

of certain strictures (for example, officially permitting established practices such 

as brothers spending more time than permitted in the 13th-century rule time 

outside of their cells, and allowing the consumption of meat three times a week) 

for practicality’s sake.168 As Le Selve became progressively stricter, the rest of the 

order became more relaxed.169 

In 1442, Le Selve separated from the Tuscan province, becoming part of 

the Congregation of Mantua, which was named for the observant Carmelite 

house in that city.170 The new Congregation of Mantua was comprised initially of 

                                                
167 Megan Holmes, Fra Filippo Lippi: Carmelite Painter (New Haven and London: Yale University 
Press, 1999): , 55-56. 
168 Ludovico Saggi, “La mitigazione del 1432 della regola Carmelitana. Tempo e persone,” in 
Carmelus 5 (1958), and Andrews, The Other Friars, 64-65. Joachim Smet notes that, while this 
mitigation brought the rule in line with the changes in the order’s function after the mitigation of 
1247, that it has been the cause of all subsequent divisions in the order. “The Carmelites,” 86. 
169 Changes to the practice of the rule continued throughout the 15th century and into the 16th. 
Particularly notable was Sixtus IV’s 1476 Magnus Mare, which restated the privileges of the order, 
freeing them from remaining episcopal authority, and allowing them unrestricted use of portable 
altars. Andrews, “The Other Friars,” 65-66, and Smet, “The Carmelites,” 78-79. 
170 For the history of the Carmelites in Mantua, see Stefano L’Occaso, “Santa Maria del Carmine,” 
in Chiese Carmelitane, ed. Rosanna Golinelli Berto (Mantua: Associazione per i Monumenti 
Domenicani, 2011). For the reform, see Ludovico Saggi, La Congregazione mantovana dei Carmelitani 
sino alla morte del B. Battista Spagnoli (1516) (Rome: Institutum Carmelitanum, 1954). The origins of 
the reform in Mantua are not clear. See Smet, “The Carmelites,” 88. The new Congregation of 
Mantua was comprised initially of the Mantuan church, Le Selve, and the Swiss convent of 
Geronde, which the Carmelites of the province of Narbonne had acquired in 1248. These three 
communities received the bull “Fama laudabilis” from Pope Eugene IV in 1442. Interestingly, 
Eugene had resided in Florence between 1434-1436 due to political instability in Rome, and was 
very familiar with the local Carmelite church, even celebrating Christmas mass there in 1434. See 
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the Mantuan church, Le Selve, and the Swiss convent of Geronde, which the 

Carmelites of the province of Narbonne had acquired in 1248. These three 

communities received the bull “Fama laudabilis” from Pope Eugene IV in 1442.171 

This observant movement was still tied to the order, but was autonomous. The 

goal of the reformers was to return to way of life of the ancient fathers. Lay 

people were not admitted to the convent, and brothers were encouraged to 

observe silence and required to stay within the convent.172 By 1516, the 

Congregation had 31 churches.173 Similar sentiments desiring a return to the 

primitive Carmelite rule would eventually guide the foundation of the Discalced 

Carmelite order later in the 16th century, under Teresa of Avila and John of the 

Cross. Yet even for the Carmelites not involved in the reform movements, 

though they largely moved away from the life prescribed in Albert’s formula 

vitae, their eremitical origins on Mount Carmel were still at the center of their 

identity, reflected in the continued importance of the cell in their constitutions. 

13. Concluding Thoughts 

Richard Krautheimer’s seminal article on the iconography of medieval 

architecture explained how medieval clergy and builders created recognizable 

copies of the Holy Sepulchre through symbolic references.174 He described how 

                                                
Flavia Zoccatelli, “Il Carmine di Firenze nella Seconda Meta’ del Quattrocento,” (Ph.D. thesis, 
Università degli Studi di Firenze, 1979): 56. 
171 Smet, “The Carmelites,” 88-89. 
172 After the first chapter meeting of the Congregation in 1442, a bull, Apostolicae Nobis, was 
issued in 1443, which stated that the elected vicar of the Mantuan congregation did not require 
confirmation. See Smet, “The Carmelites,” 90. 
173 Some existing convents transitioned to the Mantuan observance, among them Ferrara, Lucca, 
Reggio Emilia, Parma, and Brescia. Early new foundations were San Felice del Benaco in 1460 
and Ripa di Albino in 1468. Smet, “The Carmelites,” 93-94. 
174 Richard Krautheimer, “Introduction to an ‘Iconography of Mediaeval Architecture,’” in Journal 
of the Warburg and Courtauld Institutes 5 (1942). 
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subtle or direct elements such as a central plan, or the use of 12 columns, could 

impart significance and prestige to a church by visually connecting it to 

Jerusalem. Though the Carmelites used the liturgy of the Holy Sepulchre, the 

churches they constructed in the west did not attempt to echo that building. 

Instead they largely adopted the architectural legislation and localized building 

practices of the Franciscans and Dominicans. But just as other churches emulated 

the Holy Sepulchre through subtle signifiers, I believe that the staunch insistence 

on solitary cells in their convents for the Carmelites was intended to be a link to 

their first hermitage on Mount Carmel – a reminder to the brothers, and to the 

laity who might visit the cells, of their Holy Land origins.175 Carmelite legislation 

on the importance of the cells governed all of the provinces, yet it was in the 

Provincia Toscana that the first drastic reclamation of eremitic life took place, with 

the establishment of Le Selve.   

 

 

 

 

  

                                                
175 It should be noted that the Ascension plays performed in the Florence Carmine, in which a 
participant representing Christ ascended upward from the tramezzo through a sophisticated 
rigging system, positions the church as a substitute for the vicinity of Jerusalem. For a discussion 
of these plays, see Cyrilla Barr, “Music and Spectable in Confraternity Drama of Fifteenth-
Century Florence,” in Christianity and the Renaissance: Image and Religious Imagination in the 
Quattrocento, ed. Timothy Verdon and John Henderson (Syracuse: Syracuse University Press, 
1990), and Nerida Newbigin, “Cene and Cenacoli in the Ascension and Pentecost Companies of 
Fifteenth-Century Florence,” in Crossing the Boundaries: Christian Piety and the Arts in Italian 
Medieval and Renaissance Confraternities, ed. Konrad Eisenbichler (Kalamazoo: Medieval Institute 
Publications, 1991). 
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II. Constructing the Provincia Toscana 

1. The Provincia Toscana 

Francesco Vanni’s 1595 veduta of the city of Siena depicts the five major 

mendicant churches – Franciscan, Dominican, Servite, Augustinian, and 

Carmelite – dotting the perimeter of the city. (Fig. 16) The only more conspicuous 

structures are the more central Duomo and Palazzo Pubblico. The mendicant 

complexes have a great visual impact on the landscape. They tower over the city, 

with campaniles rising even higher above them. Expansive piazzas sprawl before 

them. Contrary to the restrictive legislation described in the previous chapter, the 

mendicant churches were built for the masses, and built to be grand. 

 Yet of the mendicant churches on Vanni’s map, the smallest is the 

Carmine, in the upper right-hand corner. (Fig. 17) Despite the constitutional 

prescription that Carmelite churches be built “as commodious as possible,” the 

order’s church in Siena, and those elsewhere, were smaller than those of the 

other friars. Was this the result of the order’s late arrival in the cities, after the 

other orders had claimed land and patrons? Or was it the result of Carmelite 

hesitance to fully enter the mendicant life, becoming open to the laity? 

This chapter explores how the hermit friars functioned in the cities of the 

Provincia Toscana. What types of buildings did they build? How did they 

interpret the limited strictures of the legislation? Who paid for these buildings? 

What do we know about the people who were buried in them? What do we 

know about the relationships between the Carmelites and their neighbors? Their 

civic governments? The other orders? I am focusing here on the core of the 
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Provincia Toscana – the churches and convents of Pisa, Siena, and Florence 

(disregarding Siena’s stint in the Provincia Romana). These were the first and 

largest churches of the province. They still survive, though in altered form, as do 

some of their decorations. Though not complete, their archival records are 

substantive enough to provide an outline of their histories. I am not attempting 

to provide a complete architectural and documentary history for each building, 

but rather to track a general chronology of construction and patronage relative to 

the order’s early years in the respective cities. 

 With the exception of the Brancacci Chapel at Santa Maria del Carmine in 

Florence, none of these churches has received the level of scholarly attention 

given to the Franciscans or Dominicans. Studies on these churches have 

primarily been unpublished tesi di laurea and dissertations, the most substantial 

of which concern Pisa and Florence, the cities for which more archival evidence 

remains. My studies of those two cities rely primarily on the existing scholarship, 

particularly the work of Paolo Caioli, Patrick McMahon, and Prisca Giovannini 

and Sergio Vitolo. My analysis of Siena incorporates more unpublished archival 

work and constructional analysis, although the archives of the Sienese convent 

itself prior to the 16th century do not survive.176  The documentary evidence for 

the first centuries comes exclusively from notarial records and from civic 

statutes, as well as 18th-century compendia containing copies of some medieval 

records.  

                                                
176 I am immensely grateful to Monika Butzek for allowing me to consult research conducted by 
the Die Kirchen von Siena team, which provided invaluable guidance through the available 
archival resources for San Niccolò. 
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 Pisa, Siena, and Florence were the first churches of a province that came to 

include Lucca, Pistoia, Montecatini, Prato, Arezzo, Perugia, Civitavecchia, and Le 

Selve.177 In its earliest days, the province also included Rome and Viterbo. By 

1293, Florence was the seat of the provincialate. In addition to annual provincial 

chapter meetings, exchange between the houses of the province was frequent. 

The Florentine Carmelite necrology lists friars from numerous other houses who 

died while in Florence, and of Florentine friars who died elsewhere. Friars in 

leadership positions also transferred between the houses. For example, 

Florentine Niccolò di Lippo was prior of Pisa in 1418, and then in 1422 became 

prior of Florence.178 Fra Antonio, prior of Pisa after Niccolò, had previously been 

a lector at Pavia, and eventually became prior of Pistoia and provincial vicar.179 

The most famous Tuscan friar is probably Andrea Corsini. Born in Florence in 

1302, he joined the Carmelites as a young boy, completed initial studies and was 

ordained a priest, celebrating his first mass near what would become the convent 

of Le Selve. He was then sent to Paris for advanced training, though it is 

unknown if he completed them. By 1344 he was serving as a lector in Pisa, then 

later in Florence. In 1348-49 he was the provincial prior of Tuscany, and 

subsequently became bishop of nearby Fiesole.180  

                                                
177 See Andrea Sabatini, O.Carm., “Origini e antichità della provincia Toscana dei Carmelitani,” 
in Analecta Ordinis Carmelitarum 14 (1949). 
178 Eliot W. Rowlands, Masaccio: Saint Andrew and the Pisa Altarpiece (Los Angeles: Getty 
Publications, 2003): 77. 
179 See Gabriel Wessels, Acta Capitulorum Generalium Ordinis Fratrum B.V. Mariae del Monte 
Carmelo. I Ab anno 1316 usque ad annum 1593 (Rome: 1912). 117, 142, n. 2.,167, cf. Christa Gardner 
von Teuffel, “Masaccio and the Pisa Altarpiece: A New Approach,” in Jahrbuch der Berliner 
Museen 19 (1977): 28.  
180 Patrick McMahon, O.Carm., “Servant of Two Masters: The Carmelites of Florence, 1267-1400” 
(Ph.D. diss., New York University, 1994): 141. Andrea was buried in Fiesole in 1377, but his 
Florentine confreres stole his body soon after and returned it to Florence. 
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Each convent was subject to an annual provincial tax used to support the 

provincial prior, the costs of educating friars at the studia (and the salaries of 

those who taught at the studia), along with the province’s duties to the order at 

large.181 These taxes were generally levied in proportion to the size and 

prosperity of the individual convents. The Acta of the provincial chapter 

meetings reveal that Florence, by far the largest convent, was charged the 

greatest amount. Arezzo, on the other hand, was required to contribute very 

little, sometimes nothing. At the provincial chapter meeting of 1409, held in 

Florence, Florence paid 48 florins in tax to the province, Pisa paid 9, Siena 8, and 

Arezzo 1.182 

 As common for mendicant churches, the churches of the Provincia Toscana 

were generally located on the fringes of urban centers, often outside the city 

walls. In both Pisa and Florence the churches are in the Oltrarno districts, across 

the Arno River from the most historic centers of town. In Montecatini the 

Carmelite church of S.S. Filippo e Giacomo, founded in 1296, sits on the 

northernmost promontory of the old town.183 In Viterbo the Carmelites settled 

outside the Porta di Piano Scarlano, which eventually became known as the 

Porta del Carmine.184 Carmelites occasionally met controversy, both from parish 

churches and from fellow mendicants. In 1291 the Franciscans in Pistoia 
                                                
181 McMahon, “Servant of Two Masters,” 136. 
182 Atti dei Capitoli Provinciali di Toscana dei Carmelitani 1375-1491, ed. Andrea Sabatini (Rome: 
Institutum Carmelitanum, 1975): 108. The convent in Arezzo was suppressed in 1652 and never 
reopened. 
183 Churches were occasionally in more central positions in town. In Lucca, for instance, the 
Carmelite church of San Piero Cigoli was on the northern perimeter of the Roman walls, yet 
included in the expansion of the late 12th and early 13th centuries. 
184 Giuseppe Signorelli, Viterbo nella Storia della Chiesa (Viterbo: Tipografica Cionfi, 1907): 315-316, 
n. 29, and Alessandra Perugi, “Porta del Carmine,” in Il Centro Storico di Viterbo: Chiese, Conventi, 
Palazzi, Musei e Fontane (Viterbo: Betagamma editrice: 2001): 51. 
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vehemently opposed the establishment of a Carmelite convent in the city.185 In 

1309 Clement V forbade other mendicant orders from settling within 140 canne of 

any Carmelite church, extending to the Carmelites a protection that had been in 

place for the other orders for decades.186 In Pisa and Florence the Carmelites 

faced bitter challenges from nearby parish churches upset at the prospect of 

losing attention and patronage to the new mendicants. 

 But when the Carmelites first arrived in Pisa it was perhaps only months 

after Innocent IV’s 1247 mitigation of their rule that set them on the course 

towards mendicancy. They could now settle freely where they could acquire 

land, and by 1253 were granted permission to preach and hear confession. In Pisa 

and Florence, the documents recording the donation of land from their first 

major patrons survive, though there is no real indication of the relationships 

cultivated between the friars and the donors, or why the patrons might have 

been drawn to the new order. How did the first Carmelites serve their patrons? 

Particularly in the first years of the order’s presence in the cities, prior to the 

Council of Lyons, many of the brothers would not have been ordained. The first 

patron in Pisa, however, Bonaventura del fu Stefano, included in his donations 

provisions for the remission of his sins, and was subsequently invested in the 

Carmelite habit. The idea of spiritual exchange of prayers for property (even 

                                                
185 See Caroline Bruzelius, Preaching, Building, and Burying: Friars in the Medieval City (New Haven 
and London: Yale University Press, 2014): 123, and Lucia Gai, “Insediamento e prima diffusione 
degli ordini mendicanti a Pistoia,” in Gli ordini mendicanti a Pistoia (sec. XIII-XV): Atti del convegno 
di studi, Pistoia, 12-13 maggio 2000, ed. Renzo Nelli (Pistoia: Società pistoiese di storia patria, 2001): 
101, n. 108.  
186 Clement issued this protection to the Carmelites in the bull Statum religionis of November 5, 
1309. See Bullarium Carmelitanum I, 54. Nicholas Eckstein, Painted Glories: the Brancacci Chapel in 
Renaissance Florence (New Haven and London: Yale University Press, 2014): 36. In Pisa, Siena, and 
Florence, the Carmelites ended up in closest proximity to the Augustinians. 
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though the friars were technically bound to own nothing) seems to have been 

present from an early date. 

 With the increased clericalization of the order comes a more detailed 

picture of how the friars served their lay patrons. In Florence, by the 14th century 

nearly all of the friars were priests or preparing for ordination. However, the 

convent’s necrology, which lists some 300 friars living in Florence in the 13th and 

14th centuries, indicates that only 21 were licensed preachers, three were 

confessors, and 19 were lectors (who could also serve as preachers and 

confessors).187 This is a limited number of brothers who could actively engage in 

the cura animarum. What were the other brothers doing? Aside from study and 

administrative duties, the primary focus of the other friars was saying mass, 

fulfilling the obligations to celebrate regularly at the multitude of chapels and 

altars erected by the laity and confraternities who supported the church.188 As 

Nicholas of Narbonne had foreseen, there was little time for solitary 

contemplation in a cell. 

Construction of the conventual complexes was a priority for the 

Carmelites. Though again to the dismay of Nicholas of Narbonne, the friars lived 

in subdivided dormitories rather than individual, detached cells. The order in 

many cases expanded the convents to accommodate the growing numbers of 

friars, just as they enlarged their churches. As the largest church in the province, 

Florence contained more chapels and altars than the others and was the only 

church to have a row of apsidal chapels flanking a substantial transept. It, and 

                                                
187 As tallied by Patrick McMahon, “Servant of Two Masters,” 182, n. 10-13. 
188 Ibid. 
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the other churches in the province, followed the typical mendicant plans (Fig. 

18). As demonstrated in the previous chapter, Carmelites did not develop explicit 

guidelines for the construction of churches in their legislation, but instead 

followed norms established by the Franciscans and Dominicans. The churches of 

the province reflect those guidelines – only the apses were vaulted, and they 

could be considered “moderate and humble.” The churches were largely 

reflective of mendicant building practices in their respective cities. The Florence 

Carmine was built of stone, as was Santa Maria Novella and Santa Croce, while 

the Pisa and Siena churches were of brick, as was common in those cities. With 

the exception of San Pier Cigoli in Lucca, the churches of the province were 

single-naved structures, as were most mendicant churches (excluding the largest, 

such as Santa Maria Novella, and Santa Croce).189 (Fig. 19, Fig. 20)  

 But how did the Carmelites position themselves to construct and decorate 

these churches and conventual complexes? How did they garner support, when 

other mendicant orders were already better established? To what extent did the 

order’s origins on Mount Carmel influence their early support? The earliest 

documents from the province do not provide any clues as to whether or not the 

Carmelites emphasized their origins to their earliest patrons. The donation of 

land in Pisa, however, mentions that the prior, Ugo, had been charged with his 

duty by the prior of Mount Carmel, suggesting an immediate connection to the 

                                                
189 Carmelite churches elsewhere in Italy were more likely to consist of a nave and side aisles. For 
example: Milan, Genoa, Venice. For Milan, see Pier Giuseppe Agostoni, “I Primi Tempi dei 
Carmelitani a Milano (1250-1400)” in Carmelus 13 (1966); for Genoa, Lauro Magnani, Chiesa di 
Nostra Signora del Carmine (Genoa: Sagep Editrice, 1980), and Chiese di Genova (Genoa: Sagep 
Edtrice, 1986); for Venice, Lino Moretti and Simona Branca Savini, Chiesa di Santa Maria dei 
Carmini: arte e devozione (Venice: Marsilio, 1995). San Pier Cigoli was suppressed in the 19th 
century. The church and cloister were gutted and converted into the city market. 
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Holy Land, although not necessarily one that was exploited. New friars that 

joined the province would, however, have lacked the immediate connection to 

the Holy Land, an order-wide problem that sparked the addition to the 1281 

Constitutions of the Rubrica Prima, instructing friars in the origins of the order 

and explicating its connection to the Old Testament and the prophet Elijah. 

 Yet even after this date, documents of donations from patrons do not 

mention the prestige of the order as the impetus for donation, nor do records of 

the communal government. The patrons of the Carmine overwhelmingly resided 

in the neighborhoods closest to the churches, and it might have been the case that 

they were simply drawn to the churches because they were convenient local 

fixtures that offered the spiritual advantages of the other mendicant 

organizations.  

 The order itself, however, increasingly focused on its institutional 

eremitical origins. As I will demonstrate in the final three chapters, the origins 

were emphasized through works of art. The Provincia Toscana was especially 

generative in the depiction of the order’s ancient and contemporary history. 

Though the construction of the churches of the province themselves reveals little 

about the order’s institutional modus operandus, they became the vehicles for the 

art and liturgy that represented the order’s identity. 

2. Santa Maria del Carmine, Pisa 

i.	  Arrival	  and	  Early	  History	  
A maritime republic deeply connected to the crusades, Pisa was an 

unsurprising early landing spot for the Carmelites. The first notice of the order’s 

presence in the city dates to March 3, 1249. The first prior, Fra Ugo, who had 
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been designated by Goffredo, then prior of Mount Carmel, received pieces of 

land just outside of Pisa, in the area known as Cafaggio, outside the Porta 

Legazia.190 (Fig. 21) The act of donation specified that the land must be used for 

the construction of a Carmelite church and convent.191 The land was donated by 

Bonaventura del ful Stefano, who lived in Pisa in the popolo di San Simone a 

Porta a Mare. The document of donation contains provisions for the remissions 

of his sins, and on June 23 of that same year, Fra Ugo invested Bonaventura into 

the Carmelite habit.192 The foundation in Pisa dates less than two years after the 

mitigation of the Carmelite rule permitted settlement in cities. The foundation at 

Cafaggio, while not in the urban center of Pisa, was by no means an isolated 

location. 

Soon after the donation, Fra Ugo and a companion, Fra Folco, seem to 

have left Pisa for a time. Caioli hypothesizes that they might have traveled to 

Siena and Florence, to spread the order to those cities.193 Yet they soon returned, 

and turned their attention to building a church. Before beginning construction on 

a church, the Carmelites in Pisa might have simply lived in the houses of their 

benefactors. In 1250 they received permission from the archbishop to begin 

construction on a small church, dedicated to Santa Maria and Santa Margherita. 

The site was in close proximity to the parish of Sant’Apollinare, however, and 

                                                
190 Fra Ugo’s designation by Goffredo, prior of Mount Carmel, might be a significant clue in 
determining the origins of the friars that arrived in Pisa. Possible proposed origins have included 
Mount Carmel, Sicily, and Provence – a direct connection with the prior of Mount Carmel might 
have indicated that this group of brothers traveled to Pisa more or less directly from there.  
191 Paolo Caioli, O.Carm., “Il ‘Carmino’ di Pisa,” in Carmelus 3 (1956): 112. Caioli notes that the 
Carmelites must have been present in Pisa for at least some months prior to this donation 
192 Caioli, “Carmino,” 112, 115. For the donation see ASP Pergamena, 1250, giugno 23, ind. VII. 
193 Caioli, “Carmino,” 115-116.  
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the friars had to promise not to interfere with the activities of the parish.194 This 

church may have been completed as early as the following year, as indicated by a 

1251 document that refers to a donation of land near the church of the 

Carmelites.195 

 The Carmelites’ tenure at S.S. Maria and Margherita was not to be a long 

one. They founded a new church in 1272 dedicated to the S.S.ma Trinità and on 

August 9 of that year, Archsbishop Federico Visconti blessed the first stone.196 

The new church was still in Cafaggio, very close to the parish of Santa Sofia, near 

the Arno. Caioli proposed that this move might have been the result of attacks on 

the church and convent, leading the friars to seek safety in a slightly more central 

location.197 Also contentious were relations with the Capitolo della Primaziale of 

Pisa, which was not eager for the parishes in Cafaggio to compete with the 

Carmelites. Though the order had previously promised not to interfere with the 

parish, tensions persisted and the friars enlisted the help of their protector, 

                                                
194 See Caioli, “Carmino,” 117. Caioli notes the inconsistency between this document, which 
refers to the parish of Sant’Apollinare, and the donation document, which refers to San Simone. 
He offers two potential suggestions – that the church of San Simone had, over the course of a 
year, been destroyed in an incursion and replaced by that of Sant’Apollinare, or that 
Bonaventura’s gift of land was spread over two different parishes. He also notes that while this 
document refers to the church as dedicated to both Mary and Margaret, that there is no other 
reference to Margaret as a titulus, p.. 118.  Michele Borsacchi and Marco Felicioli point out the 
coincidence that the Carmelites’ church on Mount Carmel was in close proximity to the orthodox 
monastery of St. Margaret. See Borsacchi and Felicioli, “Chiesa di S. Maria del Carmine in Pisa” 
(Tesi di laura, Università degli Studi di Firenze, 1991): 18, n. 5. 
195 Caioli, “Carmino,” 118-119. For the document, see ASP Spoglio delle pergameno dell’ex-
convento di S. Maria del Carmine di Pisa, n. 2 anno 1251, marzo 23, indiz. IX. 
196 A.F. Mattei, Ecclesiae Pisanae historia, II (Lucca, 1772): 30, 31, n. 1, and Caioli, “Carmino,” 120, 
142.  
197 Caioli, “Carmino,”120. 
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Cardinal Ottoboni, to push back against Visconti and the Primaziale to ensure 

that they could begin work on a new church.198 

 Like other cities Pisa had an established mendicant culture at the time of 

the Carmelites’ arrival. St. Francis is said to have traveled to Pisa in 1211, and by 

1219 two of his friars are mentioned in the city. In 1228 Franciscans acquired the 

church of Santa Trinità in Sopracastello, but conflicts with the parish and 

archbishop persisted until papal intervention in 1247 assured the Franciscans 

possession of the church.199 In that interim period the Franciscans had 

constructed a small church, which they expanded in 1241 and again beginning in 

1259, with construction continuing into the 14th century.200 Legend states that St. 

Dominic invited Frate Uguccione of Sardinia to Pisa in 1220, and he soon after 

founded the convent of Santa Caterina, making use of a small, preexisting church 

(believed to be in the position of the current sacristy). Construction on a new 

church began around 1252, and required negotiations with neighbors in order to 

acquire necessary land.201 The Augustinians and Servites were somewhat later in 

establishing their permanent houses in Pisa. The Augustinians settled at the San 

Nicola, a pre-existing church documented from 1097, and enlarged it between 

1297 and 1313. Sant’Antonio, which the Servites possessed, was founded in 1341. 
                                                
198 Caioli, “Carmino,”120, and Borsacchi and Felicioli, “Carmine,” 14-15. For the relationship 
between the diocese and the friars, see Alexander Murray, “Archbishop and Mendicants in 
Thirteenth-Century Pisa,” in Stellung und Wirksamkeit der Bettelorden in der städtischen Gesellschaft, 
ed. Kaspar Elm (Berlin: Duncker & Humblot, 1981): 19-75, and Mauro Ronzani, “Gli ordini 
mendicanti e le istituzioni ecclesiastiche preesistenti a Pisa nel duecento,” in Mélanges de l’École 
francçaise de Rome 89 (1977): 667-677. 
199 Bruzelius, Preaching, 85. 
200 The façade dates to 1602. See Francesco Ingrasciotta, Pisa, nell’arte e nella storia (Pisa: Edistudio, 
1994): 53-54. 
201 Ingrasciotta, “Pisa,” 49, and Joanna Cannon, Religious Poverty, Visual Riches: Art in the 
Dominican Churches of Central Italy in the Thirteenth and Fourteenth Centuries (New Haven and 
London: Yale University Press, 2013): 231-232. 
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 By 1285 there were more than twelve friars at the Pisa Carmine.202 They 

continued to receive gifts from the laity and also from the commune, which in 

1286 began to give an annual subsidy of 20 lire.203 Though the new church was 

dedicated to the Trinity, it became commonly known as Santa Maria del 

Carmine, as indicated in notarial documents. Nothing is known about the 

appearance of this building, however Caioli mentions in passing that it, along 

with the parish church of Santa Sofia, had been excavated during the 

construction of palazzi in the area, but provides no indications of the yields of the 

excavations.204 The order remained at S.S.ma Trinità until 1328, when it moved to 

a final location inside Pisa’s walls.   

 The impetus for the move inside the walls might well have again been the 

need for protection. In 1323 John XXII gave approval for ten Carmelite convents, 

among them Pisa, to be sold in order to permit the brothers to setting in new 

locations inside city walls.205 In 1324 the Carmelites, under prior Donato 

Carrarella, purchased land in the parish of San Verano in the district of Kinzica 

for the prize of 38 lire from Donna Giovanna di Vanni.206 (Fig. 22) Work began on 

their new church the following year and was nearing completion in 1327. In 1328 

                                                
202 Caioli, “Carmino,” 122-123, based on document that names 12, saying that it represents the 
major part of the community. Document from Pianta della fondattione di questo ven convent di 
S. Maria del Carmine della città di Pisa, reported in the Zibaldone by P. Salvini. 
203 “Breve Pisani Communis,” in, Statuti inediti della citta di Pisa dal XII al XIV secolo (Florence: 
Presso G.P. Vieusseux, 1854):, I, 137, II 98. In this year the city appointed an officer to oversee 
city-funded construction at the Franciscan church. See also Augustine Thompson, O.P., Cities of 
God: The Religion of the Italian Communes, 1125-1325 (University Park, PA: Pennsylvania State 
University Press, 2005): 423. 
204 Caioli, “Carmino,” 121. 
205 Caioli, “Carmino,” 124.  
206 Caioli, “Carmino,” 125-126.  
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they sold their old complex to the sisters of Sant’Anna, a transaction documented 

in a letter from “an anonymous Carmelite.”207 

ii.	  Confraternities	  and	  Education	  
A sermon by Archbishop Federico Visconti refers to a disciplinary 

confraternity centered at the Carmine, though it is not certain at what point in 

Visconti’s tenure as archbishop (1254-1277) the sermon was delivered.208 In 1286, 

all Pisan religious confraternities were suppressed, except for that of Santa Lucia 

dei Ricucchi, which was affiliated with the Franciscans, and the fate of the 

Carmelite confraternity is not known.209 In 1344 a new Compagnia dei 

Disciplinati was founded, composed of 16 members, among them Andrea 

Corsini, Carmelite from Florence, later bishop of Fiesole, and future saint.210 

 The friars developed a studium particulare to provide basic education to 

friars who might later advance to studia generale in Florence or elsewhere in 

Europe. The convent gained additional educational prestige after 1472 when the 

Florentine faculty (with the exception of the theologians) moved to Pisa.211 

iii.	  Urban	  Location	  
Francesco Ingrasciotta notes that there was a bridge over the Arno near 

San Sebastiano di Kinzica by the middle of the 12th century.212 Around this time, 

construction began on a new circle of walls that would include Kinzica, as well 

                                                
207 Benedetto Salvini, O.Carm., La Chiesa del Carmine di Pisa, notizie storiche ed iscrizioni lapidario, 
ASP Misc. Man. 32, 13-14, and Borsacchi and Felicioli, “Carmine,” 22-23. 
208 Caioli, “Carmino,” 119. Caioli cites the sermon as existing in a manuscript at the Laurenziana 
in Florence, pluteo XXXIII, N. I, sermons 54, 55, 56, 57. 
209 Caioli, “Carmino,” 119, and Statuti inediti, I, 632. 
210 Antonio Augusto Canal, Carmine/Carmelitani e Carmelitane a Pisa (Pisa: Centro Studi F. Guido 
da Pisa, 1987): 13. See Paolo Caioli, Sant’Andrea Corsini Vescovo di Fiesole (Florence: 1929): 237-240. 
211 Canal, Carmine, 8. 
212 Ingrasciotta, Pisa, 9. 
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as the cathedral complex, and the eventual locations of the other mendicant 

orders.213 When the Carmelites moved to Kinzica in the 1320s, the city of Pisa had 

about 30,000 residents, and was expanding.214 Caioli states that in 1379, 1380, and 

1381 several pieces of land were purchased near the church and convent to create 

a garden, and that several houses were demolished to form a piazza.215  

iv.	  Santa	  Maria	  del	  Carmine	  –	  Construction	  in	  Kinzica	  
On April 1, 1323 the Carmelites received permission from John XXII to 

begin construction on new churches inside the walls of various cities. Two years 

later, the Carmelites in Pisa began construction on their new church in Kinzica. 

Borsacchi and Felicioli believe that the initial church was completed in the first 

half of the 14th century, reaching dimensions of 26.6m by 16.6m. The orientation 

of this church was as it is today, with the apse to the east.216 They argue that this 

building was the same height as the current one, and that the line of the eaves 

was surrounded with a brick cornice, visible still today. The structure has a 

single nave, with no transepts. (Fig. 23) 

 The current church is 62.6m long (external) with an internal width of 

17.2m. It is 19.8m at the highest point. Borsacchi and Felicioli argue that 

construction began at the apse, with the construction of the cappella maggiore 

and the chapels to either side of it. The width of these chapels remained the same 

over the years, but the cappella maggiore was enlarged in two phases, first 

                                                
213 Canal, Carmine, 12. 
214 Canal, Carmine, 11. 
215 The piazza was paved in 1591. Caioli, “Carmino,” 127. Borsacchi and Felicioli, “Carmine,” 30. 
216 Borsacchi and Felicioli, “Carmine,” 25. 
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reaching a height of about 5.5meters, then expanding to the roofline of the 

church, as is visible by breaks in the brickwork.217 (Fig. 24) 

 The church was smaller than the Franciscan and Dominican churches in 

Pisa: San Francesco has a wide transept and a total of seven apsidal chapels, 

including the cappella maggiore, and Santa Caterina has five, along with a 

“navatella” to the south of the nave, and reached a length of 67m.218 

 The original façade of Santa Maria del Carmine was demolished during 

the expansion. A lateral door on the northern wall (now blocked) marks an entry 

point for the laity during construction. (Fig. 25) An evident vertical line in the 

brickwork on the north side (just to the right of the window closest to the façade) 

marks the end of the first phase of construction in the 1320s. (Fig. 24) It was in 

the first expansion, beginning towards the end of the 14th century, that the church 

reached its current length. At the upper part of this wall, the brick masonry is 

interspersed with occasional rows of limestone. (Fig. 26) An interesting 

consideration is a stone base, which Borsacchi and Felicioli note is made of local 

Verrucano limestone, that runs along the entirety of the ground of the northern 

wall, stopping only at the juncture of the façade with the main body of the 

church.219 (Fig. 27) Might this base have dated to the original phase of 

construction? Could the friars have used the base to map out their intentions for 

the desired eventual plan of the church, and then built up the nave with brick 

when funding became available? A similar stone base is found at San Francesco, 

                                                
217 Borsacchi and Felicioli, “Carmine,” 233. 
218 Cannon, “Religious Poverty,” 228. 
219 Borsacchi and Felicioli, “Carmine,” 235. The brick cornice also runs the length of the wall.  



115 

and Caroline Bruzelius proposes that this was the case there.220 Further, the 

section of wall between the façade and the first window is delineated in three 

vertical tiers, marked by variation in brickwork – perhaps another indicator of 

gradual construction. (Fig. 24) Not to be discounted, however, are the later 

interpolations of restorers. The current windows along the north wall have been 

visibly shortened and made rectangular, rather than pointed arches. (Fig. 28) 

Further, in the expanses between these windows there is a row of round arches, 

now filled in, which indicate previous apertures. (Fig. 26) 

 Work on the church continued into the 15th century, spurred by gifts from 

donors. Though Pisa was under Florentine control by 1406, in 1409 the council 

decided to begin work on several projects. The Carmine was an easy point of 

reference for the Florentines due to the relationship of the Pisa convent with that 

in Florence, and work continued on the church.221 In 1415 Ludovico Bartolomeo 

Borromei left 600 fiorini for the construction of the church, though for what 

component of the construction this was used is not known. In 1470 the 

Commune of Florence allowed a tax of two denari per sack of grain entering the 

city, the money from which was to be used for work on the Carmine.222 In 1480 

the Consiglio dei Cento di Firenze approved the deliberation of the priors and 

the Gonfaloniere of Giustizia to concede to the Carmelites exemption from 

                                                
220 See Bruzelius, Preaching, Building, and Burying, 85-86, 96. 
221 Giusi Andreina Perniola, “Chiesa di Santa Maria del Carmine,” in Architettura a Pisa nel Primo 
Periodo Medieceo (Rome: Gangemi Editore, 2003): 102. 
222 ASP, Pergamene, 1470, ottobre 16, ind. IV. 
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duties, as verified in 1463, 1469, and 1474. These exemptions enabled the 

community to conclude work on the church.223  

Renovations took place in the 16th and continued in the 17th centuries. 

Between 1602 and 1605 the gothic windows of the nave and apse were closed.224 

Paolo Tronci’s 1643 drawing of the exterior of the Carmine depicts three lateral 

windows along the north wall, and a small door covered by an awning or 

balducchino on the far east end of that wall. The plain façade is seen with a 

rectangular window above a central portal, which is also covered with an 

awning. Tronci’s drawing also depicts the stonework along the base of the north 

wall and the brick cornice at the top. (Fig. 29) 

Other work on the body of the church was primarily interior, such as 

renovations of chapels and altars. In 1834 the church “…fu scalcinata e 

riquadrara” – Borsacchi and Felicioli note that some traces of intonaco remain in 

the cornice today.225 A major flood of the Arno in 1867 resulted in a repaving of 

the nave and the removal of tombslabs, many of which were propped against the 

side walls of the church. The floors of the presbytery, chapels, and choir were not 

                                                
223 Borsacchi and Felicioli, “Carmine,” 35-36. Little other information survives until 1528, when 
Mariano di Domenico da Cavoli left a bequest that woodworker Iacopo del fu Battaglino di 
maestro di Lupo construct a choir at the main altar that would include a cornice, seats, kneelers, 
and benches. See Perniola, “Carmine,” 104. Between July of 1539 and January of 1540 organ 
master Pietro del fu Giovanni Pieroni da Barda was enlisted to expand and modernize the organ 
with the goal of imitating that at San Francesco, on which Pietro had previously worked. For this, 
see ASF NA 8152, cc361v-362v. Cf. Perniola, “Carmine,” 104. In 1560 the Florentine government 
again conceded that a tax of two denari could be levied on each sack of grain exported to 
Florence to be used for the amplification of the Carmine. Perniola, “Carmine,” 104. By 1574 the 
work on the church nearest the piazza was completed. 
224 Borsacchi and Felicioli, La Chiesa di Santa Maria del Carmine a Pisa: Esposizione Storico – 
Architettonica nel convent del Carmine in Pisa, dal 13 al 30 giugno 1992, (Pisa: Centro Studi F. Guido, 
1992): 9. 
225 Borsacchi and Felicioli, “Carmine,” 1991 53. 
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replaced.226 Bombing during World War II severely damaged the cloister and the 

roof of the church. The roof was repaired using concrete in the 1960s.227 

 The façade was refaced in 1835.228 (Fig. 30) Battaglia attributed it to 

Michelangelo Ciancolini. Alessandro Gherardesca subsequently made two 

attempts to begin a new project, but did not succeed.229 It contains statues of 

Elijah and John the Baptist which date to the 17th century and were once 

positioned inside the church between the cappella maggiore and the side chapels. 

v.	  Chapels	  
In its original form, the cappella maggiore contained a large lancet 

window at the back wall and two windows on either lateral wall.230 Traces of the 

lancet can still be seen on the back wall of the chapel. (Fig. 31) Between 1602-1605 

the windows were largely blocked in, replaced by a small oculus and a 

rectangular window, similar to those on the lateral walls of the church. There is 

sadly no record of what might have been used as the high altarpiece in the 

trecento. The sacristy is reached by stairs from the presbytery.231  

The other chapels of the east end are today surrounded on the exterior by 

later brick structures and are thus difficult to analyze, though for the sake of this 

                                                
226 Borsacchi and Felicioli, “Carmine,” 1991, 54-55. 
227 A document attributed only to the PP Carmelitani, entitled “Il Carmine di Pisa,” and dating 
from 1966 discusses the work that was carried out on the roof during this period. This document 
is conserved at the Bibliotheca Carmelitana in Rome. 
228 Maria Ceccarelli Lemut and Franco Paliaga, La Chiesa di Santa Maria del Carmine (Pisa: Edizioni 
ETS, 2002): 9. 
229 Paliaga, “Carmine,” 1991, 127. 
230 Borsacchi and Felicioli, “Carmine,” 233. 
231 In 1602 the sacristy was modernized with new armadi of walnut on the inside of the original 
walls. In 1613 Ascanio Bezzicaluva was employed for 140 scudi to construct a “ciborio ed i suoi 
gradini et ormaneto” for the high altar. See Borsacchi and Felicioli, “Carmine,” 42. In its present 
form, the high altar was constructed between 1694 and 1697 by masters from Carrara. Ceccarelli 
Lemut and Paliaga, Carmine, 130. It is paved in rhomboid pieces of white, black, and grey marble. 
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discussion I will support Borsacchi and Felicioli’s assertion that they were 

original to the construction of the church. (Fig. 32, Fig. 33) I have not yet found 

evidence revealing their initial patronage. Eventually, though, the chapel to the 

right of the high altar was under the patronage of the Riccardi family and 

dedicated to Santa Maria Maddalena de’Pazzi. Sabini writes that, prior to 1694, 

the chapel was dedicated to John the Baptist.232 Some of the work on this chapel 

was completed by sculptor Nanni di Stocci Fancelli.233 The Riccardi family may 

have had this chapel prior to the dedication to Mara Maddalena de’Pazzi; the 

1517 tomb slab of Giovanni Riccardi had been located in the floor of the chapel 

and was moved to the left wall in the early 17th century. Early in the 15th century, 

the patrons of the left chapel were the Dal Poggio family. They ceded the chapel 

back to the Carmelites in 1427, and the Catalan merchant confraternity became 

the new patrons.234 Renovation of the chapel was begun in 1602 at the request of 

Guglielmo del Bene, the Florentine prior, on behalf of the Compagnia della 

Madonna del Carmine.235 The campanile of the original trecento church was 

simple, a vela, on the left side of the apse.236 Construction on the campanile in the 

southeast corner began in 1657, but was never brought to completion.237 

                                                
232 Benedetto Salvini, Il Carmine di Pisa: Notizie Storiche ed Iscrizioni lapidarie raccolte da F. Benedetto 
Sabini di Pisa figlio del med.o Convento 1870-71, 68, ASP Misc. Man. 32. 
233 Perniola, “Carmine,” 105. 
234 See Rowlands, Masaccio, 72, 103 n. 171, Antonio Augusto Canal, Carmine/Carmelitani and 
Carmelitane a Pisa (Pisa: Centro Studi F. Guido da Pisa, 1987), and Miria Fanucci Lovitch, Artisti 
Attivi a Pisa Fra XIII e XVIII Secolo (Pisa: Pacini Editore, 1991): 206, and Chapter III.I. 
235 The project was designed by architect Alessandro Pieroni.Perniola, “Carmine,” 105.  
236 Borsacchi and Felicioli, “Carmine,” 25. 
237 Ceccarelli Lemut and Paliaga, Carmine, 8. 
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vi.	  Convent	  
The trecento cloister was a simple loggia with a wooden covering. The 

cloister today incorporates reused Romanesque sculptures such as capitals and 

consists of 28 columns, one of which is legendarily attributed to Donatello.238 

(Fig. 34) Salvini wrote that work on the cloister in the 15th century included the 

construction of cells in an upper level, work that was funded by Niccolò 

Poggibonsi, whose family arms are found in the cloister.239 

vii.	  Tramezzo	  
The renovations that began in 1568 were very much in line with those 

conducted in Florence at Santa Croce and Santa Maria Novella. New side altars 

and altarpieces were created, and the tramezzo was dismantled, along with 

chapels attached to it.240 Eliot Rowlands proposed that the screen had been 

located between the second and third windows of the nave, based on observation 

made by Francesco Quinterio of breaks in the brickwork on the northern side of 

the church that may indicate a former juncture with a tramezzo. (Fig. 35) This 

observation, paired with analysis of Dario Angioli’s 19th-century plan of the 

church that indicates a clustering of tomb slabs at the site of the brick variation, 

confirms this.241 Thie proposed location is also roughly on par with the location 

of the pulpit, which is set within the right wall of the nave.242  

                                                
238 Canal, Carmine, 7. Salvini, Notizie, 127, says that 2 of the columns, are granite, two are marble, 
and 24 of are simple “di pietra.” 
239 Salvini, Notizie, 127. Work was completed on the cloister in 1606-1608. It sustained heavy 
damages in the bombing of World War II. 
240 For the renovations at Santa Croce and Santa Maria Novella see Marcia Hall, Renovation and 
Counter-reformation: Vasari and Duke Cosimo in Sta Maria Novella (Oxford and New York: Oxford 
University Press, 1979). 
241 Rowlands, Masaccio, 63-64. The tramezzo at Santa Caterina, however, is documented in the 
1360 will of Donna Masina, wife of knight Giovanni del Torchio. The will specified the location of 
the altar she donated: “in angolo muro qui dividit chorum a navi dicte ecclesie versus cimiterium 
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viii.	  Lay	  Donations	  and	  Burial	  
The friars in Pisa received significant lay support from their earliest days 

in the city, as I have already noted in the case of Bonaventura del fu Stefano’s 

donation and land and subsequent investiture in the Carmelite habit. Support for 

the friars, and particularly burial in their churches, was however a contentious 

issue in Pisa. In 1236 the Dominicans and the cathedral were at odds over burial, 

eventually agreeing that no one that should be buried in the cathedral cemetery 

could instead be buried in Santa Caterina.243 Only in 1274 did Federico Visconti 

finally consecrate the Santa Caterina cemetery.244 The early Carmelite conflicts 

with the parish of Sant’Apollinare probably stemmed in large part from 

disagreements over burial rights. 

 Both prior to and after their move to Kinzica the Carmelites received a 

variety of gifts from lay donors.  On June 28, 1303, Cara, widow of Aldebrandino 

del Riccio of the popolo della pieve di S. Andrea di Pistoia gave the Carmelites of 

Pisa 110 fiorini piccolo.245 In 1338 Count Bonifacio Novello left 10 lire designated 

for the mantles of the friars.246 Other gifts were designated for specific 

celebrations. One M. Fia made gift on August 30, 1322 of two sacks of grain a 

                                                
ecclesie supradicte versus partem meridialem.” This screen was eventually removed under Prior 
Raphael Risalitus, between 1529-31. See Joanna Cannon, Religious Poverty, 246. 
242 The pulpit was made in 1705 by Giuliano ed Agostino Mazari di Carrara, funded by Padre Elia 
Gueciani. The wooden balducchino was made by woodworker M. Antonio Lattughini in 1818. 
Salvini, Notizie. 41-42. 
243 Bruzelius, Preaching, Building, and Burying, 158. Cites Mauro Ronzani, “L’organizzazione della 
cura d’anime nella città di Pisa (secoli XII-XIII,” in Istituzioni ecclesiastiche della Toscana medioevale, 
ed. Chris Wickham Galatina: Congedo, 1980): 61. 
244 Cannon, Religious Poverty, 234. 
245 ASP, Diplomatico del Carmine, cf. Caioli, “Carmine,” 123. 
246 Caioli, “Carmine,” 128. 
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year for celebration of the feast of Saint Jerome.247 Niccholaio Pannochi, on July 

13, 1384 left 22 staio of land for the Chapel of the Santissima Nontiata and the 

celebration of the feast each year.248 

Though many tomb slabs and burial markers no longer survive, texts 

prior to the 19th-century repairs following the flood list a number of early burials. 

For instance, a Ranieri Pesciolini was buried in the church in 1363.249 Later burials 

were sometimes accompanied by the construction of family chapels, seen above 

in the cases of Ser Giuliano and the Riccardi family, and in Batista and Antonio 

del Poggio, who on December 22, 1427 “fave vi nuntiato al’Conv.to una cappella, 

et una sepoltura che venevano in chiesa, un cambio di che se li dette cappella, e’ 

sepoltura in sagrestia.”250 The patrons came from diverse backgrounds, though 

largely from Kinzica. The Carmine was popular with Florentines living in Pisa, 

from the Riccardi family to Rofolfo Lotti of Florence, who died in Pisa in 1410 

while serving as the podesta. Pisans from the parishes of Sant’Edigio, San 

Sebastiano, S.S. Cosimo e Damiano, San Martino, Santa Maria Maddalena, 

Sant’Andrea Forisportam, and San Lorenzo alla Rivolta.251 With the exception of 

the final two, all of these parishes were in the Oltrarno. 

                                                
247 Archivium Generale Ordinum Carmelitanum, Prov. Thusciae, Conventus Singuli, Pisa, n.2. 
248 Archivium Generale Ordinum Carmelitanum, Prov. Thusciae, Conventus Singuli, Pisa, n. 4. 
249 Salvini, Notizie, 182 n. 146. Salvini cites the sepoltuario compiled in the 18th century by Fra 
Brocardo Domenico Sbragia. Sbragia’s text is still conserved in the convent and I was unable to 
gain permission to consult it. 
250 Archivium Generale Ordinum Carmelitanum, Prov. Thusciae, Conventus Singuli, Pisa, n. 9. 
For the later burial stones in the church see Stiaffini, La Storia sepolta. 
251 Stiaffini, La Storia sepolta, 23. In the 16th and 17th centuries the cloister of the Carmine was the 
preferred burial place of the Portughese community in Pisa. Ibid., 28. Also attesting to the 
Florentine presence in the area, in 1425 or 1426 Donatello and Michelozzi began a studio in 
Kinzica. 251 Rowlands, Masaccio, 73. 
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ix.	  Decorative	  Program	  
Less evidence survives for the early decoration of the Pisa Carmine than 

for the sister churches in Florence and Siena. Nothing is known about the 

decoration of the 13th-century church outside the city, and very little about the 

trecento church in Kinzica, which was radically altered in the last years of the 

cinquecento and heavily damaged in the 1870 flood and in World War II bombing. 

This is a sad fate for the first Carmelite church on the Italian peninsula, which 

could have yielded information about the order’s earliest approaches to art. 

 Almost certainly the Carmelites would have displayed an image of the 

Virgin Mary and the Christ child, whether brought with them to the city or 

purchased from a local artist. A local production might have borne strong 

resemblance to the Madonna dei Mantellini from the Sienese Carmine, which is 

believed to have been painted by a Pisan artist around 1270. In the final chapter I 

note that it is tempting to hypothesize that a Madonna and Child now at the 

Fogg Museum in Cambridge, which bears an extremely strong similarity to the 

Madonna dei Mantellini at the Siena Carmine, could have come from the 

Carmelites in Pisa, though this cannot be proved. (Fig. 153, Fig. 156). 

 There is no indication of what might have served as the high altarpiece. 

An image of the Virgin is a strong possibility, especially if the idea that the 

Madonna del Popolo was positioned for a time atop the high altar in the Florence 

Carmine. It would be puzzling, though, if the friars in Pisa and their patrons had 

never commissioned a polyptych or a large panel painting. Just as the church in 

Pisa was nearing completion in the late 1320s, for example, the Sienese 

Carmelites enlisted Pietro Lorenzetti to complete their high altarpiece. Further, 
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rival mendicant orders in Pisa were in this period commissioning prestigious 

polyptychs, notably Simone Martini’s for the Dominican church of Santa 

Caterina. The Carmelites certainly would have felt a desire to compete, though 

perhaps were constrained by the costs of building their church.  

 In 1348 Mannigo di Ghino of the “cappella di San Cristoforo” in Kinzica 

left six lire in “denari pisani minuti” to buy “unam tabulam pictam ab altare,” 

though there is no indication of what the painting might have depicted or on 

which altar in the church it was to be displayed.252 The only secure knowledge of 

the trecento decorations follows the Marian theme. Small fragments of fresco 

were detached from the western side of the cloister, depicting part of the 

Annunciation, along with heads of prophets. (Fig. 36, 37) Attribution is 

uncertain, but the works may have been completed by a Pisan artist or by 

Giovanni da Milano, who was believed to have been present in Pisa around 

1360.253 Conserved in the Museo Nazionale di San Matteo is a wooden sculpture 

of the Virgin Annunciate, which might have been used in celebration of the feast 

of the Annunciation, mentioned above in the 1384 will of Niccholaio Pannochi, 

paired with a non-extant sculpture of the angel Gabriel. (Fig. 38) Painter Piero di 

Borghese (father of Borghese di Piero, who eventually would work for the 

Carmine in Lucca) completed a fresco in the cloister of the Madonna and Child 

and numerous saints in 1398, now destroyed.254 

                                                
252 Borsacchi and Felicioli, “Carmine,” 1991, 24, ASP Pergamena 1349, marzo 30 ind I, 32. 
253 Paliaga, “Carmine,” 31. See also Mariagiulia Burresi and Antonino Caleca, Affreschi medievali a 
Pisa (Pisa: Pacini Editore, 2003): 111, 194.  
254 Rowlands, Masaccio, 59. Maria Teresa Filieri, “Borghese di Piero Borghese (1397-1463),” in 
Sumptuosa tabula picta: pittori a Lucca tra gotico e rinascimento, 370-371. Leopoldo Tanfani 
Centofanti, Notizie di artisti tratte dai documenti pisani (Pisa: E. Spoerri, 1897): 424-425 
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 The most notable artwork from the Carmine is the altarpiece 

commissioned by the notary Ser Giuliano di Colino and painted by Masaccio, 

described by Vasari.255 (Fig. 39) Ser Giuliano was active in the Kinzica 

neighborhood, serving in 1421 and 1430 as one of the two priors of the 

neighborhood (this was a position as a high-ranking secular local officer). In 1435 

he was elected to the Opera del Duomo.256 Ser Giuliano had no male heir, 

although sons of two of his cousins also became notaries. One of them, Ser Marco 

di Marco di Nero degli Scarsi trained with him and was pictured on Masaccio’s 

altarpiece (though posthumously, as he died in 1420).257 

 Ser Giuliano’s chapel was attached to the tramezzo. He described it, saying 

it was “in the nave of this church in front of the choir, that is with its back to the 

choir, extending from the door, that is from the entrance to the choir, up to the 

side wall of the church on the south side.”258 The chapel was commissioned from 

stone carver and mason Pippo di Giovanni da Ghante and ultimately built by 

maestro Bartholomeo di maestro Tomeo da Montemagno. It was made of Carrara 

marble, included a vault supported by columns. In total it was about 5.11 meters 

high, about half as wide, and fairly shallow, though deep enough to 

accommodate wooden seats.259 Rowlands believes that it might have been similar 

                                                
255 Vasari described additional work in the Carmine that could be attributed to Masaccio, namely 
some frescoes in close proximity to door leading to the convent prior to the renovations in the 
cinquecento. Depicted was a bishop saint, which Vasari attributed to Masaccio and Fra Filippo. 
Vasari. Ceccarelli Lemut and Paliaga, Carmine, 14-16. 
256 Rowlands, Masaccio, 70.  
257 Rowlands, Masaccio, 71. 
258 Rowlands, Masaccio, 64. Cites James H. Beck Masaccio: The Documents (Locust Valley, NY, 
1978): 36. 
259 Rowlands, Masaccio, 64-67. 
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in structure and appearance to the Dragomanni Chapel in San Domenico, 

Arezzo, erected some 50 years earlier.260 

 Masaccio completed the altarpiece in 1426, in the midst of his work on the 

Brancacci Chapel in Florence.261 The altarpiece was displayed within Ser 

Giuliano’s chapel. Its central panel depicted the Virgin and Child with Four 

Angels, today in the National Gallery in London. The panels immediately 

flanking the central figures depicted St. Julian, St. Nicholas, St. Peter, and John 

the Baptist, all lost. Smaller panels on the outermost edges of the left side of the 

altarpiece represented St. Augustine, St. Jerome, and an unidentified bearded 

Carmelite saint (Fig. 40) (all surviving). The parallel panels on the right side 

depicted Saint Ambrose and Saint Gregory (both lost) and another Carmelite 

saint (who I believe to be Saint Albert.) (Fig. 41) Atop the central Virgin and 

Child was a crucifixion scene, now in the Museo Nazionale di Capodimonte in 

Naples. To the left of the crucifixion was a half-length image of Saint Paul (the 

only portion of the altarpiece to remain in Pisa, today at the Museo Nazionale di 

San Matteo) and another half-length panel that does not survive, topped by a lost 

image scholars have assumed would have been of the angel Gabriel. On the 

right, another unknown lost image and Saint Andrew (now at the Getty), topped 

by the presumed Virgin Annunciate. The predella panels depicted (from left to 

right) scenes from the lives of Julian and Nicholas (also in Berlin), the Adoration 

of the Magi (at the Staatliche Museen in Berlin), and the martyrdoms of Peter and 

                                                
260 Rowlands, Masaccio, 66. The structure of this chapel is similar to that described by Marcia Hall 
in Santa Croce, Florence.  
261 Gardner von Teuffel suggests that Ser Giuliano had been drawn to Masaccio as an artist 
because of his work in Florence, in “Masaccio,” 36. 
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John the Baptist (also in Berlin). The altarpiece remained in situ until 

reconstruction of the church began in 1568. With the removal of the tramezzo 

and Ser Giuliano’s chapel, Masaccio’s altarpiece was relocated either to a new 

chapel or to the sacristy, and was disassembled by the consecration of the 

renovated church in 1612.262 

 Other altarpieces, primarily installed during and after the 16th-century 

restoration, were completed by numerous artists including Francesco Curradi, 

Crescenzio Gambarelli, Aurelio Lomi, Alessandro Aliori, Girolamo Macchietti, 

Gian Domenico Piastrini, Tommaso Tommasi, Andrea Boscoli, and Baccio 

Ciarpi.263 

3. San Niccolò del Carmine, Siena 

i.	  Arrival	  and	  Early	  History	  
Sienese legend places the Carmelites in the city from Carolingian times, a 

legend affirmed by 17th- and 18th-century histories. In 1625 Tommasi wrote that 

the hermits had arrived around 770, recruiting Frankish nobles and eventually 

becoming Sienese citizens.264 Angiolo Maria Carapelli states in his early 18th-

                                                
262 Rowlands, Masaccio, 86. Rowlands describes how, by 1612, the figure of St. Paul from the 
altarpiece was in the collection of Dean Francesco Berzighelli, who in 1640 gave the panel to 
Paolo Tronci, then overseer of the Carmine. The Berzighelli family were the patrons of the second 
altar on the right after one enters the church, dedicated to the Assumption and bearing an 
altarpiece by Santi di Tito. Rowlands hypothesizes that the Berzighellis could have acquired Ser 
Giuliano’s tramezzo chapel, noting that, after Ser Giulano died in 1456 without children, the 
Carmelites could have sold the altarpiece and chapel to the Berzighellis. Rowlands 87. 
263 Francesco Curradi painted the apparition of the Virgin to Andrea Corsini around 1629 for the 
Taddei family altar, on the left side of the counter-facade. Crescenzio Gambarelli painted St. 
Teresa of Avila around 162 for the chapel to the right of the altare maggiore. Around 1500, 
Aurelio Lomi painted for the Biagi/Cosi family altar on the left side of the church the Virgin in 
Glory with St. Albert and other saints. Alessandro Aliori painted the Ascension of Christ in 1581 
for the Poggibonsi family altar (later belonging to the Corsini and Rosselmini). For a more 
complete description, see Ceccarelli Lemut and Paliaga, Carmine, 2002, 19-27. 
264 Vittorio Lusini, La Chiesa di S. Niccolò del Carmine in Siena (Siena: Tip. Pontificia S. Bernardino, 
1907): 5-6.,  Giugurta Tommasi, Dell’Historie di Siena, (Siena: G.B. Pulciani, 1625): 1. III, f. 115. 
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century chronicle that they arrived in 797.265 Writing around 1700, Girolamo 

Macchi wrote that the Carmelites were in Siena by 906.266 Several of these 

chroniclers describe the Carmelites as digging their well in the 12th century and 

discovering the mythical underground river known as La Diana. Later 18th-

century chroniclers such as Pecci and Faluschi, however, state that the church 

had been long inhabited by hermits, but the Carmelites themselves arrived only 

in the mid-13th century.267 The first secure knowledge of the Carmelites’ presence 

in Siena dates to 1256, when they seem to have been at work on the construction 

of their church and convent.268 In 1262 the order received a donation of 10,000 

bricks from the comune for their construction efforts, soon after followed by 

25,000 more.269 

The Carmelites did not construct a church ex novo, however. When the 

order arrived in Siena it adopted a pre-existing church dedicated to St. Nicholas, 

the early history of which nothing is known.270 This was a path to establishment 

                                                
265 Angiolo Maria Carapelli, Notizie delle chiese a cose riguardevoli di Siena. Siena, 1717-1718, BCI MS 
B VII 10. 68v. 
266 Girolamo Macchi, Memorie, Notizie di tutte le chiese che sono nella citta di Siena, ASS MS D107, c. 
1700. 
267 Giovanni Antonio Pecci, Relazione delle cose piu notabili di Siena, si antiche, come moderno, descritta 
in compendio, Siena, 1752, 45, and Giovacchino Faluschi, Breve Relazione delle Cose Notabili della 
Citta di Siena, Siena, 1784 Per Francesco Rossi, Stampa del Pubblico, p. 66. 
268 Lusini, San Niccolò, 6.  
269 Lodovico Zdekauer, Il Costituto del Comune di Siena dell’Anno 1262 (Milan: Arnaldo Forni 
Editore, 1897): 46, Statuto LXXXVIII. 
270 The vast majority of Carmelite churches are dedicated to Santa Maria del Carmine, and the 
fact that this one is dedicated to San Niccolò is a major indicator that the hermits occupied an 
existing church. Yet Sara Recupero points out the odd discrepancy that the 1215 Ordo Officiorum 
of Siena does not include a church dedicated to St. Nicholas. See Sara Recupero, “I Carmelitani a 
Siena: Note Storico,” in Istituto Storico Diocesano: Annuario 2002-2003 (2003): 353. See also Raffaele 
Argenziaro, Agli inizi dell’iconografia sacra a Siena (Florence: SISMEL – Edizioni del Galluzzo, 
2000). Yet though the titulus of the Siena Carmine might not have been intentional, Saint 
Nicholas appears frequently in the early history of the Carmelite order. For example, the first 
Carmelites in Naples settled at a church dedicated to Nicholas. He was also the devotee of a 
confraternity in the Florence convent from an early date. Nicholas was a wildly popular saint at 
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similar to that taken by the other mendicants in Siena. The Servites, for example, 

acquired the parish church of San Clemente.271 In 1259 the Augustinians from 

Santa Trinità near the Laterino bought land near the parish church of Sant’Agata 

(which was first documented in 1182), and the first stone was laid later that 

year.272  

St. Francis himself is said to have visited Siena around 1212, after which 

his friars remained at the Colle di Ravacciano, which is located to the northeast 

of the current site. It is uncertain exactly when the Franciscans began 

construction on their church near the Porta Ovile, though legend states that the 

commune ordered a church to be built upon his canonization in 1228. The order 

moved from Ravacciano to Ovile in 1236.273 By 1247 the Franciscans were already 

at work on another church, and Innocent IV granted an indulgence of 40 days to 

those offering help towards the construction.274 This church was in use by 1255, 

and Alexander IV granted another indulgence of 40 days to those who visited. 

                                                
this time and there’s no indication that the Carmelites had a special connection with him. Yet, the 
saint’s eastern background, his miracles associated with ships and traveling would likely have 
made him very attractive to the early Carmelites. For the cult of the saint, see Michele Bacci, San 
Nicola: il grande taumaturgo (Rome and Bari: Gius. Laterza & Figli Spa, 2009). 
271 See Antonio Vannini, The Basilica of Santa Maria dei Servi in Siena (Siena: Edizioni Cantagalli, 
2007): 16-18. 
272 Die Kirchen von Siena 1.1, p. 2. 
273 The most complete published work on San Francesco remains Vittorio Lusini, Storia della 
Basilica di S. Francesco in Siena (Siena: Tip. Edit. S. Bernardino, 1894). See also A. Liberati, “Chiesa 
e Convento di San Francesco,” in Bollettino Senese di Storia Patria (1958). A brief, less detailed 
guide to the church is Paolo Torriti, La Basilica di San Francesco e l’Oratorio di San Bernardino a Siena 
(Genoa: Sagep Editrice, 1987). Researchers affiliated with the Die Kirchen von Siena project have 
completed a substantial amount of study on the church, and, should the project resume, San 
Francesco will be the next volume. For the early history of the order in the city, see Lusini, 23-26. 
The friars’ move to Ovile in 1236 is documented in a bull of Gregory IX, cited by Lusini as ASS 
Pergamene del Convento di San Francesco, 1236, 28 ottobre. Lusini, 24. 
274 Lusini, San Francesco, 25. 
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One of their first major patrons was, interestingly, Dominican bishop Tommaso 

de’Balzetti.275  

The mendicants in Siena were fortunate to escape the acrimonious 

relationship that many of their sister houses in other cities had with the local 

bishop and clergy. The friars formed strong bonds with powerful Sienese 

families from their first years in the city – members of the Malavolti family, for 

instance, gave the Dominicans land for their church and convent in 1226.276 The 

Malavolti were also major donors to their local parish of Sant’Egidio and 

members of the family were ensconced in the city’s clerical hierarchy. Perhaps in 

part because of their prestigious connections, the Dominicans in particular were 

involved in the episcopate from an early date: Dominican Tommaso Fusconi 

became bishop of Siena in the 1250s, and named Rinaldo di Orlando Malavolti as 

his vicar general.277 Between 1253 and 1371, all Sienese bishops save one were 

either Dominicans or members of the Malavolti family.278 

Arriving several decades after the Franciscans and Dominicans, and, as 

we will see, located in an area of the city farther from the houses of the wealthiest 

families, the Carmelites did not rise to the prominence of other orders in civic 

and episcopal affairs, or match them in size. In 1307 Siena was home to 99 

                                                
275 Lusini, San Francesco, 26. 
276 Bradley R. Franco, “Family, Church, and State: the Bishopric of Siena, 1282-1371” (Ph.D. diss., 
Syracuse University, 2010): 124-125. For San Domenico, see Die Kirchen von Siena, 2.1, 2.2. 
277 Franco, “Bishopric,” 125. 
278 Franco, “Bishopric,” 125. For example, Donusdeo Malavolti served as bishop. His sisters 
Agnesina and Pia (who was a Dominican tertiary) were both buried in San Domenico. 
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Franciscans, 97 Dominicans, 80 Augustinians, 31 Servites, and 30 Carmelites.279 

(Fig. 42) 

As demonstrated through the distribution of the bricks, the comune placed 

great importance on the religious orders and in the appearance of their 

buildings.280 Sienese friars were also called to the service of the commune. While 

Cistercian monks from the nearby monastery of San Galgano were most 

frequently pressed into service as the camerarius, who worked with the provisores 

chosen from prominent families to oversee the biccherna and communal finances, 

Vallombrosans, Humiliati, and Servites were also occasionally selected.281 

Religiosi from other orders might be involved in different communal affairs, for 

example, choosing prisoners to be released, or in the case of Franciscan tertiary 

Pietro Pettinario, communicating between the Guelf government of Siena and the 

city’s Ghibellines exiled in Arezzo.282 

                                                
279 Daniel Waley, Siena and the Sienese in the Thirteenth Century (Cambridge: Cambridge University 
Press, 1991): 135. 
280 The commune was concerned with the image that Siena projected. For instance, in the trecento 
the commune employed officials to oversee the “beauty of the city.” See William M. Bowsky, A 
Medieval Italian Commune: Siena under the Nine, 1287-1355 (Berkeley, Los Angeles, and London: 
University of California Press, 1981): 295-296.Further, in 1449, the city made generous gifts to San 
Francesco, San Domenico, and Sant’Agostino, and stated that churches should be kept in good 
repair because they honored cities. See Luke Syson, “Stylistic Choices,” in Renaissance Siena: Art 
for a City (London: National Gallery, 2007): 46. 
281 Frances Andrews, “Monastic Observance and Communal Life: Siena and the Employment of 
Religious,” in Pope, Church, and City: Essays in Honour of Brenda M. Bolton, ed. Frances Andrews, 
Christoph Egger, and Constance M. Rousseau (Leiden: Brill, 2004): 361, 365. The Humiliati in 
Siena had arrived before 1256 and were established at San Tommaso, in the terzo of Camollia, a 
church demolished in the 19th century. See Andrews, 373, 381. 
282 Andrews cites a Biccherna entry from April 1294 in which 2 soldi were spent on wine 
consumed by Franciscan, Dominican, and Augustinian friars as they deliberated the release of 
prisoners. Andrews 375, ASS Biccherna 110, fo. 127v, 21 April. Pietro Pettinaio was also named to 
select prisoners for release in 1282 and 1284. Cf. Augustine Thompson, Cities of God, 199. 



131 

The paucity of surviving documents limit understanding of the 

construction and activities of the Carmelite order in the duecento.283 Yet records of 

a few early activities survive. In 1289, Rinaldo, bishop of Siena granted an 

indulgence to those who visited any Carmelite church in his diocese.284 The 

following year, Pope Nicholas IV granted an indulgence of 40 days to those who 

visited the Siena Carmine on the occasion of the feasts of the Madonna and of 

Saint Nicholas.285 

 By the end of the 13th century the Sienese Carmelites were associated with 

a confraternity dedicated to the Virgin. The first notice of the “Compagnia delle 

laudi di Maria Vergine eretta nella chiesa di San Nicolò,” comes from an 

indulgence granted in 1289.286 The next mention of this confraternity is from 

April 1298, when an indulgence of 40 days was allotted to those who charitably 

aided the confraternity and visited the church for the feast of S. Maria del 

Carmelo, or for other principle feasts of the year.287 There is some confusion as to 

whether or not a second confraternity, dedicated to St. Nicholas, developed at 

                                                
283 The records for the Carmelites in the Archivio di Stato and the Archivio Arcivescovile are 
almost exclusively limited to the 16th century and later. Records of some donations made by the 
commune and by the laity survive in the communal archives and notarile archives. Two 18th-
century compendia survive in which the authors copied early documents that now are non-
extant. These are G.A. Pecci, Compendio di contratti sciolti esistenti presso i molto reverendi Padri di S. 
Maria del Carmine a Siena, compilato da me Cavaliere Giovanni Antonio Pecci. Terminato a di 25 del 
suddetto mese e anno, in Miscellanee, 1748, BCI. Ms. A. III. 11, ff. 49r-84r., and G.B. Masini, Spoglio di 
scritture in carta pecora nel Convento del Carmine di Siena, diverso dal primo, in Miscellanee, 1748, BCI 
ms A.III.5 ff. 78r-81v. Selections from each of these have been published by Sara Recupero, in “I 
Carmelitani.” 
284 Recupero, “I Carmelitani,” 353. 
285 Pecci, Compendio di Contratti scioli, n 120, 62r-62v, n. 201 72r-72v, cf. Recupero, “I Carmelitani,” 
353. 
286 See Gennaro Maria Monti, Le Confraternite Medievali dell’Alta e Media Italia (Venice: La Nuova 
Italia Editrice, 1927); 233. Monti cites Ms. C-VI-8, cit. della Comunale di Siena, 148-149. 
287 See ASS, MS B 73, Spoglio di pergamene di famiglie senesi pervenute con il legato Bichi-
Borghese (923-1300), p. 251, K 197, 1298, 14 (?) Aprile. This indulgence was granted by Ildebrandi 
de’Guido, bishop of Arezzo, Orlando Urgurgieri, bishop of Massa, Tommaso Andrei, bishop of 
Pistoia, and Giovanni, bishop of Grossetto.  
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the convent. Macchi wrote that it existed by 1292 and served the local poor, while 

Faluschi on the other hand stated that the confraternity was founded at the end 

of the 14th century. In 1398 a confraternity of St. Nicholas was transferred from 

the Carmine to the nearby church of Santa Lucia, which was annexed to an 

ospedaletto dedicated to St. Lucy, and changed its name to S.S. Niccolò e Lucia.288 

Yet Macchi also wrote that, in 1343, the Marian company took the name of 

“Passione di Nostro Signore Gesu Cristo. This company, according to Gennaro 

Monti, transitioned its honoric focus to Nicholas, and changed its emphasis from 

laude to the offices of the dead and disciplina.289 Regardless of its origins, by 1414 

this confraternity consisted of 82 people.290  

A confraternity dedicated to the Corpus Domini seems to have been 

founded at San Niccolò by 1325, however celebration of the feast later passed to 

the wool guild, the Arte della Lana.291In 1431, the guild assumed patronage of the 

high altar. San Niccolò was also affiliated with the Arte del Cuoio, which in 1425 

erected a chapel dedicated to St. Bartholomew, discussed below.292 

                                                
288 For surviving documents related to S.S. Niccolò e Lucia, see Le pergamene delle Confraternite 
nell’Archivio di Stato di Siena (1241-1785), ed. Maria Assunta Ceppari (Siena: Accademia degli 
Intronati, 2007): 204-220.  
289 Monti, Le Confraternite, 233. 
290 ASS Patri. Resti, Compagnia di Santa Lucia, vol. 954, cf. A. Liberati, “Chiese, monasteri, oratori 
e spedali senesi (Ricrodi e notizie),” in Bollettino Senese di Storia Patria XVIII (1940): 256. 
291 Die Kirchen 1.1, 16, 52, 505 doc. 68, and Girolamo Macchi, Memorie Senesi, AS MS D107, fol. 
111r.  Machtelt Israëls makes the suggestion that the Carmelites might have developed their 
affiliation with the Corpus Domini in an attempt to seek a devotional focus other than the Virgin 
Mary following criticism from other orders who also claimed special devotion to her, and to 
differentiate themselves in the city of Siena, where devotion to the Virgin was widespread. 
Israëls, Altars on the Street, 184. While the Sienese Carmelites may well have sought to carve a 
new liturgical niche for themselves, their focus on the Virgin did not waver, and in the early 
trecento the order increasingly argued for its connections to her based on their history on Mount 
Carmel.  
292 Liberati, “Chiese,” 160. 
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ii.	  Urban	  Location	  
San Niccolò is situated in the southwestern part of the historic city, just 

outside the Arco delle Due Porte, also known as the Porta di Stalloreggi, from the 

11th-century walls. It is roughly between the Porta Laterino and the Porta San 

Marco, which were built in the late 13th century, probably shortly after the 

Carmelites’ arrival. (Fig. 42) It is considered part of the terzo di città, the oldest 

and historically poorest of Siena’s three administrative terzi.293  

When the order arrived, the site was still extra-mural. The parish church 

of San Quirico, one of the oldest in the city, was close by, but much of the 

surrounding area contained few buildings (but numerous gardens). Though no 

walls yet existed, the southern part of the city contained a number of ditches that 

functioned as general perimeters and were eventually replaced by the 14th-

century walls.294 

The neighborhoods of the Laterino and San Marco grew rapidly in the 14th 

century, the period in which the roots of the current street structure of the city 

were established. In the first half of the century the population reached 50,000.295 

                                                
293 The terzo di Città, primarily comprising the southwest part of the city, included the most 
ancient part, known as Castelvecchio, which included the Duomo, as well as Sant’Agostino. The 
northernmost third, the terzo di Camollia, included San Francesco and San Domenico, while the 
final third, the terzo di San Martino included the Servites. As Brad Franco points out, the terzi of 
Camollia and San Martino were much wealthier, and were home to many of Siena’s more 
prosperous families – for example, in 1277-78, parish churches in the terzo of Camollia paid an 
average of twelve lire in tithes, those in San Martino an average of nine lire, and those in Città an 
average of four. See Franco, 33. Siena’s current division into contrade is much more recent, but the 
Carmine is placed in the interesting position of being part of the boundary between the contrada 
of the Pantera and that of the Chiocciola. As it stands today, the church of San Niccolò belongs to 
Pantera, and the convent to Chiocciola. 
294 One ditch in particular, that would fill with fetid water, was quite near the Carmine, described 
in the Statutum Dominorum viarum. See Viabilità e Legislazione di uno Statuto Cittadino del Duecento: 
Lo Statuto dei Viari di Siena, ed. Donatella Ciampoli and Thomas Szabò (Siena: Accademia Senese 
degli Intronati, 1992): 187. 
295 Many of the new inhabitants had moved to the city from the Sienese contado. See Max 
Grossman, “Pro honore comunis senensis et pulchritudine civitatis: Civic architecture and 
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With this increase, residential areas grew outside the 13th-century walls, 

particularly in the southern part of the city, in these new neighborhoods.296 Just 

outside of the Due Porte, for example, rows of new houses flanked both sides of 

the Via Stalloreggi di Fuori, which ended at the Porta Laterina. The road leading 

to the Porta San Marco was similarly lined with houses.297 

With the increase in population came the establishment of numerous 

botteghe and other commercial activities in the area. Lusini noted that as early as 

1256 the fondaco of the sons of Iacopo Incontrati was close by.298 Also nearby were 

ceramicists, several shoemakers, a woodworker, a smith, a glassmaker, an 

innkeeper, a pizzicagnolo and at least two craftswomen – a purse maker and a 

weaver.299 The workshop purported to be Duccio’s, where he completed the 

Maesta, was just inside the Due Arche. Even as this working-class neighborhood 

developed, there were numerous green spaces in close proximity to the Carmine 

in the 14th century and beyond.300 

                                                
political ideology in the republic of Siena, 1270-1420,” (Ph.D. diss., Columbia University, 2006): 
397. A. Lisini, Il Constituto del Comune di Siena volgarizzato nel 1309-1310 (Siena: Tip. di L. Lazzeri, 
1891) IV, 65. 
296 Duccio Balestracci and Gabriella Piccini attribute this to a greater sense of security in the south 
of the city, as opposed to the north, where the Porta Camollia might have been more vulnerable 
to Florentine attack. See Balestracci and Piccini, Siena nel Trecento: Assetto urbano e strutture edilizie 
(Florence: Edizioni Clusf, 1977): 23, n. 22. However, Max Grossman points out that the early 
trecento was a period of relative peace between Siena and Florence. Grossman, “Pro honoris,” 
397. 
297 Grossman, “Pro honoris,” 398. 
298 Lusini, San Niccolò, 6. 
299 For the ceramicists see Riccardo Francovich and Marco Valenti, C’era una volta: La ceramic 
medievale nel convento del Carmine (Florence: Polistampa, 2002). See also Marco Valenti and Marie 
Ange Causarano, “La Chiesa ed il Convento del Carmine” (Siena: unpublished text): 2. I am very 
grateful to these scholars for sharing with me this text, an unpublished summary of research 
related both to the C’era una volta project and their co-authored article “Dall’Archeologia 
dell’architettura all’Archeologia di una città: il caso di Siena,” in Archeologia dell’Architettura, ed. 
Gian Pietro Brogiolo and Sauro Gelichi (Florence: All’Insegna del Giglio s.a.s., 2011). The records 
of the presence of the botteghe came from the Estimi of 1318, ASS Estimo 107. 
300 Balestracci and Piccini, Siena nel Trecento, 39. 
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The Pian dei Mantellini legendarily is said to have come by its name due 

to a miraculous image of the Virgin frescoed on the wall of San Niccolò, to which 

children would bring their mantles as ex-votos. The legend is recounted by 

chroniclers such as Tommaso (1625) and Gigli (1723), but by Gigli’s time, this 

image no longer existed. Faluschi, however, credited the name of the street to the 

Carmelites themselves, saying that it took its name from the mantles that they 

wore.301 

 The old city of Siena was surrounded by walls built in the 11th century, a 

circle that included the Duomo and Santa Maria della Scala. (Fig. 42) The walls 

were expanded in a second campaign early in the twelfth century to include the 

Via Francigena and again at the end of the twelfth and beginning of the 

thirteenth. San Domenico and Santa Maria dei Servi were enclosed in a smaller 

campaign of mural extensions in the mid-thirteenth century. Construction on the 

fourth circle of walls began probably in the 1320s. Agnolo di Tura described the 

plan for the new walls, noting specifically that they would include San 

Francesco, follow the base of Sant’Agostino, and extend to the Porta San 

Marco.302 With this expansion, all the mendicant churches would be within the 

walls. Construction of these walls, though, was a long-lived process, conducted 

on and off between 1323 and the 1470s.303 

                                                
301 Giugurta Tommasi, Historie di Siena (Venice: 1625): 1. III, f. 115, Girolamo Gigli, Diario Senese 
(Arnaldo Forni Editore, 1974): 27. Giovacchino Faluschi Breve relazione delle cose notabili della citta 
di Siena (Siena, 1784, 2nd ed 1815): 65-66, Alberto Fiorini, Siena: immagini, testimonianze e miti nei 
toponimi della città (Siena: Alsaba, 1991): 261. 
302 Grossman, “Pro honoris,” 399, Balestracci and Piccini, Siena nel Trecento, 22-29 
303 In the Renaissance the street became home to several palazzi. An image of the Piazza del 
Carmine from 1775 by Leonardo de Vegni and Vincenzo Rust, depicts the Carmine, the Palazzo 
Pollini across the street (designed by Baldassarre Peruzzi), as well as the current Palazzo 
Gottanelli and Piccolomini Bellanti. Roberto Barzanti, Alberto Cornice, Ettore Pellegrini, 
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iii.	  Construction	  of	  San	  Niccolò	  
There is no evidence for the appearance of the pre-existing church of San 

Niccolò that the Carmelites adopted in the 1250s. It was small and probably 

lacking in suitable conventual structures, as the order quickly engaged in 

projects of renovation and/or construction, as revealed by the donation of bricks 

from the commune in 1262. This donation came the year after the Carmelites had 

been given permission to open their churches to the laity and was made in 

conjunction with substantial gifts of bricks to the other mendicant orders.304 

 Understanding of this first building campaign is unfortunately limited. 

(Fig. 43) Vittorio Lusini, writing in 1907, believed that the first church had a 

different orientation from that of the current structure, with the apse in the 

position of the current façade. He based this conclusion on observation of the 

stone base of the north nave wall. He believed that the fact that the base stops 

before the façade wall indicated that the church was subsequently expanded.305 

(Fig. 44, 45) He also examined the tract of wall and a cornice of cut stone of a 

“sguscio profondo”, with the parapets indicating what he believed to be a lateral 

door, with rounded corners, in the wall closest to the current façade. (Fig. 46) For 

him this confirmed that the apse would have been at the site of the current 

façade. The soprintendenza has echoed Lusini in archival documents describing 
                                                
Iconografia di Siena: Rappresentazione della Città dal XIII al XIX secolo (Città di Castello: Edimond srl, 
2006): 165-166. Peruzzi’s Palazzo Polini was probably designed between 1527-1530 and was 
owned by the Celsa family. See William Winthrop Kent, The Life and Works of Baldassare Peruzzi of 
Siena (New York: Architectural Book Publishing Co., Inc., 1925): 44-45. 
304 The Franciscans received 25,000, and the Augustinians received 50,000. The comparative 
paucity of bricks received by the Carmelites might have been indicative dually of plans to build a 
smaller church than the other orders, or of plans to engage in less ex novo construction, and to 
make greater use of the pre-existing church of San Niccolò. 
305 This base runs on the wall almost until the base of the campanile. The ground line of the Pian 
dei Mantellini has risen over the centuries and the stone base is almost obscured towards the end 
of the wall. 
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the building, believing that the façade was along what is today the via della 

Diana, on the road leading to the popolo San Marco, and the Fondaco degli 

Incontrati. 306 

 The orientation of the church may or may not have been reversed through 

the Carmelites’ construction projects, though I believe that the stone pattern that 

Lusini called a lateral entrance to the early church may instead have been the 

15th-century chapel of San Bartolomeo, which I will discuss below.  

 In 1298 the commune gave another 30 libbre di denari to the Carmelites.307 

By this time the Carmelite order had survived the Council of Lyon and hosted at 

least one confraternity in Siena; it would be reasonable to assume that they were 

at this time beginning a new building campaign for a larger church. Many 

mendicant churches were, by the end of the 13th century, enlarging or rebuilding 

churches begun in the middle of the century. Santa Croce in Florence, for 

example, began construction in 1295 on a monumental church that dwarfed their 

earlier church begun in the 1250s. In Siena, the Franciscans had begun working 

on their façade in the late 13th century, before beginning work on a new church in 

1311.308 

                                                
306 Archivio della Soprintendenza per i beni architettonici e paesaggistici per le provincie di Siena 
a Grossetti, H240 “Relazione storica ed artistica della Chiesa di S Niccolò e della Madonna del 
Carmine – in Siena,” f. 1. 
307 A. Lisini, Il Costituto del Comune di Siena volgarizzato nel 1309-1310 I. 28 (Siena: Tip. di L. 
Lazzeri, 1891). 
308 Lusini tied the construction of a new Franciscan church to the popularity of the Porziuncola 
indulgence – after making a pilgrimage to Assisi, pilgrims might pass through Siena, stopping at 
Santa Maria della Scala. The popularity of Francis and the order led to a desire for a larger church 
in Siena. Lusini, San Francesco, 73-75. 
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In 1308 the commune gave 300 lire “per aiuto de la loro chiesa,” and then 

35 lire for the roof in 1309.309 In the 14th century the church took on its current 

shape and size: a single-naved building, consisting of seven bays, marked by 

wooden trusses. There are no transepts and no apsidal chapels save for the 

cappella maggiore. (Fig. 47, Fig. 48, Fig, 49) While the convent and campanile 

underwent major changes in the 16th century, those made to the church in that 

period were relatively minor and primarily related to the altars. The construction 

process of the church during the trecento, however, is unclear. Gifts by donors in 

this period were not tied to specific parts of the building. Presumably the high 

altar and the east end of the church would have been completed by 1329, when 

Lorenzetti’s altarpiece was completed. It is difficult to discern building breaks on 

the exterior walls  that would indicate gradual east-west construction, and the 

interior walls are covered with plaster, obscuring any visible masonry patterns. 

However, if we accept Lusini’s insistence that the orientation of the early church 

was the reverse of that of the present, we can consider a hypothetical 

constructional chronology in which liturgical celebrations continued while the 

building was under construction. 

In the early years of the 14th century, the friars were building their 

dormitory (located to the south of the apse of the current church and discussed 

below in greater detail). (Fig. 49, Fig. 50) Could construction then have been 

simultaneously underway nearby on what is now the apse (then the façade)? The 

friars could thus have continued to make use of the original choir and high altar 

                                                
309 Agnolo di Tura del Grasso, Cronaca Senese, Tomo XV, parte VI, fasc IV, 307, Recupero, “I 
Carmelitani,” 354. 



139 

on the western side of the site, until construction had sufficiently progressed to 

allow the consecration of the new high altar at some time before the installation 

of Lorenzetti’s altarpiece. Though I cannot discern clear vertical variations in the 

brickwork that would suggest gradual increases in the length of the nave, there 

are nonetheless indications that the height of the building was increased over 

time. A narrow stone cornice running along the wall at the level of the pointed 

arches of the four lancets begin, similar to one at San Domenico, is probably 

decorative rather than indicative of a constructional phase. (Fig. 51) A slight 

variation in brickwork near the base of the windows on the north side of the 

church, however, could indicate a process of planned, gradual construction in 

which the Carmelites mapped out the eventual size and shape of the church and 

had the perimeter walls constructed to a set level, encompassing the early 

church. (Fig. 52)  

This proposal of the constructional chronology is strictly hypothetical. 

Damage to the church from later interventions and restoration efforts have 

modified the exterior walls of the church. The south wall abuts the cloister and is 

almost completely concealed. East-west progression of a new church fits into 

established framework discussed by Caroline Bruzelius, in which the mendicants 

existed in a culture of incompletion.310 In any case, the Carmine was certainly 

completed in the 14th century, necessary to permit the painting of the fresco of the 

annunciation in the nave near the façade. Further, in 1396 the friars were granted 

“fiorini vinticinque d’oro lordi di c. 74 d. 8 fiorino, e quali denari” in order to 

make some repairs on the roof of the church, which would be done by one 
                                                
310 See Bruzelius, Preaching, Building, and Burying. 
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Andrea di Giuto, perhaps indicating a completion several decades earlier that 

now necessitated repairs.311 

 The façade today is partially obscured by the entrance to the cloister, 

erected in the 16th century. (Fig. 53, 54) A photograph of the church from c. 1903 

indicates that, at that point, the window above the portal of the façade was 

rectangular and significantly larger than the oculus with which it was replaced.312 

(Fig. 55) Francesco Vanni’s image of the Carmine from c. 1595 depicts the façade 

as having an aperture with an arched top above a simple door – the oculus had 

not been constructed. The tympanum over the portal dates to the mid-seicento 

and is visible in Girolamo Macchi’s sketch from the beginning of the 18th century. 

(Fig. 56) 

                                                
311 ASS Biccherna 283, c. 56r, 11 giugno 1396. Some work was completed in the 16th century, along 
with the campanile and the new convent. Further analysis of 16th and 17th-century account books 
of the convent may yield additional information. The work undertaken in the early 20th century 
made changes to the façade and to the side walls, which had been substantially modified during 
the soppressione and the presence of the congregazione del sufraggio. A photograph taken shortly 
before the restorations demonstrates that the four lancet windows on the northern wall had been 
blocked in. Two of them had been partially converted into smaller, rectangular windows. The 
door between the two windows closest to the campanile was blocked in at that point, however a 
door had been opened between the two windows closest to the façade, which is now blocked. 
The four windows on the south wall remained blind following the restoration, as they were flush 
against the space then used as the dormitory of the convent/casermo. Lusini, San Niccolò, 66. 
Earlier images of the Carmine indicate some discrepancy between the number of windows in the 
church. Francesco Vanni’s pianta of Siena shows only three. Girolamo Macchi’s early-18th-century 
sketch of the church shows only two. The 18th-century engraving of the piazza depicts only three 
visible windows, but a fourth may have been rendered invisible by the placement of the 
campanile in the frame. The sepoltuario from that period indicates four windows. 
312 Letter from 20 May 1904 To the Prefect.President of the Commissione Provinciale Consultativa 
per le Belle Arte from Vittorio Lusini. ASS, Belle Arti  B. 10, fasc. 115 Siena – Chiesa dell’ex 
convent del Carmine – Lavori di restauro – Vendita di oggetto fuori d’uso Doc. 30. The oculus 
seems to have been paid for by Pier Antonio Cacciacontibus, for reasons of his pious legacy. He 
wanted the oculus on the façade to correspond to that above the altar. ASS notarile postcos. 47, n. 
295, 12 settembre 1594. Pier Antonio was to be buried in the Cacciaconti family avello in the 
Carmine. The Cacciaconti family, however, does not appear in the sepoltuario of the Carmine. ASS 
MS D16. See Lusini, San Niccolò, 58, for the restoration of the façade. 
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iv.	  Cappella	  Maggiore	  
The cappella maggiore is a small space with a flat apse. It is covered with 

a quadripartite vault and each of the three walls today contains a lancet window. 

(Fig. 57, Fig. 58) The current form of the chapel is highly dependent on the work 

of restorer Vittorio Mariani, who attempted to return it to his interpretation of its 

original proportions, reclaiming the lancet windows and lowering the arch of the 

chapel opening. Beyond Mariani’s hypothetical restoration, we know little of the 

early appearance of the cappella maggiore. 

 By 1431 the Arte della Lana were the patrons of this chapel, having 

overseen the celebration of the Feast of the Corpus Domini at the Carmine since 

1370.313 The Carmelites had celebrated this feast since 1306, and a confraternity 

dedicated to it had been at the church since 1325.314 The friars had, in 1364, 

requested funding from the commune for a monstrance and tabernacle, which 

was to be in imitation of a reliquary in the Orvieto Cathedral.315 The feast of the 

Corpus Domini was documented as celebrated in Siena since 1356, and was 

probably celebrated earlier. It remained a focus of mendicants and guilds until 

1456, when the commune began to sponsor celebrations.316 As Machtelt Israëls 

has described, the celebration of the feast under the Arte della Lana entailed an 

elaborate procession through the city, with the Carmine and the guild’s 

                                                
313 Recupero, “I Carmelitani,” 354. 
314 Israëls, “Altars on the Street,” 84 n. 23.  
315 This monstrance does not survive. For the request, see Scipione Borghesi and Luciano Banchi, 
Nuovi documenti per la storia dell’arte senese, (Soest: Davaco, 1970): 28-30, Lusini, San Niccolò, 29-30. 
316 Israëls suggests that Dominican Ruggero da Casole, bishop from 1307-1317, might have been 
especially engaged in the celebration of the feast, for example, organizing the 1311 procession to 
install Duccio’s Maesta on the eve of the feast. The official documentation of celebration in 1356 
comes from the commune providing candles to be carried in the procession of the feast. “Altars 
on the Street,” 182-3. 
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headquarters at San Pellegrino as bookends. The processions included a series of 

temporary altars erected in the streets, as well as the hanging of large banners 

(which were both ceremonial and an served as advertisement for the work of the 

guild).317 The Carmelites might have seen the celebration of this feast as a way to 

distinguish themselves from the other orders, which also were devoted to the 

Virgin. Israëls also made the suggestion that the Carmelites could have seen a 

connection between the miraculous nature of the food of the Eucharist and the 

prophet Elijah’s miraculous sustenance by ravens.318 While I would not doubt 

this possibility entirely, I would note that the Carmelites in the 14th century 

focused little on the specifics of Elijah’s hagiography and did not include events 

from his life in their imagery. There was no conception of Elijah as alter Christus 

as there was with St. Francis and even St. Dominic.319 

In 1432 the Arte della Lana began construction on the cappella maggiore, 

paying maestro Antonio di Paolo to conduct some of the work, which they 

funded by levying a tax on cloth.320  

                                                
317 Israëls, “Altars on the Street,” 186. 
318 Israëls, “Altars on the Street,” 184, n. 23. 
319 Joanna Cannon, “Dominic alter Christus? Representations of the Founder in and after the Arca 
di San Domenico,” in Christ Among the Medieval Dominicans, ed. Kent Emery, Jr. and Joseph 
Wawrykow (Notre Dame: University of Notre Dame Press, 1998), and Donal Cooper, “‘Love Not 
the World’ Saint Francis as an Alter Christus in Medieval Italian Painting,” in IKON Journal of 
Iconographic Studies 3 (2010). 
320 Liberati, “Chiese,” 160. See Israëls, “Sassetta’s Arte della Lana Altar-Piece and the Cult of 
Corpus Domini in Siena,” in Burlington Magazine 143 (2001): 534, and 543 for transcriptions of the 
documents related to the payments and taxes. For the Arte della Lana’s patronage of the chapel, 
ASS, Arti, 64, fol. Xxviir, and for the tax of 18 denari for each cloth going to the fulling mill, ASS 
Diplomatico, Archivio delle Riformagioi, 1432, cas. 1243. The first record of the woolworkers’ 
patronage of the high altar (in addition to the chapel) is from 1522. Israëls makes the suggestion 
that the Arte della Lana might have been responsible for the refiguring of the image of Elijah on 
Lorenzetti’s altarpiece as Anthony Abbot, who was an important saint for the guild and was 
prominently represented on the altarpiece they commissioned from Sassetta in the 1420s. It is 
traditionally thought that the repainting of Elijah (along with the predella scenes) occurred when 
the altarpiece was removed from the Carmine and taken to Sant’Ansano in Dofana. See Israëls, 
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v.	  Cappella	  di	  San	  Bartolomeo	  
In 1425 the Arte del Cuioio began to construct a chapel dedicated to San 

Bartolomeo. Very little has been written about this chapel – its appearance has 

not been described, nor has its location in the church been identified. The guild 

provided an altarpiece dedicated to the saint in 1448, and the sepoltuario depicts 

the “altare di S. Bartolomeo dell’Arte de’Quoiai,” yet no plan indicates the 

location of a chapel. The altar of the guild, however, as depicted on the 

sepoltuario, is located at the same point along the north wall as the inset stones 

identified by Lusini as a lateral door of the original church. (Fig. 46, 59) The size 

and shape of the stone markings, however, are too large to have been such a 

door, and it seems more likely that they instead indicate the presence of a chapel 

protruding through the wall in a “barnacle-like” manner.321 Further, a break in 

the stone base of the north wall of the church corresponds with what seems to 

have been the opening of the chapel, indicates an entrance added after the 

original construction of the church. If my hypothesis is correct, the existence of 

this chapel would have been short-lived, begun in 1425, but gone by the time of 

                                                
“Sassetta’s”, 534 n. 14. They eventually commissioned an altare maggiore made of stone, which 
described by Mons. Bossi’s 1575 apostolic visit to the church as a brick altar with rich ornaments 
and a wooden tabernacle. For the text of Bossi’s visit see Recupero, “I Carmelitani,” 412-418. For 
the altare maggiore, see also Liberati, “Chiese,” 160., Valenti and Causarano, “Appunti,” 3, 4, and 
Macchi, Memorie Senese, 39. The Arte della Lana continued to work on their chapel and altar in 
the 16th and 17th centuries. ASS not. 665, 1512, n. 38, mentions work on the chapel of the Arte della 
Lana. In 1544 the guild established that the friars could utilize the new baldacchino that they had 
made for their chapel.  See ASS ASS Notarile antec. 1529, n. 30, 19 giugno 1544. In 1630 the guild 
vaulted the chapel (though Mariani’s reconstruction assumes that the structure was originally 
vaulted) and enlarged the proportions, renovating the apse and filling in the oculus, as well as 
the lancet windows, replacing them with four rectangular windows. See Lusini, San Niccolò, 57 
for the cappella maggiore and 65 for its restoration. Tommaso Redi constructed the new altar, 
raised on three steps surrounded by a low balustrade. The altar also contained a tabernacle, and 
doors on either side of the altar led back to the choir area, where a door led to the cloister. Lusini 
suggested that this design was in imitation of the altar at the Duomo. San Niccolò, 57. 
321 Thanks to Caroline Bruzelius and Matthew Woodworth for supporting my suspicions that the 
markings were too large for a portal, and for their encouragement to consider that they had 
marked a former chapel. 
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Vanni’s 1595 veduta. In that interim period the guild had continued to support 

their altar and chapel, and I am uncertain why it might have been destroyed. In 

1567 they made a perpetual annual gift of wine, bread, and meat, for the 

celebration of the feast of San Bartolomeo.322 They also commissioned an 

altarpiece by Alessandro Casolani depicting San Bartolomeo sometime around 

1604 (which seemingly would have replaced their 1448 altar). 

vi.	  Tramezzo	  
There is no documentary evidence that refers to the tramezzo of the church, 

although there is a pulpit installed in the south wall at the first window closest to 

the high altar, which may reflect its original location. (Fig. 60) This portion of the 

wall is shared with that of the Cappella del Sacramento. This position is, 

however, closer to the high altar than other mendicant screens, and might not be 

the location of the original tramezzo. Bossio’s 1575 apostolic visit to the church 

mentions a pulpit “in medio ecclesiae,” but not a screen, which could have been 

demolished by the time of his visit.323 Unfortunately, the 18th-century sepoltuario, 

provides no clues. The burials marked on it are positioned in four straight lines, 

with no visible clustering at the presumed site of the tramezzo or elsewhere in the 

church. (Fig. 59) The sepoltuario may have inaccuracies, and in any event the vast 

majority of burials it lists date from the 17th century, after the Counter-

Reformation and presumed destruction of the screen. 

 One of the two known crucifixes from San Niccolo (painted by Ambrogio 

Lorenzetti and Niccolo di Segna) was probably mounted on the screen, and it is 

                                                
322 Lusini, San Niccolò, 42, ASS, Carmine, Campione A, anno 1567, f. LVIII. 
323 Recupero, “I Carmelitani,” 417. 
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possible that the 1361 testament of “Iohannes guondam domini Ansaldi de 

Ienua” requesting burial under the crucifix would have placed his tomb in front 

of the tramezzo.324 (Fig. 61 Fig. 62)  

vii.	  Convent	  
The initial form of the church and convent took the shape of a “P,” with 

the cloister and small conventual structure located to its southeast of the church. 

In 1301 the commune provided 1000 fiorini towards construction of the 

dormitory.325 Work continued on the convent; in 1309 the commune gave an 

additional 100 lire so that the friars could buy brick to make repairs on the 

cloister.326 

 The southernmost area of the 14th-century structure was analyzed by 

archaeologists at the University of Siena, led by Riccardo Francovich and Marco 

Valenti. They believe that the enlargement of the convent in the first decade of 

the century included the enclosure of a preexisting building of rectangular shape, 

19 by 8 meters, and at least 2 stories.327 This enclosure included three stone 

pilasters that probably supported a second story in wood, which does not 

survive, and probably functioned as a storage area, or fondaco, prior to its 

envelopment in the conventual structure.  The exterior of this space can be 

viewed today from the Via Ettore Bastiani, south of the complex. The structure 

was given a second story and enlarged, and attached to the convent, becoming 

                                                
324 ASS Notarile antecos, 63 c.27v-30v. 
325 ASS, Biccherna 116, c. 35/r (gia CCLXlr), 31 gennaio 1301/02. 
326 Recupero, “I Carmelitani,” 354. ASS Cons Gen 71, c. 159v, 1308; 74, c. 108, 1309. 
327 Francovich and Valenti, C’era una volta, 26. 
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the dormitory.328 The archaeological interest stemmed from a brick vault 

constructed on the lower level of this structure, as the vaults were filled with 

ceramics underneath the wooden floor of the dormitory.329 (Fig. 63) Some of the 

ceramics were in fragments, some were shaped as amphoras. From studies 

completed on the composition of the ceramics, the archaeologists were able to 

piece together a hypothesis of the local ecosystem that would have determined 

the composition of the clay. Further, they were able to date the clay, and 

determined that the construction of this section of the convent occurred during 

the first half of the trecento.330 

 Expansion of the convent in the early years of the 14th century makes sense 

both in the grander timeline of mendicant construction trends, and in the 

particular situation of the Carmelite order. Having received papal approval 

following the Council of Lyons, the Carmelites’ future was secure, and the order 

could freely recruit new members. A new dormitory would accommodate the 

growing number of friars in the convent. The 1307 biccherna (the financial account 

book of the commune of Siena) lists 30 Carmelites within one mile of Siena.331 By 

1325, the community may have totaled 34 (18 friars and 16 laici) and the number 

of friars rose to 20 by 1329.332 Work on the convent continued later in the century. 

In 1339 the convent received 100 lire more for additional work on the cloister, 

                                                
328 Valenti and Causarano, “Dall’Archeologia,” 141-142. 
329 Francovich and Valenti, C’era una volta, 26. 
330 Valenti and Causarano, “Dall’Archeologia,” 141-142. 
331 Cf. Waley, Siena nel Trencento, 135. 
332 Macchi, ASS ms D187, 100, 400. Cf Valenti and Causarano, “La chiesa.”  
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and more funding for repairs on the refectory and dormitory in 1347-1347.333 

They received 100 lire more in 1372.334 No evidence from this first dormitory 

indicates whether it was divided into cells, though presumably at least wooden 

divisions would have been in place. By 1406 there were at least 24 friars at San 

Niccolò, as the convent had a sub-prior in addition to a prior.335 

viii.	  Campanile	  
The Carmelites were permitted to build belfries by Alexander IV in 

1261.336 We know nothing of the original appearance of the tower, though the 

assumption of Francovich and Valenti that it was a simple belfry atop the east 

end of the church is reasonable.337 At several points throughout the trecento and 

early quattrocento, the friars made requests to the commune for money towards 

                                                
333 For 1339, see ASS Cons. Gen. 124, c. 52r-53v, 27 aprile 1339. For 1346-1347, see Recupero, “I 
Carmelitani,” 354, and ASS Consiglio Generale, 138, 28v, 1346, 141 c. 30v, 1347. 
334 ASS Cons. Gen. 182, 27 agosto 1372. The Carmelites requested subsidy because “eorum 
dormentorium fuit conbustum a genre arinigera dni Iuperatoris, quam di ch’ fratres coach’ 
fuerunt receptare in eorum conventi et doremtorus predicto.”  
335 Joachim Smet, The Carmelites: a History of the Brothers of Our Lady of Mount Carmel, ca. 1200 AD 
until the Council of Trent (Private Printing, 1975): 54. A new phase of work on the convent began 
around 1517, flanking the south wall of the church. A new refectory was built, as was a second 
cloister. (Fig. 64) Records of the church and convent of Sant’Agostino indicate that some 
Augustinian laybrothers were displaced so that the Carmelites could build their new dormitory 
in 1520, but do not elaborate on where exactly the brothers were living, or what the relationship 
between the convents might have been at the time. See Die Kirchen von Siena, 1.1, 505. This cloister 
was long attributed to Baldassarre Peruzzi, but Lusini attributed it instead to Lorenzo Pomarelli 
or Andrea Sandrini, who followed the tradition of the school of Peruzzi. See Lusini, San Niccolò, 
36. The attribution to Peruzzi was long supported by a drawing conserved at the Uffizi, signed by 
Peruzzi and said to be of the Carmine cloister. More recently, however, Lusini’s theory of later 
architects has been supported by the realization that the Uffizi drawing does not correspond 
entirely to the Carmine cloister, and that the cloister might well instead by the work of a follower 
of Peruzzi. See Valenti, Causarano, “Appunti,” 4. The cloister was painted with frescos of saints 
by Cav. Giuseppe Nasini. Giovanni Antonio Pecci, Relazione della cose piu notabili della città di 
Siena, si antiche, come moderno, descritta in compendio (Siena: 1752): 45. Nasini also worked at the 
Carmine in Florence, painting frescoes for the Compagnia di San Luca and for the Landi Chapel.  
336 Bullarium Carmelitanum, 23. 
337 The Franciscan Constitutions of Narbonne mandated that the order’s belfries “…may nowhere 
be constructed in the shape of a tower.” Were the Carmelites consciously adhering to the norms 
of Franciscan and Dominican legislation, it would explain their original, simple belfry. See St. 
Bonaventure, “The Constitutions of Narbonne,” in St. Bonaventure’s Writings Concerning the 
Franciscan Order ed. Dominic Monti, OFM (St. Bonaventure: The Franciscan Institute, 1994): 85-86. 
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their bells.338 The structure is situated to the left of the axial chapel, jutting out 

beyond the north wall of the church. In 1447 a storm caused major damage to the 

campanile. The church and refectory were also damaged, and the commune gave 

500 lire for repairs.339 In 1465 the friars sold property that had belonged to Fra 

Mariano in order to pay for additional work on the church and convent, and the 

consiglio generale of the commune allotted a subsidy the following year.340 The 

friars continued to receive money for repairs, notably 100 fiorini in 1482.341 

ix.	  Chapels	  
 In addition to the axial chapel and the chapel of S. Bartolomeo, there are 

two other chapels at San Niccolò, the Chapel of San Sigismondo, and the Chapel 

of the Sacrament.342 The chapel of the Sacrament is located at the southeast end of 

                                                
338 ASS Cons. Gen. 120, c. 65v-67r, 25 aprile 1337: “Item, alterius petitionis exibite pro parte 
convenctus fratrum Sancte Marie Karmelitanorum civitatis Senarum, pretentium auzilium eis 
fieri, de pecunia Comunis Senarum, pro solution at satisfactions pretii cuiusdam eorum 
campane;” ASS Biccherna 249, c. 192 r., A’ frati, chapitolo e chonvento de’ Mantellini da Siena L. 
cinquanta per servizi fatti al Chomune di Siena e per richioglaire la loro champana ch’era rotta ed 
e’ rifatta, per pulizia de’Signiori, ASS Concistoro 65, c. 51 recto, 14 maggio 1372; ASS Concistoro 
2137, c. 13r 20 maggio 1428. (petizione dei frati del Carmine di Siena, con riassunta in ruarzie) 
“Fratres S. Marie de Monte Carmello dicto di Mantellini habeant pro recetione campanilis floreus 
)?) C, pro quibus expenderdis elegant operarei (sic) et Cauorarim Sine salario;” and ASS, Cons. 
Gen. 213,c. 31r-v, 4 giugno 1428, Fratrum Mantellinorum petition pro campanili. They asked for 
and received 200 fiorini. 
339 Patrizia Turrini, Per honore et utile della città di Siena: Il Comune e l’edilizia nel Quattrocento (Siena: 
Tipografia Senese, 1997): 147-148. 
340 See Liberati, “Chiese,” 159-162.  
341 Recupero, “I Carmelitani,” 401, Masini, Spoglio di scritture, n. 28, f. 79r. “Sussidio caritativo del 
Publico si Siena per risarcire il campanile, che rovinava, rogata S. Barnabeo da Todi, diero 100 
fiorini”. Traditionally the campanile was attributed to Baldassarre Peruzzi in the 16th century, 
however Francesco Vanni’s view from 1595 shows the campanile in a different form, as a simpler, 
shorter tower that had not yet been given its dome. (Fig. 17) Vanni’s image indicates that the two 
lower levels of the campanile were in existence at that time, but the upper two levels were not. 
After initial repairs in the 15th and 16th centuries, the campanile was, reconstructed in the 17th 
century, likely by architect Anton Maria Lari or Giovan Battista Pelori. Lusini, San Niccolò, 36. 
Lusini notes the similarities between this cloister and campanile and those of S. Marta and S. 
Giovannino in Pantaneto, one by Lari and one by Pelori. The clock dates from 1756. Lusini, San 
Niccolò, 37, n. 3. 
342 The chapel of San Sigismondo, today used as the sacristy, was built in the 16th century, 
attrivuted to Vannoccio Biringucci. (Fig. 65) The construction of this chapel cut into the trecento 
cloister, reducing its dimensions by appropriating the part of it that was closest to the Pian 
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the church. It was almost certainly built in the 14th century, along with the 

current church and first conventual complex, (Fig. 69, Fig. 70) though no 

documents refer specifically to its construction. It served as the sacristy until the 

17th century, when it was connected to the main body of the church through a 

door. At this point it also was given an altar dedicated to Beato Franco.343  

x.	  Platea	  and	  Garden	  
When the Carmelites arrived at the Pian dei Mantellini the neighborhood 

was gradually becoming more inhabited, but remained on the southernmost 

edge of the developing city. The area immediately south of the church was filled 

with gardens and orchards. It was in the friars’ garden, between the southern 

wall of the 14th-century cloister and the eastern wall of the dormitory, that the 

friars dug the well that they announced led to the underground river of Diana, 

discussed in the following chapter.  

 The space immediately south of the church itself, which in the 16th century 

became the second cloister, was in the 13th and 14th centuries simply a flat platea, 

                                                
de’Mantellini. See Valenti and Causarano, “Appunti,” 7. The outline of this structure is just 
visible from the outside, as is its former entrance, which was filled in. The majority of the visible 
brick structure today was built in the 19th century. (Fig. 66) The chapel was built at the request of 
Jacopo del Vescovo and Bartolomeo Banchieri. See Lusini, San Niccolò, 49. The Del Vescovo 
family had a history of patronage with the convent. Lusini cites that the heirs of Manuello 
Vescovi paid each year “una libbra di cera lavorata in due falcone.” ASS Carmine, Bilancio del 
Convento Cr. N. 2359, f. 15; Campione A. f. XXXVIII. This chapel is vaulted, and has pilasters 
topped with capitals decorated with leaves, as well as a stucco frieze. (Fig. 67) The chapel is 
possibly attributable to Vannoccio Biringucci. Lusini, San Niccolò, 50. Lusini notes that a 1526 
letter from him to Bartolomeo della Massa, woodworker, who had worked on the refectory of the 
Carmine the year before, possibly indicating that Vannoccio might have also been engaged in 
work on the church. It also contains Giacomo Cozzarelli’s statue of St. Sigismondo. (Fig. 68) 
343 Lusini, San Niccolò, 49. A half-figure painting of Franco in the chapel was painted by Rutilo 
Manetti. Lusini, San Niccolò, 72. In the 18th century it was dedicated to St. Anne by the Vanocci 
family. See Sepoltuario, Fig. 44. The chapel in its current state is vaulted, and Lusini describes it as 
decorated by Loli with a stucco altar designed by Marrina. Lusini, San Niccolò 67. 



150 

of which Valenti and Causarano found a description in the Estimi of 1318.344 (Fig. 

43) Though we have no evidence of an external pulpit in this space (the 

Carmelites never developed the celebrated preaching culture of the Franciscans 

and Dominicans) this space may have been used for occasional sermons and 

gatherings of laypeople, possibly in relation to the Corpus Domini processions.  

 With the construction of the second cloister, the platea was covered. 

Further, the piazzetta immediately before the façade of the Carmine was obscured 

and diminished by the construction of the entryway to the new cloister. The area 

of the Pian dei Mantellini flanking the north wall of the church seems to have 

become the de facto piazza of the Carmine, as indicated on the 1775 engraving by 

Leonardo de Vegni and Vincenzo Rust. Girolamo Gigli, in his Diario Senese from 

early in the 18th century, wrote that this piazza “serve il Carnevale al Giuoco del 

Pallone, e della Pugna dei Servitori.”345 (Fig. 71) 

xi.	  Patrons	  and	  Burial	  
The Archivio di Stato in Siena conserves a sepoltuario from San Niccolò, 

compiled in 1717.346 (Fig. 59) The document consists of a list of the tombs and 

inscriptions visible at the time of writing and their locations, along with a labeled 

plan of the church. Although the majority of the included burials date to the 17th 

century, some date to the 15th. For example, the 1416 tomb of Lorenzo Venturini, 

bearing the arms of his family, was placed before the altar of the Madonna del 

                                                
344 Valenti and Causarano, “Appunti,” 2, 8. They consulted ASS Estimo 107, F. DLXVII, which 
makes reference to the “platea fratrum Sancta Marie del Carmino.” 
345 Girolamo Gigli, Diario Senese, Vol. II (Arnaldo Forni Editore, 1974): 26. 
346 ASS MS D16, Sepolti nella chiesa di S. Niccolò del Carmine, con indice e pianta della Chiesa, sec. XVI-
XVIII. 
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Parto.347 No burial prior to the 15th century is charted in the sepoltuario, and only 

one earlier marker survives at the church today. This stone was inserted on the 

exterior of the northern wall, where it has been at least since 1730.348 A small 

relief carved of white marble, it is inscribed with the names of Leonardo and 

Giacomo di Simone, along with a coat of arms which includes a castle.349 (Fig. 72) 

Another 14th-century tomb was that of Carmelite Beato Franco Lippi di Grotti, 

who had died in 1291 in Siena. The tomb’s location in the church is not known, 

although it was placed with an altar and an image of Franco, now lost.350 

 Though there is little physical presence of the early burials in San Niccolò, 

documentary evidence reveals significant lay support of money and gifts of 

land.351 Even so, the Carmelites received fewer donations from the laity than the 

other mendicant orders. Samuel Cohn’s study of pious donations in Siena 

tracked those made to the mendicants, and the Franciscans, Dominicans, and 

Augustinians were the dominant recipients.352 For example, Blasius Tolomei 

                                                
347 Sepolti nella chiesa di S. Niccolò del Carmine, n. 12.This Lorenzo was the ancestor (father or 
grandfather) of Lorenzo di Antonio Venturini who was murdered in 1486. Lorenzo di Antonio 
Venturini’s 1479 will requested burial in the tomb of his family in the Carmine. ASS Notarile 
antec. 524, 20 luglio 1479. The Venturini family also maintained patronage of the altar of the 
annunciation on the south wall. See Lusini, San Niccolò, 46.  
348 Pecci noted its presence there, but it is unknown when it was placed there. See Giovan 
Antonio Pecci,  Raccolta universale di tutte le iscrizioni, arme, e altri monumenti, si antichi, come 
moderni, esistenti in diversi luoghi pubblici della citta di Siena fina a questo presente anno MDCCXXX, 
Siena, 1730-31, ASS, Ms. D. 4/6. 
349 Silvia Colucci, Sepolcri, 213-214, Alessandro Leoncini, Un Ex-voto in Santa Lucia: Girolamo 
Biringucci e la Grazia di San Nicola (Siena, 1999). These may have been brothers who died in a 1384 
rebellion. 
350 Silvia Colucci, Sepolcri a Siena tra Medioevo e Rinascimento (Florence: SISMEL Edizioni del 
Galluzzi, 2003): 117 
351 ASS Notarile antec.  216, c. 57v-59r. Siena, 28 agosto 1400. Donazione di un pezzo di terra ai 
frati Carmelitani e testamento di “Salvinus Naldi, populi S. Quirici Castiveteris.” For general 
information on mendicant burial in Siena, see Anna Vallaro, “Gli ordini Mendicanti e la Morte a 
Siena,” in Bollettino Senese di Storia Patria CX (2003). 
352 Cohn notes that the mendicants rose in popularity in the trecento, with high numbers of 
donations just before the 1348 plague. Yet in that period, donations to monasteries were still 
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divided the majority of his property between the hospital of Santa Maria della 

Scala, the Augustinians, the Dominicans, and the Franciscans with the 

understanding that they celebrate masses in his honor, make donations to the 

poor, and build and administer hospitals.353 Though excluded from this bequest, 

the Carmelites received other donations from members of the Tolomei family. 

Donna Teodora, daughter of Cristoforo Tolomei, left 10 soldi to the Carmelites in 

her will of 1295 (though she left substantially more to other institutions, 

including 100 soldi each to the Franciscans and Dominicans).354 The Carmelites 

also benefited from a 1297 donation in perpetuity from Bernardino Alamanno 

Piccolomini, a donation connected to Santa Maria della Scala.355  

The 1292 will of Grimaldo di Venture, a tertiary of the Humiliati, left 5 lire 

to that order’s church as well as 5 to the Carmine, “for building an altar in their 

church.”356 The Tolomei family tomb was in San Francesco, though numerous 

other donors requested burial in the Carmine. The testament of “Iohannes 

guondam domini Ansaldi de Ienua” from December 18, 1361, requests burial in 

the Carmine below the crucifix.357 The testament of Donna Margarita, daughter of 

                                                
dominant. It was in the 15th century when the mendicant gifts rose dramatically, accounting, by 
Cohn’s calculation, to 73% of monastic gifts. See Samuel Cohn, Death and Property in Siena, 1205-
1800: Strategies for the Afterlife (Baltimore and London: The Johns Hopkins University Press, 1988): 
33. Cohn calculated that, between 1205-1500, the Franciscans received 197 total bequests 
(including the Osservanza and local rural communities), the Augustinians received 98 (and an 
additional 24 at Lecceto), the Dominicans received 91, and the Servites 65. He does not list gifts 
made to the Carmelites. See 265 n. 56. Cohn did not conduct an exhaustive study of the Sienese 
archives; rather he examined a selection of notarial records. See 251-252 for an explanation of his 
methodology. 
353 Cohn, Death and Property, 22. 
354 ASS – Tolomei, Schede cart. 69II. 1295, Maggio 20, ind. VIIIN. 39, card 42. The Franciscans 
were the primary mendicant beneficiary of the Tolomei family. 
355 GB Masini, Spoglio e Repertorio di scritture cit. n. 139, f. 72v, in Recupero, “I Carmelitani,” 353, 
386 
356 Dipl. AGC 6.2.1292, cf. Waley, Siena nel Trecento, 148. 
357 ASS Notarile antecos, 63 c.27v-30v. 
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Pietro Gianini and wife of Cecilio Niccholai Manetti asked that she be buried in 

the church on May 11, 1363.358 Donna Mea, Margarita’s mother, stated that she 

would be buried in the Carmine in a testament written only a few days after her 

daughter’s.359 On May 29, 1383, pizziaolo Paolo di Nanni signed a will asking to 

be buried in the Carmine.360 On May 21, 1421, Donna Mariana, daughter of one 

Marco of Venice, who was living in Siena, and wife of Ture, formerly Ghani de 

Monteilciuolla, requested burial in the church.361 Plans for burial in the cloister 

are noted in 1510, in the will of Donna Batista, wife of Benedetto Riccii de 

Ianua.362 The sepoltuario depicts burials continuing in later centuries.  

Several of the donors mentioned above were from the Popolo di San 

Giovanni, just north of the Carmine inside the Due Arche and extending towards 

the Duomo. In July of 1361, for instance, Carmelite friar Antonio di Fantino sold 

a house in the borgo del Laterino to Iacopo di Naldo of Perugia, who was living 

in Siena in the popolo of San Giovanni.363 The wealthiest Sienese families were 

not living in the terzo di città, the Carmine’s administrative district, and many 

had already cultivated relationships with other mendicant orders. The Malavolti 

had had a long relationship with the Dominicans, and the Salimbeni had their 
                                                
358 ASS Notarile antecos. 143 c. 29r-30v 
359 ASS Notarile antecos. 143, c. 29r-30v, Siena 23 maggio 1363. Testamento di “dna Mea, filia 
Bindi Vince(n)tis, de populo S. Iohannis de Senis et contrata del CAsato, et uxor Niccholai 
Manetti de Senis..copre languens” …corpus reum sepelliendum apud ecclesiam fratrum S. Marie 
del Carmino de Senis, in ea sepultum in qua sepulta est dna Margarita filia mea…” 
360 This testament was made in the sacristy of the Carmine, by notary Gregorio di ser Recupero di 
Pietro in the presence of several friars – frate Guido di Tura, frate Giovanni di Angelo, and frate 
Neri da Roccastrada. Dipl. Biblioteca pubblica, 1383, mag. 29 (cas. 1088). Cf. Ceppari Ridolfi. Le 
Pergamene, 158-159, doc. 308. 
361 ASS Notarile antec. 226, Siena, 21 maggio 1421. 
362 ASS Notarile antec 925, 22 april 1510. 
363 Compagnia dei Santi Andrea e Onofrio poi detta dei Poveri mendici, gia’ compagnia dei Santi Tommaso 
e Benedetto, Doc. 637, 1361 luglio 21, Dipl. Patrimonio dei resti ecclesiastici, Compagnie, 1361 lug. 
21 (cas. 976) Pizzetti A DXXXVI in ASS SS Niccolo e Lucia, Cf. Ceppari Ridolfi. Le Pergamene, 288-
289, doc. 637. 
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family tomb at San Francesco.364 The 14th-century necrology for San Domenico 

includes numerous members of the city’s noble and wealthy families: 14 

Piccolomini, 8 Tolomei, 8 Salimbeni, 14 Montanini, and 62 Malavolti.365 The 

Pannocchieschi family were major patrons of Sant’Agostino.366 While these 

families often included small bequests to the Carmelites in their testaments, the 

Carmelites’ primary patrons came largely from their neighborhood and those 

nearby.  

As a small church, San Niccolò provided less space for conspicuous 

patronage (though to what degree this was intentional, I am not certain). San 

Francesco in Siena offered more apsidal chapels for family patronage than any 

other Franciscan church in Tuscany, save for Santa Croce in Florence, with four 

on each side of the cappella maggiore, lining the transepts. The Carmelites 

offered no such space for pious ostentation, though they nonetheless attracted 

patrons. 

In 1382 Francesco del fu Vicca di Gieri gave 300 fiorini for the acquisitions 

of a piece of land in exchange for an office being said for his soul.367 The friars 

used this money to acquire a property that was immediately sold to buy some 

houses from the bishop of Siena. In 1399 the bishop sold them a romitorio in Piano 

dei Mantellini and a year later, in 1400, “for 80 fiorini a shop, a house, and a piece 

                                                
364 Cohn, Death and Property, 105-106, and Diana Norman, Siena, Florence, and Padua: art, society, 
and religion, 1280-1400 (New Haven: Yale University Press, 1995): 169-170.  
365 Franco, “Bishopric,” 47. For the necrology, see Siena: i necrologi di San Domenico in Camporegio, 
ed. M.-H. Laurent, in Fontes Vitae S. Catharinae Senensis Historici, ed. M.-H.Laurent and Franciscus Valli 
(Florence: Sansoni 1937), 20: 47-109. 
366 Diana Norman, “An Abbess and a Painter: Emilia Pannocchieschi d’Elci and a fresco from the 
circle of Simone Martini,” in Renaissance Studies 14 (2000): 293. 
367 Recupero, “I Carmelitani,” 355, G.B. Masini, Spoglio e Repertorio di scritture, cit. n, 40, f. 80r. 
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of land.”368 In 1432, Giovanna del fu Domenico “habiatrix Senis in Plano 

Mantellinorum,” left all her possessions to the Carmine.369 

xii.	  Decoration	  
San Niccolo del Carmine was richly decorated in its early centuries. As 

demonstrated in later chapters, the works of art from this church were at the 

forefront of the order’s iconographical development, for reasons that are not 

totally clear.  

 The first work noted from this church, which might have predated the 

Carmelites’ arrival, was the image of the Virgin painted on the façade, mentioned 

above. This image was noted for its magnanimous nature, especially to children, 

who thanked her by hanging their robes before her, thus perhaps giving the Pian 

dei Mantellini its name. Nothing of this image survives today.  

 The high altar of San Niccolo contained the most significant Carmelite 

work of the 14th century, Pietro Lorenzetti’s Pala del Carmine, completed in 1329, 

and partially funded by the commune. (Fig. 91) It is notable because it depicts the 

prophets Elijah and Elisha as Carmelites, wearing the habit adopted in 1287, and 

as the predella scenes narrates the order’s history, from a vision experienced by 

Elijah’s father, Sobach, to the confirmation of the rule by John XXII in 1326. The 

imagery attested both to the antiquity of the order and to its origins in the Holy 

Land. Significantly the Siena Carmelites also possessed two 13th-century images 

of the Virgin Mary, one authentically Byzantine, the other probably painted in 

Pisa in a Byzantinizing style. (Fig. 153, Fig. 156) Legend dated these icons to well 
                                                
368 Recupero, “I Carmelitani,” 356 Masini, Spoglio e Repertorio di scritture, n. 17, f. 79r, and n. 17, f. 
79r. 
369 Recupero, “I Carmelitani,” 356, Masini, Spoglio e Repertorio di scritture, n. 42, f. 80v 
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before the 13th century and this antiquity, coupled with their real and supposed 

Byzantine provenance also attested to the Carmelites’ history. 

 A few additional works from the 14th century survive. The Siena 

Pinacoteca contains two crucifixes from San Niccolò, one by Ambrogio 

Lorenzetti and the other the only signed and dated work by Niccolò di Segna. 

Only a few fresco fragments survive of what must have been much more 

extensive decorations of the 14th-century church. The fragments today are all 

situated on the south wall of the church. Two are positioned between the first 

and second windows closest to the high altar. One is a rendering of the Virgin 

and Child, the other is a fragment depicting the Virgin Annunciate. Both of these 

fragments are surrounded by frescoed frames, certainly a later intervention. (Fig. 

73, Fig. 74) A larger image of the Virgin and Child Enthroned is today above 

Beccafumi’s painting of St. Michael driving out the rebel angels. (Fig. 75) A final 

fresco along the south wall, variously dated to the late 14th or early 15th centuries, 

depicts the Assumption of the Virgin. (Fig. 76) The painting has an arced top, 

and is situated into a niche in the wall. The arc of the niche is higher than that of 

the fresco, indicating that the niche was possibly added or altered at a later 

date.370 The sides were painted later than the Assumption fresco, and depict 

saints, including St. Lawrence. (Fig. 77) There are two niches each on the north 

and south sides of the church, though the others have been fitted with 

altarpieces, rather than frescoes. (Fig. 78) 
                                                
370 Sassetta’s Arte della Lana altarpiece depicts the interior of a church (not San Niccolò, as the 
church has transepts) with recessed niches in the walls contained arc-topped altarpieces. Vittorio 
Lusini says that the Assumption fresco was damaged during the structural “consolidamento” of 
the large cloister, when ensuring the structural integrity of the dormitory on the upper floor.  
Sara Recupero notes that, in reality, this episode, though serious, could not be equated to the 
invasive restoration of the early 1900s praised by Lusini. See Recupero, “I Carmelitani,” 365. 
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 The Pinacoteca contains later works removed from the Carmine, among 

them a small painting by Giovanni di Paolo, still in its original frame. (Fig. 79) 

The back of the frame contains the stemma of Francesco Bellanti, Bishop of 

Grossetto, as noted by Keith Christiansen.371 This altarpiece depicts two figures of 

Christ, in a narrative setting unified and divided at once.  On the right, the man 

of sorrows shows a gaunt Christ, wearing his crown of thorns and bearing the 

wounds from his flagellation and crucifixion, carrying his crucifix. On the right, 

the man of sorrows shows a gaunt Christ, wearing his crown of thorns and 

bearing the wounds from his flagellation and crucifixion. On the left, we see 

Christ at the Last Judgment, in a mandorla of seraphim. He is wrapped in a red 

robe, with his side wound visible. He raises his hands, displaying the wounds 

there. Below him, standing on the ground, is St. Michael in small scale, dividing 

the blessed and the damned. The frame forms a quasi division of the two figures 

of Christ as trilobes within pointed arches cover the heads of each figure. 

Between them, in a small quatrefoil, is a dove. Thus we have two thirds of the 

Holy Trinity.372 Whether or not this painting was intended for the Carmine, its 

                                                
371 Giovanni di Paolo was especially active at San Domenico, for which he painted several 
altarpieces. Keith Christiansen has suggested that this altarpiece was originally created for 
Francesco Bellanti’s altarpiece at San Domenico, and then later made its way to San Niccolò. See 
Painting in Renaissance Siena 1420-1500 (New York: Metropolitan Museum of Art, 1988): 169. 
John Pope-Hennessey, however, considered it to be originally from the Carmine. See Giovanni di 
Paolo 1403-1483 (London: Chatto and Windus, 1937): 24. See also Pietro Torriti, La Pinacoteca 
Nazionale di Siena i dipinti dal XII al XV secolo (Genoa: Sagep Editore, 1977): 302. 
372 Another intriguing Sienese representation of the Holy Trinity is Luca di Tommè’s The Trinity 
and the Crucifixion from c. 1355, today in the Tinken Museum in San Diego. The dual 
representation of Christ within the single scene of the Giovanni di Paolo painting is odd, though 
not unheard of in Siena. A close comparison can be made an intarsia scene made by Niccolò di 
Domenico for the choir stalls in the Siena Palazzo Pubblico.  This scene provides a condensed 
narrative of three of the events in the Passion of Christ; Christ before Pilate, the Road to Calvary, 
and the Crucifixion. For this comparison, see Colin Eisler, “The Golden Christ of Cortona and the 
Man of Sorrows in Italy: Part One,” in The Art Bulletin 51 (1969): 115-116. For more on Giovanni di 
Paolo’s panel, see Cesare Brandi, Giovanni di Paolo (Florence: Felice le Monnier, 1947): 8-10. This 
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eventual presence there was probably related to the celebration of the feast of the 

Corpus Domini. 

Also in the Pinacoteca are fragments from Sassetta’s Arte della Lana 

altarpiece which, though displayed in a chapel at the guild’s headquarters in the 

Piazza San Pellegrino (in the northern part of the city) rather than in the 

Carmine, was instrumental in the procession of the Corpus Domini which took 

place between the church and the headquarters. The primary later work from 

Carmine in the museum are Bernardino Fungai’s 1512 Madonna Enthroned with 

Christ Child, crowned by two angels, with S. Jerome, S. Niccolo, S. Sebastian, and S. 

Anthony of Padua.373  

Other art in the church includes a terracotta presepio and a statue of San 

Sigismondo made by Giacomo di Bartolomeo di Marco Cozzarelli for the chapel 

of San Sigismondo (now the sacristy).374(Fig. 68) More knowledge of the altars in 

                                                
work, however, is much less perplexing, as it represents a continuous narrative.  The three events 
are smoothly linked; Pilate’s dismissing gesture flows toward Christ carrying his cross, while the 
transverse beam of the cross points directly at the halo of the crucified Christ. There are also clear 
special indicators of the transition between events. Pilate is enthroned under an arched 
balducchino, Christ carries his cross across land, and the Christ’s crucifix is raised on a distinct 
rocky surface. Yet Giovanni’s two Christs do not interact. Their gestures do not indicate the other 
figure.  The figures are placed in an abstract location.  While there is a firm ground line, the 
background is an abstract gold. 
373 See Mostra di Opere d’Arte Restaurate nelle Province di Siena e Grosseto (Genoa: Sagep Editrice, 
1981): 132. Cesare Brandi, La Regia Pinacoteca di Siena (Rome: La Libreria dello Stato, 1933): 81. The 
pinacoteca also contains Beccafumi’s first version of San Michele Arcangelo, which passed 
eventually to Santa Maria della Scala following the friars’ rejection of it. For Fungai, see David 
Bomford, Ashok Roy, and Luke Syson, “Gilding and Illusion in the Paintings of Bernardino 
Fungai,” in National Gallery Technical Bulletin: Renaisance Siena and Perugia 1490-1510, Vol. 27 
(2006): 115-117. Also, the Pinacoteca contains a number of small, 18th-century paintings of saints, 
biblical scenes, and Carmelite friars. I believe it is likely that some of these were the paintings 
listed in the soppressione inventory. See “Elenco,” Soprintendenza Belle Arti e Paesaggio per le 
Province di Siena, Grosseto, e Arezzo.  For the soppressione inventory, see ASS Conventi 2561. 
374 The presepio scene is in the collection of the Pinacoteca (no. 37.) It is not described in the 
catalogues, but is listed in the “Elenco” available for consutation in the archives of the 
Soprintendenza degli Belle Arti. The San Sigismondo statue was documented. Eodem quoque die 
(23 Martii) Jacobus Cozzarellus opisex nobilis senesis, in arte enim fusoria plurimim excellebat, 
ex argilla quoque simulacra et queque alia singebat, ut viva apparent, item ex ligno, hac vita 
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the church survives from the 15th century. There was an altar dedicated to St. 

Albert by the 1420s, and one dedicated to the crucifix.375 In 1424 the Chapel of 

San Bartolomeo was established by the Arte del Cuoio.376 By 1445 there was an 

altar dedicated to St. Marta, and by 1486 one dedicated to San Michele 

Arcangelo.377 

xiii.	  Summary	  
The Carmelites remained the smallest mendicant order in Siena and did 

not rise to the prominence of the others. As a telling testament to this, when the 

papal court of Pius II came to Siena in 1460, cardinals and other members of the 

court were housed in several palazzi and convents, including those of all of the 

mendicants except the Carmelites.378 Analysis of the donations made to the 

church suggests that San Niccolò was, to the wealthiest residents of the city, 

something of a spiritual “back-up plan,” as they made their primary donations to 

                                                
desessit.  Vir ingenio pollens statuas ad Pandulsi ad Capriolam essinxit: sancti quoque 
Sigismundo statuam apud Carmelitanos; divid quoque Vincentii apud sanctum Spiritum ex ligno 
piri statuam deprompsit. See Gaetano Milanesi, Documenti per la Storia dell’Arte Senese. Vol. 3 
(Holland: Davaco Publishers): 28. For the Cozzarelli, see also Alessandro Angelini, “Renaissance 
Art in Siena: patrons, artists and workshops,” in Renaissance Siena: Art for a City, ed. Luke Syson 
(London: National Gallery, 2007): 38. 
375 Recupero, “I Carmelitani,” 366-367. “Giovanni di Cola di Bindo” left to the convent a podere 
and instructions to celebrate at the altar of Albert the feast of the same saint, and the feast of S 
Stefano. 
376 As described by Sigismondo Tizio, Senar. Tom. IV p. 159-150, 24 agosto 1424: “Eiusdem 
quoque ruensis die viglsia (?) quarta opicices coriarii Divum Bartholaurum Apostolum in 
advocatum assumpsere, Cappella in Carmelitarum sede ili constituta…tabulam quoque pictam 
area dicavere.” BNF, FN II. V. 140. 
377 Recupero, “I Carmelitani,” 367. The artworks in San Niccolo were listed by numerous early 
chroniclers and travellers such as Girolamo Macchi, Carapelli, Faluschi, and Giovanni Antonio 
Pecci. Other, later, works listed included a Nativity by Arcangelo Salimbeni, a Transfiguration by 
Sodoma, an organ frieze by Baldassare Peruzzi, a Martyrdom of San Bartolomeo by Alessandro 
Casolani, a San Michelangelo by Mercarino. Giovanni Antonio Pecci described: “l’Altare 
maggiore di Stucchi, opera di Tommasso Redi Sanese, e gli Angioli Dorati d’Ansano Montini, nel 
luogo stesso vi era gia’ un’Altare, lavorato da Prospero Bresciano.” Giovanni Antonio Pecci, 
Relazione della cose piu notabili della citta di Siena, si antiche, come modern, descritta in compendio.  
(Siena, 1752): 45. 
378 See Fabrizio Nevola, Siena: Constructing the Renaissance City (New Haven: Yale University 
Press, 2007): 66. 
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other religious institutions. Yet it was popular with local residents from the popoli 

of San Giovanni, San Marco, and Laterino, who made donations of money and 

property, and requested burial in the church.  

Within the Provincia Toscana, San Niccolò was not a powerhouse, despite 

the importance and novelty of its art. Between 1375 and 1491 the provincial 

chapter meeting was held at San Niccolò only twice, in 1413 and 1486 (compared 

to 79 times in Florence, nine times in Prato, ten times in Pistoia, twice in Pisa, 

nine times at Le Selve, three times at Lucca, and five times at Montecatini – and 

once, oddly, at Verona in 1381).379 Granted, Siena and Arezzo only rejoined the 

Tuscan province in 1405, after leaving for the Roman province in 1333. The Siena 

Carmine did not have a studium, and remained small.380 

4. Santa Maria del Carmine, Florence 

i.	  Arrival	  and	  Early	  History	  
Though Florentine tradition holds that the Carmelites were in Florence 

from 743, the church of Santa Maria del Carmine was not begun until 1268.381 The 

order had certainly reached the city some years earlier, however, probably 

                                                
379 Atti dei Capitoli Provinciali di Toscana, 5-7. For the Carmelite church of San Tommaso at Verona, 
see Alfonso Rossi, O.Carm., “I Carmelitani a Verona,” in Rivista Storica Carmelitana 3 (1931). 
380 The Carmelites remained at San Niccolò until the Napoleonic suppression, when they moved 
to the convent of Santo Spirito. They remained there until 1821, when they returned to San 
Niccolò, possibly with the Discalced Carmelites, and stayed until 1862, when they were forced to 
leave under the next suppression. By 1873 the church was in the hands of the Congregazione del 
Suffragio and fell into a state of disrepair. See Liberati, “Chiese,”162, Recupero, “I Carmelitani,” 
364. The convent remained in use as a caserma until 1937. Liberati, “Chiese,” 162. In the 1960s the 
large cloister passed to the Università degli studi di Siena. The Discalced Carmelites stayed at San 
Niccolò until 2000, when the remaining friars joined the Florentine convent at San Paolino. The 
trecento cloister has been converted into a hotel. The church of San Niccolò today is operated by 
the Sienese diocese, and also used by the contrada of the Pantera. 
381 Alberto Busingnani and Raffaello Bencini, Le Chiese di Firenze: quartiere di Santo Spirito 
(Florence: G.C. Sansoni, Editore, 1974): 93. For the history of the church, see Giuseppe Richa, 
Notizie Storiche delle chiese fiorentine, vol. 10 part 2 (Florence: 1762): 1-98, Walter Paatz, Die Kirchen 
von Florenz, vol. 3 (Frankfurt am Main 1940-1954): 188-303, and Prisca Giovannini and Sergio 
Vitolo, Il Convento del Carmine di Firenze: caratteri e documenti (Florence: Comune di Firenze, 1981). 
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around the same time it arrived in Siena. The activities and location of the first 

Florentine Carmelites are unknown, though it is possible that they had some 

connection to the Dominican church of Santa Maria Novella, where, in in 1244 St. 

Peter Martyr founded the Compagnia del Stendardo della Sacra Inquisitione.382 A 

confraternity known as the Compagnia di Santa Maria del Carmine, founded in 

1264, was a branch of the Stendardo, and merged with the Compagnia di 

Sant’Agnese at the Carmine sometime before 1280.383 

The catalyst for construction was a 1267 gift from Donna Agnese 

Vernaccia.384 Executing the will of her husband, Cione di Tifa, which instructed 

her to distribute 400 lire to the poor and to holy places, she gave the Carmelites 

six staia of land and 150 lire for the construction of their church. Though Agnese 

and her husband lived in the Oltrarno, in the parish of Santa Felicita, the majority 

of the Vernaccia family resided in the parish of Santa Maria Novella. Whether the 

Carmelites moved to the Oltrarno solely because of Donna Agnese’s donation, or 

whether they were previously in the area and thus visible to her as an 

appropriate recipient for the bequest is uncertain. In any case, there is no 

evidence that Donna Agnese or her husband had any particular connection or 

attraction to the order – as executor of the will, Agnese was simply to disperse 

the bequest. Why she chose the Carmelites is not known. 
                                                
382 McMahon, “Servant of Two Masters,” 91. 
383 Libro degli Ordinamenti della Compagnia di Santa Maria del Carmino: scritto nel 1280, ed. G. Piccini 
(Bologna: Presso Gaetano Romagnoli, 1867). See also Santi Mattei, O. Carm., Ragionamento intorno 
all’Antica Chiesa del Carmine di Firenze con una succinta notizia dello stato suo presente (Florence: 
Antonio Giuntini Editore, 1869): 6-7. McMahon, “Servant of Two Masters,” 110 n. 6. Giovannini 
and Vitolo, Il Convento del Carmine 44, n. 11. The founding date of 1264 was inscribed on a stone in 
the church that was destroyed in the 1771 fire. 
384 For the donation see ASF Fondo Diplomatico del Carmine, n. 44, cf. Giovannini and Vitolo, Il 
Convento del Carmine, 36-37. For more on the Vernaccia family, see McMahon, “Servant of Two 
Masters,” 91-93. 
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But choose them she did, and construction on the church began the 

following year. In 1268 Bishop Giovanni de’Mangiadori blessed the first stone of 

the church.385 He also presented the Carmelites with relics the head of Saint 

Cordula and a foot of Saint Agnes, which would be an important focus of lay 

piety at the church.386 In 1269, the friars received additional land from Donna 

Agnese.387 

The Carmine was the last mendicant foundation in Florence in the Middle 

Ages. The Franciscans arrived perhaps as early as 1209 (Francis himself came to 

the city in 1211 or 1212), establishing themselves first outside the Porta San Gallo, 

and arriving at their current site by 1221. Dominicans arrived by 1219 and in 1221 

acquired the church of Santa Maria delle Vigne, near the Porta San Paolo. The 

various groups that would be brought together as the Augustinian order had 

been in Florence prior to their initial organization in 1244 and their official 

unification in 1256, and the Servite order was founded in Florence in 1233.388  

The Carmelites thus began building their church at the tail end of a first 

wave of major mendicant construction. By 1252 the Franciscans were 

constructing a larger church on their site (and would begin a third in 1295). 

Construction on the Augustinian Santo Spirito also began in 1252.389 The Servite 

                                                
385 ASF Fondo Diplomatico del Carmine, n. 46. Cf. Giovannini and Vitolo, Il Convento del Carmine, 
37. 
386 Giovannini and Vitolo, Il Convento del Carmine, 40. 
387 Giovannini and Vitolo, Il Convento del Carmine, 41. 
388 For the history of the Servite order see Franco dal Pino, I frati Servi di S. Maria: dalle origini 
all’approvazione (1233ca. – 1304), 2 vols. (Louvain: Bureau du Receuil, 1972). 
389 For all the mendicant churches, see Walter Paatz, Die Kirchen von Florenz and Anna Benvenuti 
Papi, “L’impianto mendicante: un problem aperto,” in Mélanges de l'Ecole française de Rome. 
Moyen-Age, Temps modernes 89 (1977). For San Francesco: G. Cacciarini, “In Santa Croce 
(Firenze): La chiesa del 1250,” in Città di Vita 23 (1968), Andrea De Marchi and Giacomo Piraz, 
Santa Croce, Oltre le apparenze (Pistoia: Gli ori, 2011), Paola Mancini, “L’insediamento dei 
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Santissima Annunziata was founded in 1250. (Fig. 80, Fig. 81) Construction on 

the new Santa Maria Novella, however, would begin a decade after work 

initiated on the Carmine.  

Construction on the church and convent progressed as the order grew, 

and by 1300 there were more than 30 friars at the convent.390 The Carmelites 

didn’t achieve the level of prominence of other orders, though its friars served 

the commune as other orders did, in the positions of camerlinghi, chamberlains, 

or treasurers.391 As Patrick McMahon points out, by the middle of the 16th century 

the Florentine Carmelite necrology listed only three bishops, compared to the 19 

in the Dominican sepoltuario.392 Florence did, however, become the leading house 

of the Provincia Toscana, and was home to the provincialate by 1293.393 The 

convent itself was administered by the prior, a subprior, and four discreets.394 In 

1324 the Carmine was designated as a studium generale for the order, enhancing 

its importance as the center of the province. 

                                                
Mendicanti a Firenze,” in Storia della Città Milano, 1982, 23. Anna Benvenuti Papi, “Ordini 
Mendicanti e città. Appunti per un’indagine, il caso di Firenze,” in Domenico Maselli, Da Dante a 
Cosimo: Ricerche di storia religiosa e culturale Toscana nei secoli XIV-XVI (Pistoia: Libreria editrice 
Tellini, 1976). 
390 McMahon, “Servant of Two Masters,” 116, n. 44. McMahon cites a 1301 document witnessed 
by 30 friars, ASF Fondo Diplomatico del Carmine, July 10, 1301, though notes that this might not 
be a full roster of the convent, as not all friars needed to be present for signing such documents.  
391 Friars from the Carmine serving in this manner included Giacomo Neri, Giovanni di Strada, 
and Piero del Maestro. McMahon, “Servant of Two Masters,” 49. 
392 McMahon, “Servant of Two Masters,” 167 n. 126. For the Dominican necrology see Necrologio 
di S. Maria Novella: Testo integrale da inizio (MCCXXXV) al MDIV corredato di note biografiche tratte 
da documenti coevi, ed. Stefano Orlandi (Florence: Olschki, 1955). 
393 McMahon, “Servant of Two Masters,” 135. 
394 McMahon, “Servant of Two Masters,” 129. Among the duties of the discreets was approving 
the selling of cells to friars. McMahon offers a deep analysis of the day-to-day operations of the 
Carmine, and the duties of its inhabitants, including biographies of several friars. McMahon 121-
146. He also provides a fascinating picture of the economics of the convent. One Fra Alessandro 
Buoni began a bread business out of the convent, and Fra Nicolo Bartolo sold used candles to 
apothecaries. McMahon, “Servant of Two Masters,” 189, n. 37-38. He cites ASF conv. Sopp. 113, 
vol. 81, 7r, and vol. 81, 223r and 243v. 
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It was also a major center for lay devotion and hosted important 

confraternities. The Compagnia di Santa Maria del Carmine predated the church. 

The Compagnia di Sant’Agnese dated to the earliest years of the church, possibly 

formed due to the presence of the relic of Agnes’ foot at the Carmine. The single 

group that emerged from the merger of these two groups became known as the 

Compagnia di Santa Maria delle Laudi, or di Sant’Agnese, and was comprised of 

lay men and women, and occasionally friars from the convent.395 The group may 

have shared the provisional oratory with the friars and eventually held meetings 

in the choir of the church.396 Their patronage was extensive. A focus of their 

devotion may have been the painting of the Madonna del Popolo, today in the 

Brancacci Chapel. (Fig. 145)  In 1280 they commissioned frescoes of the Virgin, 

Agnes, and John the Baptist for the counter-façade on the northeast side of the 

church, above their tomb, and repeated the request for a Marian image in 1285.397 

The confraternity established a second altar on the eastern wall of the nave by the 

15th century and also performed annual plays on the feast of the Ascension, 

discussed below.398 The company also owned an important laudario, made 

                                                
395 See also Giuseppe Bacchi, “La Compagnia di S. Maria delle Laudi e di Sant’Agnese nel 
Carmine di Firenze,” in Rivista Storica Carmelitana 2 (1931). 
396 Libro degli Ordinamenti, 31. Nicholas Eckstein cites the Fra Anonimo, writing in the 17th 
century, who believed that the small provisional church would have resembled a confraternity 
headquarters. He said it would have had five chapels at most, dedicated to Christ Crucified, 
Carmelite Sant’Angelo, Elijah, Elisha, and the Virgin. Eckstein, Painted Glories, 55. This would not 
have been correct, as dedications to Angelo, Elijah, and Elisha would have been extremely 
unlikely in the third quarter of the 13th century. 
397 Libro degli Ordinamenti, 10. See also Joanna Cannon, “Pietro Lorenzetti and the History of the 
Carmelite Order,” in Journal of the Warburg and Courtauld Institutes 50 (1987): 19-20, and Ursula 
Betka, “Marian Images and Laudesi Devotion in Late Medieval Italy, ca. 1260-1350” (Ph.D. diss., 
University of Melbourne, 2001): 57-59. 
398 The confraternity also had a meeting space, a narrow structure adjacent to the east wall of the 
church, below which was a storage space. See Eckstein, Painted Glories, 57. 
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around 1340 and illustrated by Pacino di Bonaguida and the Master of the 

Dominican Effigies.399 (Fig. 82)   

The Compagnia di San Niccolò was founded in 1334 by Fra Marco Cioli 

and met in an oratory in the crypt below the high altar.400 The lay Compagnia di 

Sant’Alberto was established by 1419 and, with the help of Fra Albizzo di Neri, 

founded an oratory on the site of the friars’ cemetery.401 Also in the 15th century a 

confraternity of German wool weavers who met in the church built a chapel 

dedicated to Saint Catherine at the end of the nave near the façade.402 

ii.	  Urban	  Location	  
Santa Maria del Carmine is located in the Oltrarno, across the river from 

the Duomo and Signoria. The Oltrarno grew in importance following the 

construction of the second circle of walls in 1173-75 and continued to grow with 

the construction of three new bridges – the Ponte Nuovo/Carraio by 1220, the 

Ponte Rubaconte/Grazie by 1237, and the Ponte Santa Trinita by 1252.403 A 

testament to the growth of the area, construction on the Augustinian Santo 

Spirito began in 1252. 

                                                
399 See Ursula Betka, “The Laudario of Sant’Agnese in Florence: Compagnia, Carmelites and the 
Community of Saints,” in Imagination, Books & Community in Medieval Europe, ed. Gregory 
Kratzmann (Victoria: Macmillan, 2009) and Francesco Zimei, “A New Light on the So-Called 
Laudario di Sant’Agnese,” in Musica Disciplina 56 (2011). 
400 Angelo Tartuferi, “La Testimonianze Superstiti (e le Perdite) della Decorazione Primitiva 
(Secoli XIII-XV),” in La Chiesa di Santa Maria del Carmine, ed. Luciano Berti (Florence: Casa 
Risparmio di Firenze, 1992): 170. This was the original location of Andrea Bonaiuto’s altarpiece, 
today in the sacristy. Andrea might also have frescoed the ceiling of this space. Santi Mattei gives 
his name as Martino Cioli in Ragionamento, 16. 
401 Eckstein, Painted Glories, 60. 
402 Eckstein, Painted Glories, 59.  
403 Timothy Verdon, “Da Cafaggio all’Oltrarno. Le origini dell’Annunziata, del Carmine e di 
Santo Spirito,” in Alla riscoperta della chiese di Firenze: Le chiese e la città (Florence: Centro Di della 
Edifimi srl, 2001): 132. 
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 The Carmine was in the gonfalone of the Drago Verde, or Green Dragon, 

which roughly overlapped the parish of San Frediano.404 The neighborhood was 

working class and less prosperous than more central parts of the city, but many 

residents became dedicated patrons of the Carmine. However, beginning in 1294, 

the parish of San Frediano spent decades trying to block the construction of the 

church.405 The matter was eventually resolved when the episcopal court 

established the rights of the parish, and by the middle of the 14th century 

Carmelites frequently preached and celebrated at not only San Frediano, but 

other Oltrarno churches such as Sant’Apostolo and San Piero Gattolino.406 

 Physical presence of the Carmine in the neighborhood grew. The city gate 

closest to the church became known as the Porta del Carmine, and the commune 

paid for a road linking that gate to the church.407 When the third circle of walls 

was complete, the Carmelites were able to acquire sections of the old wall, 

presumably to use for building materials. In 1328 they acquired the section 

between the Via di Sitorno (now the via della Chiesa) to the Porta del Carmine, 

and in 1330 the section between the Porta del Carmine and the Porta di San 

                                                
404 See Nicholas Eckstein, The District of the Green Dragon: neighborhood life and social change in 
Renaissance Florence (Florence: Olschki, 1995). See also Jill Burke, “Visualizing Neighborhoods in 
Renaissance Florence: Santo Spirito and Santa Maria del Carmine,” in Journal of Urban History 32 
(2006). Until 1343 Florence was divided into sestieri, each of which was comprised of gonfaloni. In 
1343 the city was rezoned into quartieri – Santa Maria Novella, San Giovanni, Santa Croce, and 
Santo Spirito, each of which was divided into four gonfaloni. 
405 The Carmelites at first continued building as the matter was pending, then had to promise that 
illegal construction following the filing of the suit would be torn down. Giovannini and Vitolo 
wrote that, with construction frozen on the church at this time, that attention turned to 
construction on the convent, but McMahon does not think construction on the church would 
have stopped entirely, as donations from official sources, such as the commune, continued 
during this period. See Giovannini and Vitolo, Il Convento del Carmine, 43 and McMahon, 
“Servant of Two Masters,” 100. 
406 McMahon, “Servant of Two Masters,” 49, 81, n. 51. 
407 The gate repairs were done in 1279, partially due to Ruggieri Soderini’s solicitation of the 
commune. Giovannini and Vitolo, Il Convento del Carmine, 41. 
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Frediano.408 In 1317 the Signoria announced that it would clear a piazza at the 

Carmine “for the beautification and convenience of said church.”409  

iii.	  Construction	  
The friars probably initially utilized a small, temporary oratory or simply 

the house they received as part of Donna Agnese’s donation.410 The first phase of 

construction focused on the nave of the church.411 It was a single-naved church, 

oriented on a north-south axis – the liturgical west end is north, facing the Arno. 

Its dimensions reached 17.5m by 68m. McMahon writes that a temporary choir 

was constructed on the south end of the nave, but that the first priority was 

building a nave for lay worshipers.412 (Fig. 83) The lateral walls had five double 

lancet windows bearing figures of saints and Biblical figures from the Old and 

New Testaments.413 These were blocked in during renovations of 1690-1704 and 

replaced with six rectangular windows on each side.414 (Fig. 84)  

                                                
408 Alessandra Bossi, Ricostruzione grafica delle fasi storiche della chiesa del Carmine (Florence: Centro 
Stampa, 1974): (no page numbers). ASF Fondo Diplomatico del Carmine 147, 195-96, cf. 
Giovannini e Vitolo, Il Convento del Carmine, 55-56. 
409 McMahon, “Servant of Two Masters,” 100, 117, n. 53. Giovannini and Vitolo, Il Convento del 
Carmine, 54-55. They cite ASF Diplomatico del Carmine, September 29, 1317. One of the members 
of the Signoria at this time was Piuvichese Brancacci. The commune had a history of assisting the 
mendicants with their piazze. In 1244 the Dominicans had received permission to enlarge their 
piazza, thus creating a larger space for sermons against heresy. As construction of the new 
church of Santa Maria Novella progressed, plans were made for a larger piazza in front of the 
façade, which was begun in 1288, executed by the commune. Elisabeth Bradford Smith, “City 
Planning in the Florentine Commune: Santa Maria Novella, its Piazza and its Neighborhood,” in 
Construir la Cuidad en la Edad Media ed. Beatriz Arízaga Bolumburo and Jesús Ángel Solórzano 
Telechea (Logroño: Govierno de La Rioja, 2010): 488. 
410 Giovannini and Vitolo think it was a small oratory, Il Convento del Carmine, 41. Bossi believed it 
to be a small chapel in their house. (no page numbers).  
411 Legend suggests that the architect was Lapo, follower of Arnolfo. See Mario Carniani, Santa 
Maria del Carmine and the Brancacci Chapel (Florence: Becocci, 1990?): 14. 
412 McMahon, “Servant of Two Masters,” 96. 
413 Bossi, Ricostruzione, 1974, no page number. I have not yet found a description of the specific 
iconography of these windows, and am uncertain if Elijah and Elisha would have been included. 
414 Tartuferi “La Testimonianze,” 143. 
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Donations to construction were encouraged. In 1284 Bernardo, Bishop of 

Porto and Papal Legate to Venice, allowed an indulgence of 40 days to those who 

contributed to the construction.415 Though construction was supposed to have 

stalled during the pending litigation with San Frediano, work continued, 

evidenced by ongoing donations. In 1300 the Commune authorized an annual 

subsidy of 33 fiorini for construction. The following year the Podestá donated 

land to the friars.416 In 1306 Cardinal Napoleone Orsini allowed the friars to 

receive up to 100 fiorini to be used for construction from usurers who wanted to 

atone for their sins.417 

A second phase of construction took place second half of the 14th century, 

though plans had begun decades earlier.418 The friars may have done much of the 

construction themselves.419 Notably, a 1318 bequest from Cantino di Nerli, 

Florentine ambassador to the papal court at Avignon, provided the funding for 

the cappella maggiore with the intention that his heirs would oversee its 

construction. The heirs failed to proceed, and by 1353 PadreAndrea da Bonazza 

halted work on it. Patronage was passed first to the Serragli family, and then in 

1390 to the Soderini, under whom it was completed.420 Work on the other apsidal 

chapels began in earnest following the plague of 1348. The altar area was more or 

                                                
415 ASF Fondo Diplomatico Carmine 92, full text in Giovannini and Vitolo, Il Convento del Carmine, 
47. 
416 Giovannini and Vitolo, Il Convento del Carmine, 43. ASF Diplomatico Carmine n. 52 
417 Giovannini and Vitolo, Il Convento del Carmine, 43. 
418 Carniani, Santa Maria del Carmine, 16. He states that the architect Francesco Talenti or “Ceccho” 
probably worked on the building after 1348 and the Jacopo da Scoperto was involved post1380 
on. These architects are not mentioned by other sources. 
419 Eckstein, Painted Glories, 60, and Ugo Procacci, “L’incendio della Chiesa del Carmine,” in 
Rivista d’Arte 14 (1932): 14. 
420 Eckstein, Painted Glories, 64. McMahon, “Servant of Two Masters,” 101. 
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less complete by 1380, though the 1390s saw the addition of the Brancacci and 

Serragli family chapels on the ends of the transepts, as well as two additional 

transept chapels, one used for burial of the friars.421 At this time the church was 

82m long and 18 m wide. The span of the transept and the chapels that capped it 

was 57m.422 (Fig. 85) The main chapel had three large windows, similar to that at 

Santa Maria Novella. The chapels that flanked it had double lancet windows.423 

The chapels were elevated from the nave by three steps and were roughly 

uniform in size, around 5m long, 4.2m wide, and 9.55m tall 

This provides an interesting contrast to the construction at Santa Croce 

beginning in 1295. There, construction on the church began at the east end with 

the axial chapel and ten other apsidal chapels which were designed and built “on 

spec,” before the friars had patrons for all of them.424 The Carmelites did not 

follow this philosophy of “build it, and they will come.” Did they always have 

intentions of constructing multiple apsidal chapels and a transept for their 

church? Did they at first lack the confidence to fill the chapels with patrons? Or 

as McMahon suggests, were they simply first focused on building a nave for lay 

worshipers? 

 Though the idea of the family chapel reached full height in the 14th 

century it was utilized by the time the Carmelites were building their church. 

                                                
421 McMahon, “Servant of Two Masters,” 102. 
422 The Giovanni family paid for the wooden roof of the left side of the transept, while the 
Brancacci paid for that of the right. Eckstein, Painted Glories, 60. 
423 McMahon, “Servant of Two Masters,” 103. 
424 Ena Giurescu notes that the chapels at Santa Croce were filled with patrons shortly after their 
construction, while those at San Domenico were slower to attract donors. She hypotheticizes that 
the Dominicans might have been more reluctant to support privatization of their church. See 
Giurescu, “Trecento Family Chapels in Santa Maria Novella and Santa Croce: Architecture, 
Patronage, and Competition,” (Ph.D. diss., New York University, 1997): 
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The 1252 church of Santa Croce included them. It is also worth pointing out that 

Nerli’s donation of the main chapel occurred in 1318, on the heels of the 

completion of the apse at Santa Croce and at the beginning of the decoration of 

the chapels by Giotto and other artists. It was perhaps the success of the other 

mendicants that spurred the Carmelites to resume their construction.425 

iv.	  Façade	  
The Ardinghelli family began to sponsor a new façade around 1400. (Fig. 

84) The doorway, completed around 1440, was made of sandstone and bore the 

family’s stemma.426 The façade remained unfinished, with rough exposed stone 

and an oculus. The façade reveals an evident raising of the roofline.  

v.	  Tramezzo	  
The tramezzo was installed in the middle of the nave.427 Construction 

might have been sponsored by the Serragli family. It was a large, deep, vaulted 

structure built in three vaulted sections that became a prominent site for chapels 

and tombs. A chapel founded by Vanni di Cione Abadinghi, dedicated to St. 

Michael was completed in 1373 on the western arched section. Giovanni di 

Lamberto Manetti left a bequest in 1449 for a chapel dedicated to the Magi at the 

tramezzo that he instructed to be similar to the Abadinghi chapel.428 The 

Martinelli family constructed the eastern arch.429 Other chapels and altars were 

                                                
425 Construction on the apsidal chapels, however, did not begin in earnest until the second half of 
the century, at which time the order had its eremitical enclave at Le Selve. It is perhaps also 
possible that the Florentine Carmelites fully embraced their role as mendicants with a large, 
prominent church once they could also conserve their identities as hermits. 
426 Eckstein, Painted Glories, Fra Anonimo. 
427 These structures are variously referred to in scholarship as tramezzo, ponte, and volte. 
428 In her forthcoming work on tramezzi in Florence, including the chapter “The Mendicant 
Church: Santa Maria del Carmine” Joanne Allen will discuss this bequest. 
429 Eckstein, Painted Glories, 59. 
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added in the 15th century, notably altars on the friars’ side of the screen dedicated 

to Carmelites saints Albert of Trapani and Angelo of Jerusalem.430  

The Carmine tramezzo was notably used for the performance of plays 

celebrating the feast of the Ascension performed between 1390s to 1497, if not 

longer. The plays were organized by the company of Sant’Agnese and were 

performed for the public – similar to plays organized by confraternities at San 

Felice in Piazza and Santo Spirito, celebrating the Annunciation and Pentecost, 

respectively.431 The plays were elaborate productions involving scenery and 

sophisticated machinery which, in the case of the Ascension play, was used to 

reenact Christ’s ascension to heaven by elevating an actor upward from the 

tramezzo using an iron frame.432 To facilitate technical aspects of this 

performance, a staircase was built in the left nave wall next to the tramezzo. This 

staircase still exists, though the screen was ultimately removed in 1568. 

vi.	  Sacristy	  
The original sacristy was on the site of what became the Nerli Chapel.433 A 

new sacristy was begun in 1392 and, with the Brancacci Chapel, was one of the 

few parts of the church to survive the fire. Some of the windows are original, 

bearing the stemme of the Serragli and Corsini familes.434 Frescoed lunettes 

                                                
430 Eckstein, Painted Glories, 60. See also Allen’s forthcoming work for more on these chapels and 
on their connection to Filippo Lippi’s painting known as the Trivulzio Madonna. I discuss the 
developing cults of Albert and Angelo, and their representation in art, in the following chapter. 
431 Nerida Newbigen, Feste d’Oltrarno: plays in churches in fifteenth-century Florence (Florence: 
Olschki, 1996): x-xi. See also Cyrilla Barr, “Music and spectacle in confraternity drama of fifteenth-
century Florence: the reconstruction of a theatrical event,” Timothy Verdon and John Henderson (eds), 
Christianity and the Renaissance: Image and Religious Imagination in the Quattrocento (Syracuse, NY: 
Syracuse University Press, 1990). 
432 Newbigen, Feste d’Oltrarno, 60-66. See also Allen, forthcoming.  
433 Giovannini and Vitolo, Il Convento del Carmine 44, 66 
434 Carniani, Santa Maria del Carmine, 76. 
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above the doors represent the Madonna and Child, and Christ, and a connected 

chapel contains a fresco cycle of Santa Cecilia. A 14th-century inventory of the 

sacristy survives.435 (Fig. 85, 86, 87) 

vii.	  Convent	  
Construction on the convent progressed, in several phases, as did that of 

the church. (Fig. 83, 85) The first phase was a single wing projecting to the west 

from the church. The ground floor of this building contained a chapter house and 

a refectory, and the upper floor contained the dormitory.436 Giovannini and 

Vitolo wrote that the dormitory was probably partitioned with walls to create 

individual cells.437 Until the end of the 14th century the conventual complex was 

connected to the church via the sacristy on the south end. The refectory was 

finished by 1293 and the chapter house by 1295.438 The original donation to the 

Carmelites included a house, in which Patrick McMahon believed that some 

friars might have lived prior to the completion of the cloister in the 1330s.439 The 

western side of the cloister included a new refectory while the northern side 

included lodging for the provincial and prior, along with storage, on the lower 

level, and a new dormitory, known as the Buon Riposo, on the upper.440 The friars 

continued to expand the convent, adding an infirmary in 1344, a novitiate, a 

                                                
435 ASF, Conventi Soppressi, 113, Vol. 33. 
436 McMahon, “Servant of Two Masters,” 98.  
437 Giovannini and Vitolo, Il Convento del Carmine, 77. 
438 McMahon, “Servant of Two Masters,” 117, n. 47. He notes that the purchase of land by Nuto 
Migliorati, father of prior Fra Girolamo, was notarized in the refectory in 1293, and that the 
Laudesi of Santa Maria del Carmine was meeting in the chapter house in 1295. For the meeting 
place, see Libro degli Ordinamenti, 42. 
439 McMahon, “Servant of Two Masters,” 115-116, n. 43. 
440 McMahon, “Servant of Two Masters,” 105. 
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granary, stable, and prison by 1400, a guesthouse by 1440, and a second cloister 

in 1469.441 Much of the later work was subsized by Tommaso Soderini.442 (Fig. 88) 

viii.	  Campanile	  
A campanile was constructed in 1384, probably replacing a simple 

belfry.443 A new campanile was begun in 1396, along with the chapel of San 

Girolamo (under the patronage of the Pugliesi family and decorated by Starnina), 

from which one accessed the stairs to the tower.444 This campanile was completed 

“in simple form” in 1430 and later demolished.445 

ix.	  Decorations	  
Though nearly all the early decorations of the Carmine have been 

destroyed, first by Renaissance and Baroque renovations, and later by the fire of 

1771, a more detailed record of what was there exists than for the other Tuscan 

churches. (Fig. 89) Vasari described the church prior to the Counter-Reformation 

renovations and it is from him that much of the knowledge of the decorative 

                                                
441 McMahon, “Servant of Two Masters,” 105, 107. The infirmary was built with a bequest from 
Salvino degli Armati. McMahon 134. 
442 Eckstein, Painted Glories, 66. The numerous rooms of the convent were also covered in 
decorations, some of which survive. Other rooms today conserve artworks detached from other 
areas of the church. The Chapter House today has 17th c. frescoes by Domenico Bettini of life of 
Elisha and 18th c. by Antonio Pillori. See Carniani, Santa Maria del Carmine, 86. The room known 
as the “Room of the Column” was built in the 14th century and has an octagonal column in the 
center bearing the load of the dormitory above. During restorations an early 15th-century fresco of 
a crucifix was discovered, believed to have been painted by an artist in the circle of Paolo 
Schiavo. See Carniani, Santa Maria del Carmine, 88-89. Today this room also contains frescoes 
detached from other locations, such as an image of St. Benedict by Starnina from the San 
Girolamo chapel, Filippo Lippi’s “Confirmation of the Carmelite Rule” from the cloister, and a 
Madonna and Child with Saints from the 1380s, variously attributed to Giovanni da Milano and 
Pietro Nelli. The refectory today contains a fresco detached from the Nerli chapel of the 
crucifixion from the early 15th century, and the detached fresco of St. Cyril. 
443 McMahon, “Servant of Two Masters,” 107. 
444 Bossi, Ricostruzione, 1974, no page number. 
445 Carniani, Santa Maria del Carmine, 17. 
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programmes of the chapels and altars comes.446 The family chapels and altars 

were largely representative of the saints of the donors, though in the following 

chapters I discuss a few examples that might have been especially relevant to the 

Carmelites. I also discuss frescoed decoration in the convent, created for the 

friars, which spoke to the institutional history of both the order and the Florence 

convent.  

The question of the high altarpiece of the Carmine is a perplexing one. The 

Madonna del Popolo might have been positioned on the original altar, first in the 

friars’ temporary oratory and then in the new church under construction.447 

While the Soderini might have wanted a new altarpiece upon their acquisition of 

the axial chapel in 1390, several decades may have passed before a new 

altarpiece was created. According to Vasari, Sienese painter Domenico di Bartolo 

was enlisted to create high altarpiece for the Carmine around 1436, but nothing 

of its composition or iconography is known.448 (Fig. 90)  

x.	  Patronage,	  Chapels,	  and	  Confraternities	  
But who were the people who built and decorated these altars and 

chapels? By and large, the major patrons of the Carmine, beginning with Donna 

Agnese, lived close to the church, in the parish of San Frediano and the 

gonfalone of the Drago Verde. But like Donna Agnese, some early patrons were 
                                                
446 Ugo Procacci sought to reconstruct the decorations of the church prior to the fire. See Procacci, 
“L’incendio della Chiesa del Carmine del 1771,” in Rivista d’Arte 14 (1932), and “Ancora 
sull’incendio della Chiesa del Carmine del 1771,” in Rivista d’Arte 28 (1953). For a more recent 
overview, see Tartuferi, “La Testimonianze.” 
447 See Christa Gardner von Teuffer, “The Significance of the Madonna del Popolo in the 
Brancacci Chapel: Re-Framing Assumptions,” in The Brancacci Chapel: Form, Function and Setting, 
ed. Nicholas Eckstein (Florence Leo S. Olschki, 2007): 40-41. 
448 Carl Brandon Strehlke has suggested that a painting of the Madonna and Child today in 
Princeton might have been the center of this altarpiece. Keith Christiansen, Lawrence B. Kanter, 
Carl Brandon Strehlke, Painting in Renaissance Siena 1420-1500 (New York, 1989): 250-254. 
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also linked to other parts of the city. For instance, Nuto Migliorati lived in the 

parish of Santa Maria Novella and his daughter Tessa was a lay sister to the 

Dominicans, yet his son Girolamo was a Carmelite and Nuto became a major 

donor to the convent from 1297 until his death in 1324.449 

 Many of the patrons were local. In 1273 a Monna Ermellina, widow of 

Bonaccorso, from the popolo of San Frediano left: 

“pro anima sua ecclesie sancte Marie de Carmino et fratribus ipsius 
ecclesie unam suam domum et ortum post ipsam positum in dicto populo 
et burgo sancti Fridiani cumsolo et hedifitio suo…acta fuerunt hec apud 
ecclesiam sancte Marie de Carmino prope civitatem florentie 
presentibus…frate Johanne dicte ecclesie testibus.”450 
 

Branca di Brancacci, at the end of the 13th century was a pen maker living in San 

Frediano. He and his family became major patrons to the church and eventually 

established the Brancacci Chapel.451 Branca also became especially active in the 

laudesi community at the Carmine. The son of Donna Agnese, Scaglia di Cione Di 

Tifa Vernacci, in 1299 donated land for the purpose of constructing a small 

chapel with altars to Saint Catherine and the Virgin. This remote chapel, located 

on Scaglia’s property, was not physically connected to the Carmine proper, but it 

would be overseen by Carmelites – perhaps giving them even greater visibility.452 

As the second phase of construction on the church progressed, so did 

signs of conspicuous patronage. Donors (including laity, friars, and 

confraternities) sponsored chapels not only at the apse, but also at the choir 

screen, and at the entrance. There are prominent instances of families supporting 
                                                
449 McMahon, “Servant of Two Masters,” 225. 
450 Giovannini and Vitolo, Il Convento del Carmine, 41. ASF, Diplomatico, Carmine, n. 61. 
451 McMahon, “Servant of Two Masters,” 41. 
452 McMahon, “Servant of Two Masters,” 100, 117, n. 48. ASF Fondo Diplomatico del Carmine, 
April 20, 1299. 
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the Carmine due to the presence of one of their own in the convent, and of friars 

themselves making donations on behalf of their families. The best-known 

example is Sant’Andrea Corsini, who entered the convent as a young boy. 

Though legend states that Andrea was conceived after his mother, Gemma di 

Stracciabende, prayed before the Madonna del Popolo, the Corsini family instead 

had historical ties to Santo Spirito, and had a burial vault there.453 Andrea spent 

much of his career at the Carmine, and continued to patronize the convent even 

after he became bishop of Fiesole. When the Carmelites stole his body from 

Fiesole and returned it to Florence, his family gave 110 florins for his tomb, 

though they themselves did not become major patrons of the Carmelites 

themselves until 1636 when they acquired the Serragli chapel on the left transept 

and constructed a chapel dedicated to Andrea.454 

 Andrea di Cione da Bonazza, who was prior in 1339, constructed a chapel 

for his family and their relations, the del Pace family. Andrea died in 1358, and 

the families commissioned a fresco cycle for the chapel depicting Saints 

Bartholomew and Lawrence sometime after 1375. The chapel also had an 

altarpiece from the workshop of Bernardo Daddi.455  

 The Chapel of the Passion was, until 1367, used as a burial chapel for 

friars, where the brothers recited the office of the dead for them each year on 

November 2. The chapel was acquired by Goggio di Duccio de’Nerli in that year, 

                                                
453 McMahon, “Servant of Two Masters,” 140, n. 114. 
454 McMahon, “Servant of Two Masters,” 142. Tartuferi, “Testimonianze,” 169. 
455 Tartuferi, “Testimonianze,” 168. Eckstein, Painted Glories, 64. A branch of the del Pace family 
made the donation of Le Selve to the Carmelites in the 1340s. Fragments from this altarpiece are 
today in the Accademia in Florence. Tartuferi notes its similarity to the Lorenzo Monaco 
altarpiece on the counter façade. 
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and his daughter Taddea oversaw its reconstruction and decoration with scenes 

of the Passion and Lamentation by Lippo d’Andrea in the 1390s.456  

Goggio, like most of the major patrons of the Carmine, was a resident of 

San Frediano. Due to the economic climate of the district there were fewer well-

to-do families who could offer major support, but the neighborhood was a proud 

one and rallied around its major landmark.457 While nearby Santo Spirito drew 

patrons broadly from the Quartiere di Santo Spirito, the patrons of the Carmine 

primarily came from the immediate neighborhood. Other local families with 

chapels in the Carmine included the Zampalocchi, the Ferrucci, the Manetti, the 

Bonsi, Serragli, and the Soderini.458 

 Vanni di Manetto del Buono was a silk merchant and a member of the 

Manetti family, who were historically patrons of the Servites, as one of their own, 

the Blessed Angelo Manetti, had been one of the seven founders.459 Yet the family 

had founded a chapel at the Carmine dedicated to John the Baptist. In his will, 

Vanni (whose confessor had been Andrea Corsini) asked that he be buried there, 

dressed in the Carmelite habit.460  

The Soderini were more prosperous than other major donors to the order. 

Fra Zenobio Soderini was a friar at the convent. McMahon notes that, while a 

man of his station might be assumed to have chosen a more prestigious convent 

                                                
456 Eckstein, Painted Glories, 63. 
457 Burke, “Visualizing Neighborhoods,” 697-702. Eckstein, District of the Green Dragon. Burke also 
describes smaller, collective donations made later in the Renaissance.  
458 Ena Giuresci noted that there was no overlap between the families who had chapels at the 
Carmine and those who had chapels at Santa Maria Novella and Santa Croce. See Giurescu, 
“Trecento Family Chapels,” 301. 
459 McMahon, “Servant of Two Masters,” 227-228. 
460 Tartuferi, “Testimonianze,” 168. Eckstein, Painted Glories, 64. Vasari attributed the frescoes in 
this chapel to Giotto, though they were instead painted by Spinello Aretino. 
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like Santa Maria Novella or Santa Croce, he might have been drawn to the 

Carmine due to the proximity to the family home.461 The Soderini became 

increasingly engrained in the Carmine. They received control of the main chapel 

in 1390 and enlisted Agnolo Gaddi to fresco it with scenes from the life of the 

Virgin. In 1420 Francesco di Messer Tommaso Soderini became the Carmelites’ 

emissary to the pope, and he received the approval for the 1422 consecration of 

the church from Martin V.462  The consecration was ultimately performed by 

Archbishop Amerigo Corsini. 

Cloth merchant Chiaro Ardinghelli did not live immediately in the 

neighborhood, but nonetheless funded a chapel dedicated to the Annunciation 

on the site of the tomb of the laudesi of Sant’Agnese on the east side of the 

counter facade of the church in 1377 and eventually an altar to Saint Nicholas of 

Bari on the other side.463 The family would later sponsor the construction of the 

new façade. 

Other patrons integrated the order into their lives on an even greater level, 

becoming conversi and pinzocheri. Among them were moneylender Salvino di 

Bartolo degli Armati and his wife Bartolomea di Gallo di Mazzocchio. Salvino’s 

life and business dealings had been shady (accusations against him included 

usury, murder, fraud, and extortion) and in 1343 he and his wife took the 

Carmelite habit in repentance for their sins and donated all their earthly goods to 

                                                
461 McMahon, “Servant of Two Masters,” 228-229. 
462 Eckstein, Painted Glories, 42-43. 
463 Eckstein, Painted Glories, 58-59. The chapel was frescoed by Lorenzo di Salvi and had an 
altarpiece by Lorenzo Monaco depicting the Madonna, Jerome, John, Peter, and Paul. See 
Tartuferi and Parenti, “Le testimonianze” in Berti, 144-145. The altar of St. Nicholas was said to 
have “una pittura al’antica,” that remained in the convent until the end of the 17th century. 
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the friars. Following Salvino’s death the friars continued to support 

Bartolomea.464 

5. Concluding Thoughts 

An examination of the Carmelite churches of Pisa, Siena, and Florence 

reveals that the order rapidly adopted the building and spiritual practices of the 

mendicant orders. Though the Carmelites did not become reknowned for 

preaching, as did the Franciscans and Dominicans, they were deeply engaged in 

cultivating relationships with lay worshipers, as demonstrated from its earliest 

presence in Pisa. These lay patrons largely, though not exclusively, came from 

the newly developing neighborhoods in close proximity to the growing 

Carmelite churches and convents. The eremitic ideal, though still espoused by 

the order’s administration, was trumped by the reality of pious practice in an 

urban setting. Yet while the patrons might have been drawn to the Carmelite 

churches out of geographic convenience, the order’s Eastern origins would not 

have been invisible, proclaimed to the laity through the artwork that filled the 

churches.  

 

 

 

 

                                                
464 McMahon, “Servant of Two Masters,” 69-76. He also notes that Salvino advised the friars on 
business matters related to the management of their many properties. 
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Part III 

I. Painting the Holy Land: Carmelite Art and Saints in Central Italy 

1. Introduction 

As the Carmelites transitioned to a mendicant order and began to build 

churches in the west, the necessity of filling those barn-like churches with 

decoration must have become clear. The decorations for the Carmelite churches, 

much like the churches themselves, in many cases simultaneously channeled the 

order’s Mount Carmel roots and looked to peer mendicants for models. Scholars 

have long explored the Carmelites’ use of artwork to propagate their ancestry. 

Joanna Cannon’s notable study of Pietro Lorenzetti’s altarpiece for San Niccolò 

del Carmine in Siena and Christa Gardner von Teuffel’s work, first an article on 

Masaccio’s altarpiece for the Pisan Carmine and more recently a survey of the 

Carmelite polyptych, attest to the rich iconography developed by the order.1 

In this chapter I look broadly at the order’s artistic patrimony, only a small 

fraction of which survive, examining extant works from the Provincia Toscana 

that in some instances were indicative of liturgical and artistic norms of the 

Italian mendicants, while in others were unique or especially meaningful to the 

Carmelites and their eastern origins. I create a synthetic overview of the 

surviving works that were produced by and for the Carmelites, as they acquired 

patrons and began to amass a hagiographic canon. While focusing on the art of 

                                                
1 Joanna Cannon, “Pietro Lorenzetti and the History of the Carmelite Order,” in Journal of the 
Warburg and Courtauld Institutes, 50 (1987): 18-28, and Christa Gardner von Teuffel, “Masaccio 
and the Pisa Altarpiece: A New Approach,” in Jahrbuch der Berliner Museen, 19 (1977): 23-68, and 
“The Carmelite Altarpiece (circa 1290-1550): The Self-Identification of an Order,” in Mitteilungen 
des Kunsthistorischen Institutes in Florenz, 57 (2015): 3-41. 
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the 13th and 14th centuries, as the Carmelites were establishing and building their 

churches, I also look to the 15th century, from which more works survive, and to 

demonstrate fulfillment of the visual culture established earlier.  The two most 

important figures in early Carmelite artwork, the Virgin Mary and the Prophet 

Elijah, will be addressed in detail in the following two chapters. 

2. Pietro Lorenzetti and the Pala del Carmine 

More than any other Carmelite artwork, Pietro Lorenzetti’s 1329 

polyptych for the high altar of San Niccolò del Carmine in Siena is upheld as a 

manifestation of the nascent order’s identity. (Fig. 91) The altarpiece addresses 

numerous elements key to the developing history of the Carmelites: devotion to 

the Virgin Mary, ties to the prophets Elijah and Elisha, the order’s origins on 

Mount Carmel, and its legitimacy within Church hierarchy – these elements will 

be addressed in this chapter and in the following two. 

The altarpiece was completed in 1329 when, on October 26, the Consiglio 

della Campana discussed making a payment for a tavola painted by Pietro 

Lorenzetti for the Carmine.2 Commissioned in 1326, the original contract for the 

altarpiece has been lost. The Consiglio ultimately contributed 50 lire to the 

project, a third of its cost. Joanna Cannon suggested that the Carmelites might 

have commissioned such a costly object in an attempt to keep up with the other 

mendicant orders in Siena, which possessed expensive polyptychs.3 Pietro 

Lorenzetti was a natural choice as an artist for an order aspiring to greater 
                                                
2 Gaetano Milanesi, Documenti per la storia dell’arte Senese, vol. 1, (Holland: Davaco, 1969), 193. He 
sites the Archivio della Riformagioni, Consigli della Campana, vol. 108. See also Pèleo Bacci, 
Dipinti inediti e sconosciuti di Pietro Lorenzetti, Bernardo Daddi,etc. in Siena a nel Contado (Siena: 
Accademia per le Arti e per le Lettere, 1939), 83-89. 
3 Cannon, “Pietro Lorenzetti,” 18. 



 182 

prominence. By the mid-1320s he had worked at the Franciscan mother church in 

Assisi, and completed a prestigious polyptych for Guido Tarlati at the Arezzo 

Pieve. A few years earlier, his brother Ambrogio had painted a crucifix for San 

Niccolò, discussed below.4 

The central panel of Lorenzetti’s polyptych is almost square-shaped. (Fig. 

92) The Virgin Mary sits in the center, holding the Christ child on her lap. Two 

angels stand behind her on either side. Below her throne is Lorenzetti’s 

signature: “PETRUS LORENZETTI DE SENIS ME PINSIT A.D. 

MCCCXXVIII(I).” The top of the panel’s frame includes an arcade of five trefoils. 

The central trefoil is situated above the head of the Virgin; the two on each side 

cap the halos of the flanking angels. In the foreground on the left side stands St. 

Nicholas. On the right stands the prophet Elijah, wearing the Carmelite habit 

adopted in 1287, holding a scroll with the text “ASCENDIT HELIAS PER 

TURBINEM IN CELUM HELISEUS AUTEM VIDEBAT ET CLAMABAT PATER 

MY PATER MI CURRUS I(SRAEL).” In separate panels to the right stood John 

the Baptist (next to Elijah) and St. Catherine, and to the left, the prophet Elisha 

(next to Nicholas) and St. Agnes.5 Elisha, too, holds a scroll, which bears the text 

                                                
4 Pietro and Ambrogio completed works for the other mendicant houses in Siena. San Francesco 
contains a fresco of the Crucifixion by Pietro (originally in the chapter house), and frescoes of the 
Massacre of Franciscans in India and Louis of Toulouse by Ambrogio. A fresco of the Massacre of 
the Innocents in Santa Maria dei Servi has been attributed to Pietro, but may instead be the work 
of Niccolò di Segna or a Francesco called Maestro dei Servi. See Toscana (Milan: Touring Club 
Italiano, 2003), 555. A Virgin and Child with John the Baptist and a knight at San Domenico is 
also attributed to Pietro. See Toscana, 567. Ambrogio painted a lunette depicting the Virgin and 
Child in Sant’Agostino. For this, see Die Kirchen von Siena 1.1. 
5 Henk van Os notes that Lorenzetti’s depiction of full-length flanking saints in individual 
compartments was something of a novelty for the Sienese polyptych at the time; this manner of 
representation did not become common in Siena until around 1370. See Henk van Os, Sienese 
Altarpieces, 1215-1460: form, content, function (Groningen: Bourna’s Boekhuis, 1984), 91. Today the 
panels with St. John the Baptist and Elisha are at the Norton Simon Museum in Pasadena. The 
others remain in the Siena Pinacoteca. 
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“VERUMT AMEN NUNC MITTE ET CONCREGA AD ME UNIVERSUM 

ISRAEL IN MONTE CARMELO ET PROPHETAS BAAL QUADRINGENTOS 

QUINQUAGINTA.” While the Virgin is represented in a larger scale, the 

flanking figures (Agnes, Elisha, Nicholas, Elijah, John the Baptist, and Catherine) 

are all roughly equal in size. (Figs. 93, 94, 95, 96) Each of the four lateral saints is 

situated underneath a pointed arch. In the spandrels above each of these arches 

are two angels. Above each of these four lateral panels are small panels each 

depicting two apostles and a prophet, of which three survive.6 Below the central 

panel and flanking saints are five narrative predella panels depicting events from 

the history of the Carmelite order. 

Elijah and Elisha are presented on this altarpiece as founding saints; their 

presence here will be considered in depth in the following chapter, as will their 

connection to John the Baptist, also featured here. St. Nicholas is present on this 

polyptych as he was the titular saint of the Sienese Carmine.7 The reason for the 

inclusion of Agnes and Catherine of Alexandria is less clear, although Federico 

Zeri believed that their presence was tied to the Arte della Lana’s patronage of 

the high altar. The immensely popular Catherine’s ties to the guild are murky, 

                                                
6 The gable panel representing apostles Andrew and James the Greater is today in the Yale 
University Art Gallery. Panels depicting Thaddeus and Bartholomew, and Thomas and James the 
Lesser are in the Siena Pinacoteca.  
7 As discussed in the previous chapter, the church was already dedicated to Nicholas when it was 
acquired by the Carmelites. Though Nicholas was an extremely popular figure throughout 
medieval Christianity, he was frequently represented within Carmelite contexts. For example, the 
Florence Carmine hosted a confraternity dedicated to San Niccolò. The cult of St. Nicholas was 
particularly strong in Siena. In addition to the Carmine, there was the church of Santa Lucia e San 
Niccolo, San Niccolo in Sasso, San Niccolo a Maggiano, and San Niccolo a porta Romana. For 
this, see Alessandro Leoncini, Un ex-voto in Santa Lucia: Girolamo Biringucci e la Grazia di San 
Nicola, (Siena: 2007): 37. 
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although Zeri states that her patrons often included wool spinners and carders.8 

Agnes, whose attribute is the lamb, is a natural representative for the wool guild. 

However, Agnes was also an important saint to the Florentine Carmine, where 

the founding donation was made by Donna Agnese Vernaccia, and where the 

Compagnia di Sant’Agnese had a major spiritual and artistic presence within the 

church, which houses the precious relic of the saint’s foot.9 Thus her presence on 

the Sienese polyptych might be a nod to the sister church.10 

Lorenzetti’s altarpiece stood on the high altar of the Carmine until the 16th 

century, at which time it was dismantled and dispersed. A few pieces remained 

in the Carmine, while the central panel (with center predella attached) was 

eventually taken to the church of Sant’Ansano in Dofana, where Elijah was 

repainted to represent St. Anthony Abbot.11 When the altarpiece in Sant’Ansano 

                                                
8 Federico Zeri, “Pietro Lorenzetti: Quattro Pannelli dalla Pala del Carmine,” in Arte Illustrata, 7 
(1974): 154. 
9 As early as 1280 the statutes of the confraternity of Santa Maria del Carmelo in Florence call for 
Agnes, along with the Virgin and John the Baptist, to be painted on the façade of the church. See 
Joanna Cannon, “Pietro Lorenzetti,” 19, and Giulio Piccini.  Libro degli ordinamenti de la Compagnia 
di Santa Maria del Carmino: scritto nel 1280 (Bologna: Commissione per i testi di lingua, 1867). 
10 Two panels from a dissembled altarpiece by Fra Angelico, now in a private collection in New 
York, also depict these same four saints; the left panel contains Catherine and John the Baptist, 
and the right depicts Nicholas and Agnes. Diane Cole Ahl suggests that these panels might come 
from an altarpiece for the confraternity of San Niccolò at the Florence Carmine. “Masaccio in the 
Brancacci Chapel,” in The Cambridge Companion to Masaccio, ed. Diane Cole Ahl (Cambridge: 
Cambridge University Press, 2002): 142. 
11 See Francesco Brogi, Inventario Generale degli Oggetti d’Arte della Provincia di Siena, (Siena: Stab. 
Tip. dell’Editore Carlo Nava, 1897): 86. Brogi noted the presence of an altarpiece in Sant’Ansano 
signed and dated by Pietro Lorenzetti containing an enthroned Virgin, St. Nicholas, and St. 
Anthony Abbot. In 1920, Ernest De Wald recognized that this work must have been Lorenzetti’s 
Pala del Carmine. See Ernest T. Dewald, “The Carmelite Madonna of Pietro Lorenzetti,” in 
Archaeological Institute of America (24) 1920: 75. The work was restored in 1939. See Zeri, “Pietro 
Lorenzetti,” 148. There was some early conjecture that Lorenzetti might have painted two 
altarpieces for the Carmine. This was based on Ettore Romagnoli’s statements that some panels 
were sold in England in 1818 while another panel was placed above the door of the convent 
refectory and rehashed through analysis of the Elisha panel, which was considered by some, such 
as Millard Meiss, to be from another altarpiece and to depict Elijah. See Millard Meiss, Sts. Elijah 
and John the Baptist by Pietro Lorenzetti, the Baptism by Giovanni di Paolo (Princeton: Princeton 
University Art Museum, 1973). Hayden Maginnis argued rightly that the panel instead 
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was identified as the Carmelite altarpiece in the early 20th century, cleaning 

revealed Elijah beneath Anthony Abbot. Attention turned to predella panels in 

the Siena Pinacoteca, which Gaetano Milanese had attributed to the polyptych.12 

Millard Meiss connected paintings of Elisha and John the Baptist in American 

collections to the central panel. Two gables in Siena, along with one at Yale made 

up the remainder of the reconstructed altarpiece.13 (Figs. 97, 98, 99) Today one of 

the gables representing the apostles is known to be missing. The possibility also 

remains that an upper story of gables might have existed in the original form of 

the altarpiece, perhaps as in Lorenzetti’s polyptych for the Arezzo Pieve. Joanna 

Cannon points out that only eight apostles would be represented in the gables, 

leaving four not depicted. As prominent apostles such as Peter and Matthew do 

not appear in the surviving gables, it seems possible that they might have 

appeared on a top tier, perhaps, as Cannon suggests, flanking an image of Christ 

the Redeemer.14 Chiara Frugoni suggested that the prophets and apostles 

represented the ancient history of the Carmelites, which existed at the time of the 

                                                
represented Elisha, identifiable by his bald head and by the inscription on the scroll he carried. 
For this see Hayden Maginnis, “Pietro Lorenzetti’s Carmelite Madonna: A Reconstruction,” in 
Pantheon 33 (1975): 10. Maginnis also discredits Romagnoli’s description of there being two 
altarpieces. He notes a lack of specificity on Romagnoli’s part, and mentions that the author could 
have been referring to a work merely attributed to Lorenzetti, or perhaps he was relying on 
secondhand information. He also notes that Bacci did not find records of a sale from the Carmine 
in the years 1818. Ibid., 11. Further, my analysis of the convent inventories made at the time of the 
soppressione in 1808 revealed no mention of any paintings of historical value. This inventory is 
contained in ASS Conventi 2561. 
12 See Zeri, “Pietro Lorenzetti,” 146. 
13 See Cesare Brandi, “Ricomposizione e restauro della Pala del Carmine di Pietro Lorenzetti,” in 
Bolletino d’Arte 23 (1948): 68-72 and Zeri, “Pietro Lorenzetti,” 146. 
14 Cannon, “Pietro Lorenzetti,” 19, n. 9. Cesare Brandi’s 1948 reconstruction also suggests the 
possibility of an upper tier. 
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Old Testament and the New – drawing from a 14th-century text explaining that 

members of the order had been baptized by the apostles.15  

The panels of the predella, however, bridge ancient and recent history. 

There are five panels, corresponding to the four lateral panels as well as the 

central panel of the polyptych. As currently reconstructed, the panels from left to 

right are: the Dream of Sobach, the Fountain of Elijah, Albert of Vercelli giving the rule 

to the Carmelites, Honorius IV approving the new habit, and a final scene now 

identified as John XXII confirming the Carmelite rule in 1326.16 

The Dream of Sobach, which I discuss in greater detail in the next chapter 

depicts an apocryphal story in which Sobach, the father of the prophet Elijah, 

experienced a vision in which men dressed in white appeared to him at the time 

of Elijah’s birth. (Fig. 100) On the panel, as Sobach slumbers, a winged figure 

holds a scroll with an incomplete phrase referencing the legend.17 This story 

originated in the 4th century, however its first mention in a Carmelite text 

appeared a decade after the completion of the polyptych, in John of Cheminot’s 

                                                
15 Chiara Frugoni, Pietro e Ambrogio Lorenzetti, (Florence: Scala,1988): 8-10. For more, see the 
following chapter. 
16 When Hayden Maginnis wrote in 1975, the four lateral predella panels were mounted two by 
two; the Dream of Sobach and the Carmelites at the Fountain of Elijah and then the Approval of 
the Rule and Pope Honorius IV granting the white mantle. Joanna Cannon adopted this sequence 
in her reconstruction. Cesare Brandi’s 1948 reconstruction, though wrongly incorporating half-
length panels in the Vatican collection depicting Peter and John, laid out the predella panels as 
follows: Sobach, Fountain, Habit, Rule. See Brandi, “Ricomposizione,” 76. Maginnis notes that the 
pieces of the polyptych have variously been cut down and reframed, making an exact 
reconstruction even more difficult. See Maginnis, “Pietro Lorenzetti,” 11. The current 
arrangement of the polyptych was established during restoration in 1997-1998. See Gardner von 
Teuffel, “The Carmelite Altarpiece,”16-18, n. 76. She notes that she was able to access the 
restoration report in the Archivio Restauri della Soprintendenza per i Beni Storici Artistici ed 
Etnoantropologici per le Province di Siena e Grossetto. 
17 See Creighton Gilbert, “Some Special Images for the Carmelites, c. 1330-1430,” in Christianity 
and the Renaissance: image and religious imagination in the Quattrocento, ed. Timothy Verdon and 
John Henderson, (Syracuse: Syracuse University Press, 1990): 168. 
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Speculum. John of Cheminot described the men in white as predicting to Sobach 

that his son Elijah would eventually have many followers – the Carmelites.18 

The following predella panel depicts these followers. In the foreground 

are two men dressed in the striped habit of the early Carmelites. (Fig. 101) One 

hermit draws water from a hexagonal fountain, on which clear glass vessels are 

perched; the second sits in the doorway of a small structure, probably the 

hermits’ oratory, reading a text. Behind them is a hilly desert landscape, dotted 

with trees. A third habited hermit, in the middle of the scene, peers out from a 

cave-like opening in the desert hills. A fourth, in the background, marches away 

from the fountain, peering back towards the others. His striped mantle is draped 

over a stick he carries over his shoulder, as if he has perhaps just washed it at the 

fountain and now must air it to dry.  

The fountain of Elijah was a central feature in the settlement of the hermits 

on Mount Carmel. Jacques de Vitry described these hermits as living near “the 

spring called Elijah’s Spring” and 13th-century maps depict a “fons vivae” on 

Mount Carmel.19 Early Carmelite writings also gave great attention to their 

oratory on Mount Carmel, which they professed to be the first church to have 

been dedicated to the Virgin. Representing the events of daily life for the hermits 

on Mount Carmel, this scene is not tied to a particular time or event in Carmelite 

history. We can suppose, however, based on the small stature of the oratory, that 

it is intended to represent an early moment in the order’s history, thus making a 

contributing argument towards Carmelite antiquity. Creighton Gilbert has 
                                                
18 See Joanna Cannon, “Pietro Lorenzetti,” 25. 
19 Cited in The Rule of St. Albert: Latin Text Edited with an Introduction and English Translation, ed. H. 
Clarke and B. Edwards (Aylesford: Carmelite Book Service, 1973): 11. 
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reasonably linked this panel to a specific text from the Carmelite Constitutions, 

adopted in 1281 and upheld in 1294 and 1324, which describes the Carmelites as 

“the holy fathers of both the Old and the New Testament, deeply in love with the 

solitude of the mountain, unquestionably lived there, in a manner deserving 

praise, near the Spring of Elijah, in holy penitence, continued uninterruptedly in 

holy succession,” although temporal specificity still is lacking.20 

A concrete historical moment is represented in the following elongated 

central panel of the predella, in which Albert of Vercelli grants the rule to the 

hermits on Mount Carmel. (Fig. 102) The hermits, wearing their striped habits, 

kneel before Albert, who unfurls the scroll with the rule before them. The 

hermits are clustered around their fountain, which is identical to its depiction on 

the previous scene. Behind them is their oratory, which has been expanded and 

enlarged, and includes a dome and a campanile. A large procession of men in 

religious and lay garb files in behind Albert, some riding horses or carrying flags. 

They are coming from a walled city on the far left of the composition, 

representing the city of Acre.21 

In early reconstructions of the polyptych it was believed that the following 

panel was that now identified as Pope John XXII confirming the rule. (Fig. 103) 

The pope was often believed to be Honorius III, and the scene was said to 

represent his 1226 approval of Albert’s rule, while three other popes are depicted 

above him in miniature, represent subsequent approvals or revisions of the 

                                                
20 Gilbert, “Special Images,” 171. 
21 Cannon, “Pietro Lorenzetti,” 23. 
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rule.22 The restoration of 1997-1998, however, determined that this panel did not 

follow the central panel, rather, it was originally located on the far right of the 

polyptych.23 What followed the depiction of Albert bestowing the rule was 

instead the illustration of the Carmelites receiving their new habit from Honorius 

IV in 1287. (Fig. 104) As described in I.II, the striped habit had proven to be 

impractical. In addition to being expensive and laborious to produce, it had also 

made the Carmelites a subject of ridicule from the other orders.24 Here, Honorius 

bestows upon them a new habit – a white mantle to be worn over black robes. 

Essentially the inverse of the Dominican habit, this simpler outfit would be 

unimpeachable. As the first Carmelite text concerning the dream of Sobach, in 

which men dressed in white appeared to him, appeared only after the 

polyptych’s creation, it is uncertain whether or not the order was taking its 

prophetic origins into consideration when requesting the new habit half a 

century earlier. Yet for viewers of the polyptych in the 14th century, the image 

would have shown a fulfillment of Sobach’s vision, and a connection to the 

representations of Elijah and Elisha in the level of the polyptych above. 

The final predella panel, thus, is the difficult-to-interpret representation of 

a pope presenting Carmelites with a document. (Fig. 103) Recent scholarship has 

discounted the idea that it illustrates Honorius III’s 1226 approval of the rule, 

arguing instead that it depicts John XXII’s confirmation of the rule.25 This 

                                                
22 Ibid. 
23 See Gardner von Teuffel, “The Carmelite Altarpiece,” 16-18,  
24 For the history of the Carmelite habit, see Cordelia Warr, Dressing for Heaven: Religious Clothing 
in Italy, 1215-1545 (Manchester and New York: Manchester University Press, 2010): 93-97. 
25 Scholars have suggested other interpretations; Creighton Gilbert argued that this represented 
Innocent IV endorsing the Carmelites, based largely on the presence of two men wearing black 
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argument is based on the fact that the text of the document the pope hands to the 

friars reads “in nomine Domini nostri / Johanes episcopus ser (ussa = vus) 

s(ervorum) dei / dilictus fili(i)s fra / t(r) ibus ordinis / carmelite.”26 In 1326, John 

XXII reissued the bull Super Cathedram, which assured the Carmelites of full 

rights and privileges as mendicants.27 This event thus was in very recent memory 

at the time when the Carmelites commissioned Lorenzetti to paint the polyptych. 

The chief conundrum of such an interpretation is this: the Carmelites kneeling 

before the pope are dressed in their striped, pre-1287 habit. Why were they not 

depicted in the white mantles they would have worn in 1326? Christa Gardner 

von Teuffel offers the suggestion that Pietro could have adapted the composition 

from an earlier, non-extant Carmelite image depicting the Honorius’s original 

approval of the rule – at which time the order still would have worn the striped 

habits.28 

Through the span of the predella, Pietro Lorenzetti and the Carmelites 

offered a sweeping narration of the order’s long existence, from its origins as an 

ancient prophecy to its legitimized contemporary existence. The polyptych made 

a powerful statement on behalf of the Carmelite order at large, while also 

drawing from and speaking to a Sienese-specific audience. The question of why 
                                                
robes marked with a red cross standing at the right hand of the pope. He interprets them as 
Eastern monks, based on their long beards, who would have been placed under the rule of Basil. 
Citing Antoninus’ Summa theological et iuris pontificii from 1450, which states that the Carmelites 
were also under the rule of Basil prior to Innocent’s 1247 mitigation of the rule that had been 
given to them by Albert of Jerusalem. Gilbert, “Special Images,” 175-177. 
26 Gardner von Teuffel, “The Carmelite Altarpiece,” 23. 
27 Ibid., 23. 
28 Ibid., 24. She also points out that other figures in this panel are dressed as members of the 
Order of the Templars, which had been suppressed by 1326. She also notes that Pietro, who had 
worked at Assisi, could have taken Franciscan images of approvals of the rule as models. Garder 
von Teuffel further notes that the Carmelites depicted John XXII’s 1326 affirmation of their rule in 
later artworks, namely a Sicilian work from c. 1530. 
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this work was conceived and executed for the Sienese Carmine has been largely 

unanswerable. The convent of San Niccolò was smaller than its counterparts in 

Florence and Pisa, less involved in education and in the leadership of the order, 

and thus perhaps less likely to be at the forefront of new iconographical 

developments. In the following chapter I propose that the Carmelites’ promotion 

of their long history might have had special resonance in Siena, a city striving to 

prove its Roman past. There may be other clues in Sienese visual culture, as well 

as in the convent of San Niccolò itself.  

Sienese artists are especially notable for their production of polyptychs for 

the religious orders.29 Yet even before the polyptych culture became prominent, I 

believe that certain earlier works created in Siena for the mendicant orders could 

have been instructive for the Carmelites. An intriguing example of promoting an 

order’s antiquity might be found in Guido da Siena’s Maestà for San Domenico. 

(Fig. 105, Fig. 106) Though Guido was active in the 1270s, the panel is dated 1221 

– a year significant both for the death of Saint Dominic and for the foundation of 

the Dominican convent in Siena. What purpose would the deliberate mis-dating 

serve? Alexander Nagel and Christopher Wood argue that by signing his name 

yet providing the date 1221, Guido da Siena is “submitting his painting to a 

larger institutional identity.”30 The emphasis on the origins of institutional 

history was thus as important as the contemporary record of the artwork.  

                                                
29 A notable example is Simone Martini’s polyptych for Sant’Agostino, depicting Sant’Agostino 
Novello, discussed in the next chapter More than a decade after the completion of the Carmelite 
polyptych, Pietro Lorenzetti created a monumental altarpiece of the Beata Umiltà, today in the 
Uffizi. 
30 Alexander Nagel and Christopher Wood, Anachronic Renaissance (New York: Zone Books, 
2010): 77-78. 
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In San Francesco in Siena, contemporary events important to the order at 

large were recorded in frescoes, such as Ambrogio Lorenzetti’s depiction of the 

ordination of Louis of Toulouse and of the Martyrdom of the Franciscans.31 Yet 

another work, a small relief sculpture today installed on an interior wall, 

illustrates the consecration of the cemetery of the church in 1298.32 While the 

closest Carmelite parallel to this would be Masaccio’s lost Sagra for the Florentine 

Carmine, painted before 1427, such a depiction of a localized event of importance 

offers similarities to the Sienese-specific elements of Lorenzetti’s altarpiece. 

Chief among them is the depiction of the fountain of Elijah on Mount 

Carmel in two of the predella scenes. Water has always been a scarce and 

precious resource for the Sienese. The myth of an underground river, known as 

La Diana, has long permeated Sienese tradition, to such an extent that Dante 

poked fun at the city for its continual search for the river in Purgatorio.33 In the 

early trecento, the Sienese Carmelites dug a well in their garden. Legend holds 

that, upon striking water, they claimed to have discovered the mythical river of 

Diana. The earliest text attesting to the well’s connection to Diana seems to be 
                                                
31 No early polyptychs survive from San Francesco in Siena. For Ambrogio’s frescoes, see Chiara 
Frugoni, “Ambrogio Lorenzetti,” in Pietro e Ambrogio Lorenzetti, ed. Chiara Frugoni (Florence: 
Casa Editrice Le Lettere, 2002). See also S. Maureen Burke, “The ‘Martyrdom of the Franciscans’ 
by Ambrogio Lorenzetti,” in Zeitschrift für Kunstgeschichte, 65 (2002). Burke argues that the scene 
depicted represents the martyrdom of Franciscans in Mongolia in 1339. Ambrogio also painted a 
fresco of the Franciscans martyred at Tana in 1321 in the cloister at San Francesco. Notably, one of 
the Franciscans martyred in 1321 was Sienese, called Pietro da Siena. Pietro Lorenzetti was also 
active at the church, painting a Crucifixion. See also Chiara Frugoni, “Ambrogio Lorenzetti,” in 
Pietro e Ambrogio Lorenzetti, ed. Chiara Frugoni, (Florence: Scala, 1988): 187-193. 
32 The consecration took place on April 11, 1298, in the presence of Cardinal Matteo Acquasparta. 
The original cemetery flanked the left side of the church, and the relief sculpture was originally 
inset in a wall surrounding it, before being moved inside the church in the 19th century. See Enzo 
Carli, L’Arte nella Basilica di S. Francesco a Siena (Siena: Edizioni U. Periccioli, 1971): 13. 
33 Purgatorio XIII, 151-154. Dante Alighieri, Purgatorio, ed. and trans. by Robert M. Durling 
(Oxford: Oxford University Press, 2003): 213. For background information on La Diana, see 
Duccio Balestracci, Daniela Lamberini, and Mauro Civai, I Bottini Medievali di Siena (Siena: 
Edizioni Alsaba, 1993). 
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Sigismondo Tizio’s 15th-century Historiae Senensis.34 However, this and other 

surviving chronicles such as Girolamo Gigli’s antiquate the digging of the well to 

the 12th century – well before the Carmelites’ arrival in Siena and even their 12th-

century foundation on Mount Carmel.35 These same chronicles also place the 

Carmelites’ arrival in Siena in the 8th century. Fueling this legend not only 

propagated the myth that the Carmelites were the first, rather than the last, friars 

in Siena, it also gave them a connection to a precious urban resource. Perhaps to 

that end, in 1328 the Consiglio Generale gave the friars of San Niccolò funding to 

complete the well project – a year before it would provide funding for the 

altarpiece that prominently depicted the well.36 

Further localizing the polyptych, Joanna Cannon speculated that the 

relationship between the city of Acre and the Carmelites’ fountain and oratory as 

depicted on the central predella panel might reference the Carmine’s position 

just outside of Siena’s walls.37 I would also point out broad similarities between 

the domed Carmelite oratory in this scene and the Duomo of Siena.38 I would 

thus propose that the Sienese Carmelites could have viewed their well as a 

                                                
34 Sigismondo Tizio, Historiae Senenses, I, BCS, B. III.6, 554-556. Cf. Machtelt Israëls, “Altars on the 
street: the wool guild, the Carmelites and the feast of Corpus Domini in Siena (1356-1456),” in 
Renaissance Studies 20 (2006): 185.  
35 For example, Girolamo Gigli’s 18th-century Diario Senese describes the Carmelites finding the 
river of Diana and opening the well in 1157. He also states that the Carmelites arrived in Siena in 
797. Diario Senese Vol. 2 (Arnoldo Forni Editore, 1974): 26. For the 12th-century date for the well, 
he cites chronicler Agnolo di Tura del Grasso, although known editions of Grasso’s chronicle do 
not discuss this matter. 
36 See Duccio Balestracci, Daniela Lamberini, and Mauro Civai, I Bottini Medievali di Siena (Siena: 
Edizioni Alsaba, 1993): 25. 
37 Joanna Cannon, “Pietro Lorenzetti,” 23. 
38 This is not an exact comparison by any means; for example, the campanile in the predella is 
located on the wrong side of the church. 
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substitution for that of Elijah, transforming their convent to a substitute – or an 

institutional surrogate – for Mt Carmel. 

This might have been especially poignant for the Carmelites in the late 

1320s. The last members of the order had fled Mount Carmel following the fall of 

Acre in 1291 and the order no longer had a presence in the Holy Land.39 Further, 

the Franciscans would take custody of sites in the Holy Land in 1330, shortly 

after the completion of the altarpiece. As the Carmelites had no current physical 

tie to the site on which they built their identity, the altarpiece can be seen as an 

emphatic proclamation of that identity. Yet one aspect of the much-analyzed 

polyptych has been largely overlooked – its connection to the Thebaid-type 

images, which became increasingly popular in the late trecento and early 

quattrocento. The name Thebaid is derived from Thebes, where in nearby deserts 

St. Anthony and other early hermits had lived.40 Generally depicting small 

moments of daily eremitic life, Thebaid scenes were predominately created in 

Tuscany, perhaps in large part due to a text known as Vite dei Santi Padri, a 

translation of texts by and about early Christian authors such as Jerome and 

Cassian by the Dominican Domenico Cavalca (1270-1342) who spent much of his 

life in Pisa.41 

 Lorenzetti’s predella, painted in 1329, is a relatively early example of a 

Thebaid; the earliest seems to be a late-13th-century tabernacle from Tuscany in a 

                                                
39 See Andrew Jotischky, The Carmelites and Antiquity (Oxford: Oxford University Press, 2002): 36-
37. 
40 See Anne Leader, “The Church and Desert Fathers in Early Renaissance Florence: Further 
Thoughts on a “New” Thebaid,” in New Studies on Old Masters: Essays in Renaissance Art in Honour 
of Colin Eisler, ed. John Garton and Diane Wolfthal (Toronto: Centre for Reformation and 
Renaissance Studies, 2011): 224. 
41 Leader, “The Church and Desert Fathers,” 228. 
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private collection in England.42 (Fig. 107) This tabernacle depicts an iconography 

known as the “death of Ephraim,” a 4th-century hermit surrounded on his 

deathbed by fellow hermits as other hermits are engaged in activities in the 

background.43 While the small predella scene from Lorenzetti’s pala depicts only 

Carmelites engaged in solitary activities near their fountain, in the larger, central 

scene the foreground is occupied by Albert of Jerusalem bestowing the 

Carmelites with their rule, while in the background hermits (not all of them in 

the Carmelite habit) sit alone in caves, sometimes accompanied by lions.44 The 

juxtaposition of ceremony with scenes of daily life was common to later Thebaid 

images as well; they offered a glimpse into the full lives of the hermits, the 

mundane and the miraculous or otherwise important.45 Though the Thebaid 

might have been a relatively new typology, Lorenzetti and the Carmelites were 

creating not-so-subtle parallels between the Sienese Carmelites and both the east 

and the desert fathers – emphasizing the authority of geography and antiquity, 

as did the other components of the polyptych. Gertrude Achenbach briefly 

mentions the Carmine predella as an early example of a Thebaid, but does not 

                                                
42 Discussed by Gertrude Achenbach in “An early Italian Tabernacle,” in Gazette des Beaux-Arts 6 
(1944). 
43 See John R. Martin, “The Death of Ephraim in Byzantine and Early Italian Painting,” in The Art 
Bulletin, 33 (1951): 218-219. The earliest surviving Byzantine example of this iconography dates 
from the 16th century and is found on an icon signed by Emmanuele Tzanfournari, a Greek 
painter who lived in Venice. Achenbach suggests that this painting was based on earlier, 
destroyed Byzantine works, “An early Italian Tabernacle,” 34. Ellen Callman believes that these 
Byzantine works were brought to Italy at an early date, where they were revised and repeated. 
See “Thebaid Studies,” in Antichità Viva 14 (1975): 12. 
44 13th-century pilgrim Thietmar described Mount Carmel as “…grassy and suitable for grazing, 
ideal for goats and delightful to behold. Here there abound lions and leopards, bears, stags, 
fallow deer, wild boar, and a very fierce animal which the natives call a lonza and is moreover as 
formidable as a lion, papiones, which they call wild dogs, wolves similar in size to a fox, and 
innumerable goats…” See “Thietmar: Pilgrimage (1217-1218),” in Pilgrimage to Jerusalem and the 
Holy Land, ed. Denys Pringle (Farnham and Burlington: Ashgate, 2012): 108. 
45 See Callman, “Thebaid Studies,” 3. 
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elaborate on the significance of this type being associated with the Carmelite 

friars.46 The most famous trecento Thebaid is undoubtedly that in the 

Camposanto in Pisa, by Buonamico Buffalmacco or Francesco Traini.47 In this 

setting, the Thebaid scene not only represented the Holy Land, it also 

contextualized the literal holy land that filled the cemetery, dirt brought by boat 

from the East in the last decade of the 12th century.48 The sacrality that 

accompanied this earth has been called by Robert Ousterhout “transportable 

topography” – if one could not visit the actual Holy Land across land and sea, 

one could visit the “holy land” across town.49 Though the Carmelites did not 

possess literal topography from the Holy Land, their use of Thebaid imagery in 

Siena, taken with a reference to Elijah’s fountain and Byzantine images of the 

Virgin created a space loaded with referential meaning which could be seen as a 

substitute for Mount Carmel.50 

 Thebaid scenes would become even more popular the following century. 

Filippo Lippi’s paintings for the cloister of the Florence Carmine, discussed 

below, depicted members of the order in desert settings.51 This imagery was also 

                                                
46 Achenbach, “An early Italian Tabernacle,” 135. 
47 Vasari attributed the Camposanto frescoes to Lorenzetti. The Camposanto frescoes were 
executed after 1330. They were gravely damaged during World War II and many, including the 
Thebaid, were destroyed. 
48 Diane Cole Ahl, “Camposanto, Terra Santa: Picturing the Holy Land in Pisa,” in Artibus et 
Historiae, 24 (2003): 95-122. 
49 Robert Ousterhout, “Flexible Geography and Transportable Topography,” in Jewish Art 23/24 
(1997/1998). 
50 Not until around 1500, under Franciscan custody, did the Sacro Monte of San Vivaldo in 
Montaione near San Gimignano begin to take its present form as host to reproductions of sacred 
sites of Jerusalem. 
51 See Megan Holmes, Fra Filippo Lippi: Carmelite Painter (New Haven and London: Yale 
University Press, 1999): 68-73, and William Hood, “Creating Memory: Monumental Painting and 
Cultural Definition,” in Language and Imagery of Renaissance Italy, ed. Alison Brown (Oxford: 
Clarendon Press, 1995): 163-164. 
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popular with orders connected to the Benedictines, who linked themselves to the 

earliest years of monastic observance – cycles existed in Florence at the Badia, 

Santa Trinita, San Miniato, and Santa Maria degli Angeli.52  The Augustinians, 

too, embraced Thebaid imagery, notably in the convent of Santa Marta in Siena 

and in the church of San Giovanni al Carbonara in Naples.53 The Holy Land was 

far from a uniquely Carmelite aspiration. 

3. I Santi del Carmelo 

The quest for antiquity and authenticity is the dominating force in much 

Carmelite textual and visual patrimony, as demonstrated by the Lorenzetti’s 

emphasis on Mount Carmel and bold depiction of Elijah and Elisha as 

Carmelites. Adopted as the founding saint, Elijah offered the prestige and 

gravitas of an Old Testament connection. Yet as the order established itself in the 

West and the veracity of the ties to Elijah were questioned, it began to amass a 

small canon of contemporary saints and beati, more accessible and 

incontrovertible than an Old Testament prophet. Among them are several 

Carmelites from the 13th and 14th centuries, although their cults often did not 

develop fully until the 15th. Some of these saints and beati, such as Bertold and 

                                                
52 Hood, “Creating Memory,” 163-165. 
53 For Santa Marta, see Maria Corsi, Gli affreschi medievali in Santa Marta a Siena: Studio Iconografico 
(Siena: Cantagalli, 2005). In frescoes in the cloisters, hermits pray in desert settings, surrounded 
by lions and other beasts. The frescoes at San Giovanni a Carbonara, in the Cappella Caracciolo 
del Sole, depicting the lives of the hermits were painted around the middle of the 15th century by 
Perrinetto da Benevento. Touring Club Italiano, Napoli e Dintorni (Milan: Touring Editore s.r.l., 
2008): 228. Also, several frescoes in the vaults of the cloister at Santa Maria Novella, depicting 
scenes from the lives of Onofrio and Pafnuzio, convey Thebaid-type settings which include small 
structures similar to those in Lorenzetti’s predella and Filippo Lippi’s fresco. 
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Simon Stock, did not achieve prominent representation in art while others, 

namely Angelo of Jerusalem and Albert of Trapani, did.54 

Born in Jerusalem in 1185, Angelo was said to have joined the Carmelite 

convent of Sant’Anna at Jerusalem, and then to have lived on Mount Carmel for 

many years. Inspired by a vision in which Christ instructed him to go to Sicily to 

preach against the incestuous Count Berengar, he journeyed to Sicily, and then to 

Rome.55 Notably, during his visit to Rome he is said to have met Francis and 

Dominic at the Lateran, and to have predicted Francis’s stigmata.56 Angelo 

eventually returned to Sicily, and was martyred by the Count in the city of Licata 

in 1225 – thus he is depicted with a knife in his head. The first surviving notice of 

Angelo is a work by Nicholas Processi, a protodeacon at the Lateran in the 

1360s.57 Angelo was venerated in the 14th century, but he became a more 

prominent figure in the 15th when a vita written by a man called Enoch was 

circulated.58 In 1457 an office was created for his feast day, and the Carmelites 

received permission from Callisto III to take custody of his relics.59 

Albert was born in the 13th century, probably in Trapani, Sicily, where he 

joined the Carmelites. Later sent to Messina, he became notable for freeing the 

                                                
54 For the extensive canon of Carmelite saints, see Ludovico Saggi, Santi del Carmelo: Biografie da 
vari dizionari (Rome: Institutum Carmelitanum, 1972). 
55 He and his companions traveled to Sicily by way of Alexandria, where they collected relics 
which Angelo had been directed to obtain in his vision. These included a bone from St. 
Athanasius’s arm, Jeremiah’s hand, St. Catherine’s arm, St. George’s leg, and an icon of the Virgin 
painted by St. Luke. See Jotischky, The Carmelites and Antiquity, 195. 
56 Saggi, Santi, 173. See also Saggi, Sant’Angelo di Sicilia: studio sulla vita, devozione, folklore (Rome: 
Institutum Carmelitanum, 1962), and Andrew Jotischky, The Carmelites, 192-201. 
57 Andrew Jotiscky, The Carmelites, 192. He notes that Processi’s work is found in a 15th-century 
manuscript, Bib. Vat. Lat. 6824. 
58 This work claimed to have been written by Enoch, a contemporary of Angelo, in the 1220s, but 
is in fact from the late 14th or early 15th century. See Jotischky, The Carmelites, 192. 
59 Holmes, Fra Filippo Lippi, 38-39, and Saggi, Santi, 173. The relics were not transferred until 1605. 
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city from a military blockade – during his presence in the city ships bearing food 

were miraculously able to enter the city. He was a celebrated preacher and 

provincial superior of Sicily prior to his death in Messina, around 1307.60 Albert 

was eventually seen as a patron and protector of the order. A chapel in the 

Palermo Carmine was dedicated to him by 1346.61 The Carmelites began 

petitioning for his canonization in 1375.  The Florentine Carmine possessed some 

of his relics by 1391, and a lay compagnia was present at the church by 1419.62 The 

Venetian Carmelites established a confraternity dedicated to him and Elisha in 

1401 and, a decade later, he was added to the Carmelite liturgy.63 In 1420 the 

Carmelite General Chapter at Montepellier declared that all convents should 

have an image of Albert. His cult was recognized in 1457, and in 1478 confirmed 

by Sixtus IV. The Carmelite General Chapter decreed in 1524 that every church 

should have an altar dedicated to Saint Albert.64 

While the Carmelites’ adoption of Elijah, Elisha, and the Virgin clearly 

references their antiquity and Mount Carmel origins, Angelo and Albert were 

bound to the recent, local history of the order. As Megan Holmes suggested, 

                                                
60 Saggi, Santi, 154. 
61 Ibid., 154.  
62 Holmes, Fra Filippo Lippi, 39, and Alessandro Guidotti, “Fatti, arredi e corredi carmelitani a 
Firenze,” in  La Chiesa di Santa Maria del Carmine a Firenze, ed. Luciano Berti (Florence: Giunti, 
1992):  32. Guidotti published inventories from the convent. From 1418, number 66 read “item 
uno forzerino d’avorio con chiave e toppa, con compassi a oro, entrovi reliquie di Sancti Alberti,” 
and 76, “item uno tabernacolo tutto di rame orato con smalti con l’arme di Piero del Vagliente, 
dentrovi reliquie di Santo Alberto da Trapani, fi frate di Santa Maria del Carmino.” 
63 For liturgy, see Archdale King, Liturgies of the Religious Orders (London: Longmans, Green and 
Co., 1955): 285. The confraternity of Albert in Florence was founded in 1419. See Santi Mattei, 
Ragionamento intorno all’Antica Chiesa del Carmine di Firenze con una succinta notizia dello stato suo 
presente (Florence: Antonio Giuntini Editore, 1869): 16. 
64 Joseph Hammond, “Negotiating Carmelite Identity: The Scuola di Santi Alberto e Eliseo at 
Santa Maria dei Carmini in Venice,” in Art and Identity: Visual Culture, Politics and Religion in the 
Middle Ages and the Renaissance, ed. Sandra Cardellini, Emily Jane Anderson, and John Richards 
(Newcastle upon Tyne: Cambridge Scholars Publishing, 2012): 223-224. 
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Sicily was an intermediary point in this history of the order – the Carmelites 

settled there shortly after leaving Mount Carmel, before heading elsewhere in 

Western Europe. Particularly by the end of the 14th century, when no Carmelite 

presence remained in the Holy Land, and as no friars remained who could 

remember Mount Carmel, Sicily was an accessible link to an early point in the 

order’s history.65 Further, at a time when critics of the order were casting doubt 

on the veracity of the order’s origins, it is natural that the Carmelites would 

promote accessible saints who would be unassailable. Angelo’s legitimacy is 

further attested to by the legend that he was present for the meeting of Francis 

and Dominic.66 He was not positioned as a founder saint, but rather as a member 

of a longstanding order, one which was on equal footing with, if not more secure 

than, the Franciscan and Dominican orders.67 

Albert, by mandate of the order, was depicted frequently in the 15th 

century, and more representations survive of him than Angelo. He is generally 

shown as a youthful Carmelite holding a lily and sometimes a book.68 In Florence 

his image was found on the altars of the oratory of the compagnia (which had 

been built in the cemetery) that bore his name, and on a later altar built 

underneath the ponte.69  

                                                
65 Holmes, Fra Filippo Lippi, 39. 
66 The legend of Francis’ meeting with Dominic was recounted in Gerard of Fracheto’s 1260 Vitae 
fratrum Ordinis Praedicatorum, though not in any early Franciscan sources. Angelo is not 
mentioned. See also Christie F. Stephany, “The Meeting of Saints Francis and Dominic,” in 
Franciscan Studies 47 (1987). For the presence of Angelo at this meeting, as narrated by Enoch, see 
Saggi, S. Angelo, 129. Numerous artworks, depict the meeting of Francis and Dominic; a fresco at 
San Felice del Benaco depicts their meeting, with Angelo present.  
67 Jotiscky, The Carmelites, 198-199. 
68 George Kaftal, Iconography of the Saints in Tuscan Painting (Florence: Sansoni, 1952): 13-14. Saggi, 
Santi,155. 
69 Holmes, Fra Filippo Lippi 39. 
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At Le Selve, Albert appeared in a c. 1420 polyptych attributed to Lippo 

d’Andrea. (Fig. 108) Albert appears on the far left of the polyptych; the 

remainder of the figures are St. Peter, the Virgin and Child, St. Paul, and 

Anthony Abbot.70 Also at Le Selve, Neri di Bicci’s 1455 tabernacle commissioned 

by Tommaso di Lorenzo Soderini depicted Albert, along with Elijah, Elisha, and 

Angelo of Jerusalem.71 The church also possessed a statue of Albert, and in 1484 

Filippo Strozzi placed a painting of Albert and St. Lawrence in the church.72 

Masaccio’s altarpiece for the Carmine in Pisa depicts two unidentified Carmelite 

saints, one bearded, one clean-shaven – it is probable that the clean-shaven one 

represents Albert. (Figs. 40, 41)73 

Outside of Tuscany, representations of Albert include several frescoes in 

the church of San Felice del Benaco,74 an altar in San Giuliano in Rome, and a set 

of organ doors in Venice (now lost) by Cristoforo Caselli.75 An early example is a 

                                                
70 Holmes, Fra Filippo Lippi 39. Gardner von Teuffel, “The Carmelite Altarpiece,” 18-19. This work 
is now at Yale. 
71 Eve Borsook, “Documenti Relativi alle Cappelle di Lecceto e delle Selve di Filippo Strozzi,” 
Antichità Viva 9 (1970): 7. 
72 Holmes, Fra Filippo Lippi, 39 and Giuseppe Bacchi, “Santa Maria delle Selve (Lastra a Signa),” in 
Rosa del Carmelo 3 (1926): 16. 
73 For this altarpiece, see Gardner von Teuffel, “Masaccio.” I believe that this is Albert rather than 
Angelo as Angelo is almost exclusively depicted with the distinctive attribute of the knife that 
killed him. The identity of the bearded saint is also mysterious. Neither Albert nor Angelo is 
depicted as a bearded man. Later images depicting Simon Stock (such as Mattia Preti’s painting 
of his reception of the scapular at the Neapolitan Carmine) render him with a beard, though as an 
elderly man. I would argue that the most likely candidate is thus Beato Franco Lippi, discussed 
below. Though Franco was not commonly represented in Carmelite art, an image of him did exist 
in Siena, above his tomb. He was also represented in a fresco in the Siena baptistery some two 
decades after the completion of Masaccio’s altarpiece. Another possibility for the identity of this 
saint might be Saint Cyril, who was rarely depicted but did appear in Florence in a fresco 
attributed to Lippo d’Andrea, also discussed below. 
74 See Riccardo Bartoletti, “Affreschi nel santuario del Carmine a San Felice del Benaco,” in 
Civilità Bresciana, VIII (1999): 71.  
75 See Hammond, “Negotiating Carmelite Identity,” 223. 
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1422 altarpiece by Matteo di Perruchio in Palermo, in which Albert holds a book 

bearing the text “Venite filii, audite.”76  

Though representation of Albert in Carmelite churches was mandated in 

the 15th century, his popularity is further attested to by his appearance in works 

probably intended for private devotion, such as a small anconetta from around 

1425 attributed to Battista di Gerio. (Fig. 109) As Battista di Gerio worked 

primarily in Lucca, this work was probably made for a Carmelite at San Pier 

Cigola. In this painting, Albert is depicted with a halo, even though the work 

predates his canonization by some 30 years, consistent with other early 15th-

century representations.77 

Albert is depicted as a saint in two panels by Filippo Lippi. In the first, 

perhaps also intended for private devotion, Madonna and Child with Saints and 

Angels from around 1430, today in the Museo della Collegiata in Empoli, Albert 

is positioned on the left side of the composition, gazing at the Virgin and Child. 

(Fig. 110) A tonsured man wearing the white Carmelite habit, he holds a gilded 

lily. The figures in the foreground, St. Michael, St. Paul, and a pair of kneeling 

angels command greater attention than Albert, who they largely conceal. Though 

                                                
76 See Gardner von Teuffel, “The Carmelite Altarpiece,” 19, and Stefano Bottara, La pittura del 
Quattrocento in Sicilia, (Messina, 1954): 13, 76. This altarpiece likely came from the oratory of the 
Compagnia di Sant’Alberto. Popular devotion to Albert was rarer in England. In the 16th century 
John Bale recorded a poem found before a statue of Albert, probably in the Whitefriars convent in 
London: “I am holy Albert, second to none in piety:/ To me came virtue early in life./ To me 
come all who are sick, feeble or in pain,/Whatever the fault, whether of body od soul./ Hence by 
repute and great honour for the Creator/ And through me, the greatest love in the world.” Bale 
recorded the poem in a notebook today in the Bodleian Library, MS Bodley 73, fo 50. Cf. Richard 
Copsey, Early Carmelite Documents: a selection for private use by Carmelite students (Rome: 1998): 282. 
77 Everett Fahy, “Anconetta: Madonna col Bambino in trono tra Sant’Alberto Siculo e San Paolo,” 
in Sumptuosa Tabula Picta: Pittori a Lucca tra Gotico e Rinascimento, ed. Maria Teresa Filleri 
(Livorno: Sillabe, 1998): 326. The work is today in a private collection in London. See also Eliot W. 
Rowlands, Masaccio: Saint Andrew and the Pisa Altarpiece (Los Angeles: Getty Publications, 2003): 
84. 
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the origin of the painting is unknown, it may have been created for Angelo 

Mazzinghi, prior at Le Selve, as St. Michael was his patron saint.78 

 In the second, a larger work known as the Madonna Trivulzio, both Albert 

and Angelo appear (Fig. 111). Lippi created this work for the Florence Carmine, 

perhaps specifically for the compagnia of St. Albert. Albert, on the far right, holds 

a lily, while Angelo, just to the left, is depicted with his attribute of a knife. The 

Madonna and Child are positioned in the center of the composition, flanked by 

fanciulli, and on the far left, an elderly female saint.79 

Albert occasionally also was pictured in prestigious non-Carmelite 

contexts. Filippo Lippi included a fresco of him in the cappella maggiore of the 

cathedral of Santo Stefano in Prato (Fig. 112). Eve Borsook considered that 

patrons of the cappella might have permitted his inclusion as a gesture of thanks 

to the Carmelite painter.80 He also appears in a fresco by Taddeo di Bartolo in the 

Palazzo Pubblico in Siena, alongside other mendicant saints and beati.81 (Fig. 113) 

Along with the increasing popularity of Albert and Angelo, the end of the 

14th century saw the emergence of another Carmelite-affiliated saint, venerated as 
                                                
78 Rowlands, Masaccio, 84, and Miklos Boskovits, “Fra Filippo Lippi, i Carmelitani, e il 
Rinascimento,” 1986, 407-408. Angelo Mazzinghi himself became a focus of devotion in the 15th 
century. Megan Holmes notes that his image was painted on a pilaster in the Manetti chapel, just 
to the right of the cappella maggiore. Fra Filippo Lippi, 27. Mazzinghi was originally buried in the 
Manetti chapel, but later moved to the Brancacci. See Ugo Procacci, “L’incendio della Chiesa del 
Carmine del 1771,” in Rivista d’Arte 14 (1932): 153. 
79 The presence of the fanciulli is explained if the hypothesis that the painting was for the 
Compagnia of Saint Albert, which accepted young boys as members. Holmes, Fra Filippo Lippi, 64-
67.  On the whole, we have fewer early representations of Angelo. One of the most notable is 
Carlo Braccesco’s c. 1500 triptych of the Annunciation, today in the Louvre. The central panel of 
this triptych depicts the Annunciation, the left panel, St. Benedict and a bishop saint, and the 
right panel, St. Stephen and St. Angelo. 
80 Holmes, Fra Filippo Lippi, 163, Eve Borsook. “Fra Filippo Lippi and the Murals for Prato 
Cathedral,” Mitteilungen des Kunsthistorischen Institutes in Florenz 25 (1981). 
81 See Sibilla Symeonides, Taddeo di Bartolo (Siena: Accademia Senese degli Intronati, 1965): 231. 
Albert’s image appears near those of St. Augustine, Ambrogio Sansedoni, and Giovacchino dei 
Servi. 
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a doctor and confessor, though almost certainly a literary fabrication. Felip Ribot 

wrote of Cyril, a man who had been connected with the Spiritual Franciscan 

movement, and positioned him instead as a Byzantine monk who joined the 

Carmelites on Mount Carmel and served as prior general from 1231-1234. Ribot’s 

text contained a letter from Cyril, in which he narrated the history of the 

Carmelite habit and rule.82 Cyril became celebrated as a prophet and as a 

theologian, and was no doubt a prestigious addition to the Carmelite 

hagiographic canon.83 Representation of Cyril is relatively rare, although he 

appeared, dressed in the Carmelite habit, in a full-length fresco attributed to 

Lippo d’Andrea in the Chapel of the Passion in the Florence Carmine.84 (Fig. 114) 

                                                
82 Jotischky,The Carmelites, 201-202. Adrianus Staring, “Cyril of Constantinople” in Saggi, Santi, 
189. Staring notes that there is some confusion between this Cyril and Cyril of Alexandria, 
patriarch of that city from 412-444, and that the Carmelite liturgy also refers to the latter as being 
from the order. 
83 Andrew Jotiscky summarizes the 15th-century Bodleian MS 73 which contained various 
writings by and copied by John Bale, including a Life of St Cyril the Greek Doctor of the Carmelite 
Order. In this text, Cyril had been educated in Constantinople, and had expressed a desire to 
convert the Seljuk sultan of Iconium to Christianity, but was not able to undertake this mission. 
Cyril was expelled from Constantinople after an argument with the patriarch over the Holy 
Spirit, and eventually experienced a vision of the Virgin Mary, in which she encouraged him to 
join the Latin hermits on Mount Carmel. After a period spent as a model hermit on Mount 
Carmel, a vision of St. Basil led Cyril to undertake a successful mission to convert the people of 
Armenia to Christianity. He returned to Mount Carmel where it was elected prior general in 
1200. He was regarded as a prophet due to an encounter with an angel with fiery hair who 
presented him with two silver tablets to decipher. Successfully interpreting some of the 
prophecies, which foretold that the Carmelites would be expelled from Mount Carmel by 
Muslims yet successfully spread through Europe, Cyril sent those he could not understand to 
Joachim of Fiore. See The Carmelites, 203-205. As Jotischky explains, the veracity of this account is 
shaky, as many dates (such as those related to specific pontificates) are inaccurate. It is also 
unlikely that a learned Orthodox theologian like Cyril would have readily found a place among 
the often uneducated Latin hermits on Mount Carmel. That said, the association of a theologian 
like Cyril with the early order would have been a boon for the 14th-century order seeking to 
emphasize a more impressive early history. Ibid., 205-209. Further, Cyril’s expressed goal of 
converting the Muslim sultan draws a strong comparison with Francis of Assisi’s 1219 attempt to 
convert Sultan Malik al-Kamil during the 5th Crusade. I would suggest that as the Carmelite order 
was uninvolved with Crusading efforts, perhaps this characteristic of Cyril allowed them to claim 
some small connection to conversion efforts. 
84 See Holmes, Filippo Lippi, 40-41. The Chapel of the Passion was under the patronage of the 
Nerli family and was frescoed in 1402. The fresco of Cyril is fragmentary. See also Procacci, 
“L’incendio,” 160. 
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 The Sienese Carmelites from an early date claimed a local beato. Born to a 

noble family, Franco di Grotti spent his early life indulging in worldly vices. 

Making a vow to change his life, he made pilgrimages to Rome and Bari, and 

converted to a religious life upon hearing the preaching of Ambrogio Sansedoni 

in Siena. He committed himself to a life of penance, holding an iron ball in his 

mouth and conducting other acts of mortification.85 He enclosed himself in a cell, 

and eventually became affiliated with the Carmelites before he died on 

December 11 or 12, 1291. Franco was buried in San Niccolò, although some of his 

relics were translated to Cortona in the 14th century.86 His tomb in San Niccolò 

was composed of an altar and an image, now lost.87 

 It is odd that there is no evidence of other early images of Franco within 

the Carmelite context, though accidents of survival must be considered. The 

Sienese Carmelites did not include him on Lorenzetti’s altarpiece, nor did they 

seek funding from the Commune to honor him at a time when the other 

mendicants were requesting funds to honor their local beati (Pietro Pettinaio for 

the Franciscans, Ambrogio Sansedoni for the Dominicans, Joachim Piccolomini 

for the Servites, and Agostino Novello for the Augustinians) – the Carmelites 

instead sought donations to celebrate the feast day of St. Nicholas.88 

                                                
85 Kaftal, Iconography, n. 125, 419-422. 
86 Saggi, Santi, 215 
87 Silvia Colucci, Sepolcri a Siena tra Medioevo e Rinascimento (Florence: SISMEL Edizioni del 
Galluzzi, 2003): 117, Joanna Cannon and André Vauchez, Margherita of Cortona and the Lorenzetti: 
Sienese Art and the Cult of a Holy Woman in Medieval Tuscany (University Park: The Pennsylvania 
State University Press, 1999): 68 n. 88, and Henk Van Os, “Due Divagazioni Intorno alla Pala di 
Simone Martini per il Beato Agostino Novello,” in Simone Martini: atti del convegno, ed. Luciano 
Bellosi (Florence: Centro Di, 1988): 85, who cites Urgurgieri. 
88 See André Vauchez, “La commune de Sienne, les Ordres Mendiants et le culte des saints. 
Histoire et enseignements d’une crise (novembre 1329, avril 1329,” in Mélanges de l’Ecole française 
de Rome: Moyen-Age, Temps modernes 89 (1977): 762. 
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 Nor was he depicted on later Carmelite polyptychs.89 Indeed, the cult of 

Franco did not fully develop until much later. John Bale wrote of Franco’s life in 

the early 16th century, his cult was approved in 1670, and his office was 

introduced to the Carmelite breviary in 1672.90 Between 1683-85, a chapel was 

constructed in his honor in the Florence Carmine.91 He also enjoyed special 

popularity with Spanish confraternities in the 17th century.92 

Though no trecento images of Franco survive, he was prominently 

represented in Siena’s baptistery, frescoed between 1447-53. He is represented in 

full-length as an elderly bearded man. Barefoot, he wears a short tunic and the 

white Carmelite mantle. (Fig. 115) He stands in an architectural niche on the left 

side of the apse opening of the baptistery. Though Vecchietta was completing 

paintings in the baptistery at this time, the frescoes of Franco and other figures 

surrounding the apse are generally attributed to Michele Lambertini da Bologna 

and Giovanni da Forli.93 In addition to Franco, we see Giovanni Colombini, 

                                                
89 I hypothesize in note 73 of this chapter that the unidentified bearded saint depicted in 
Masaccio’s Pisa altarpiece might represent Franco, as no other Carmelite saint at this time was 
represented as a bearded man. 
90 Saggi, Santi, 215.  
91 Procacci, “L’Incendio,” 147. The chapel was built ex novo. The church had just acquired a new 
organ, which needed to be placed in a high room, which was built on top of Franco’s chapel. The 
chapel was under the patronage of the Landi family. The altar painting, depicting Franco, was 
completed in 1692 by G. Maria Landi, and the fresco cycle by Sienese painter Nasini. Procacci, 
168. Franco also appeared in a drawing of the Apotheosis of a Saint by Florentine painter 
Bartolomeo Salvestrini, now in the British Museum. The drawing depicts a Carmelite nun rising 
to God the father in heaven, surrounded by Beato Franco, Elijah, Angelo and Albert. The drawing 
was likely created around 1626 in commemoration of the canonization of Maria Maddalena 
de’Pazzi. In this year the Carmelite nuns in Florence moved into their convent named for Maria 
Maddalena de’ Pazzi, for which Salvestrini had painted a Martyrdom of St. Ursula. See Christel 
Thiem, “Newly Discovered Drawings by Bartolomeo Salvestrini,” in Master Drawings, 28 (1990): 
280-289. 
92 Saggi, Santi, 215. 
93 See Diana Norman, “’Santi cittadini’: Vecchietta and the Civic Pantheon in Mid-Fifteenth-
Century Siena,” in Art as Politics in Late Medieval and Renaissance Siena, ed. Timothy B. Smith and 
Judith Steinhoff (Farnham and Burlington, VT: Ashgage, 2012): 123. 
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founder of the Sienese Gesuati, Servite Joachim Piccolomini, and Bernardo 

Tolomei, founder of Monteoliveto.94 Surrounding the high altar of the baptistery, 

Vecchietta painted the four patron saints of Siena (Ansanus, Victor, Salvino, and 

Crescentius) along with Bernardino of Siena, Catherine of Siena, Dominican 

Ambrogio Sansedoni, Franciscan tertiary Pietro Pettinaio, San Galgano, Andrea 

Gallerani, and a Franciscan, probably the martyred Pietro da Siena.95 An image of 

Franco, this one half-length and labeled, also appears in the Sala del Segretario of 

the Palazzo Pubblico, again alongside Bernardo Tolomei, the Servite Francesco 

Patrizi and others, painted by Vecchietta around 1416.96 

 The 14th and 15th centuries produced other important Tuscan Carmelite 

figures, notably Andrea Corsini, born in Florence in the early 14th century and 

eventual bishop of Fiesole, and Angelo Mazzinghi, prior of Le Selve from 1419-

1430, and of Florence from 1435-1437. Angelo is honored as a beato; the campaign 

for Andrea’s canonization began in 1465, and ultimately took place on April 29, 

1629. Andrea, notably, has a legendary connection to the artwork of the Florence 

Carmine – is mother is said to have prayed for his conception before the 

Madonna del Popolo.97  

 While these artworks honored the Carmelites’ history and holiest, other 

works represented members of the order, usually in the act of devotion. The 

                                                
94 Ibid., 123. 
95 For the culture of locally venerated saints, see Augustine Thompson, Cities of God, 7-8, 200 ff, 
and André Vauchez, Sainthood in the Later Middle Ages (Cambridge: Cambridge University Press, 
1997). 
96 See Kaftal, Iconography, 419-422. A much later image of Franco, a lunette in which he heals a 
blind child, was painted by Stefano Volpe for the Saletta del Capitano in the Palazzo Pubblico in 
Siena. See Cesare Brandi, Palazzo Pubblico di Siena: vicende costruttive e decorazione (Milan: Silvano 
Editoriale, 1983): 324. 
97 Holmes, Fra Filippo Lippi 30. 
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earliest surviving example is an altarpiece likely created shortly after 1287 for the 

church of Saint Kassianos in Nicosia, Cyprus, discussed in the following chapter. 

(Fig. 151) On this panel, 16 small narrative scenes surround a large, central 

imagine of the Virgin Mary. 10 Carmelites, wearing the white mantle adopted in 

1287, kneel at her feet and appear in one of the small narrative scenes, the subject 

of which is indeterminable due to the condition of the panel.98 

An unknown Carmelite friar is represented in a predella of unknown 

provenance, today in the Courtauld. (Fig. 116) At various points it has been 

attributed to Simone Martini, Segna di Bonaventura, and today, Ugolino di 

Nerio.99 The predella depicts the crucifixion. In the center of the composition is 

positioned Christ on the crucifix against a gold background. On the right side a 

woman and a small child kneel on rocky ground. The letters VCX appear above 

the woman’s head. On the left, a tonsured Carmelite friar kneels, gazing upward 

at Christ. The unusual nature of the composition – a friar as a donor together 

with a laywoman – has not been satisfactorily explained, though Tancred 

Borenius hypothesized that the woman might have been the sister of the friar.100 

                                                
98 I discuss this altarpiece in greater detail in III.III. For the image, see Jaroslav Folda, Crusader Art 
in the Holy Land from the Third Crusade to the Fall of Acre, 1187-1291 (New York: Cambridge 
University Press, 2005): 503, and Gardner von Teuffel, “The Carmelite Altarpiece,” 7-8. 
99 See Tancred Borenius, “An Early Sienese Crucifixion,” in The Burlington Magazine, 65 (1930): 
251, 255-256. The painting was purchased in Italy in 1890 and eventually sold to Viscount Lee of 
Fareham in 1930, from whom it came to the Courtauld. See Courtauld Institute of Art: Catalogue of 
the Lee Collection, (London, 1967): 1-3. For the attribution to Segna, see Bernard Berenson, 1936. 
For the first attribution to Ugolino, see Gertrude Coor-Achenbach, “Contribution to the Study of 
Ugolino di Nerio’s Art,” in The Art Bulletin, 37 (1955): 163. James Stubblebine argued in favor of 
the attribution to Ugolino, stating that the “taut, rippling contour of the body” of Christ was 
indicative of the artist’s work. See Duccio di Buoninsegna and his School, vol. 1, (Princeton: Princeton 
University Press, 1979): 174. I should also point out that the Siena Pinacoteca contains a 
crucifixion scene by Ugolino in which St. Francis kneels at the cross (Pinacoteca Nazionale di 
Siena n. 34). 
100 Borenius, “An Early Sienese Crucifixion,” 256. 
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Masaccio’s lost Sagra fresco of 1425-26 depicted contemporary Carmelites 

at the consecration of the Florence Carmine in 1422.101 Yet the visual argument 

for Carmelite antiquity remained strong in Tuscany. Gherardo Starnina’s lost 

frescoes for the Chapel of St. Jerome in the Florence Carmine, finished before 

October 1404, originally contained a full programme of scenes from the life of St. 

Jerome, two of which were recorded in 1779 by French antiquarian Jean-Baptiste 

Séroux d’Agincourt.102 One of these depicts St. Jerome making his will, the other, 

the death of Jerome. (Fig. 117) The latter was also copied at an earlier date in an 

early 15th-century panel in the Bonnefantenmuseum in Maastricht, which depicts 

the death of a saint.103 (Fig. 118) In each of the copied Starnina scenes Jerome is 

surrounded by religiosi in various garb, but as the engravings are simple black 

and white outlines, we cannot determine their exact appearance. The Maastricht 

panel depicts a wide array of religiosi surrounding the recumbent saint – 

including a Carmelite, clearly wearing the white mantle over a black robe, 

standing at the saint’s feet. Though the Maastricht painter was not completely 

faithful to Starnina’s composition, it seems likely that the Carmelite would have 

been copied from the original fresco in the Carmine, where it made the visual 

statement that the Carmelite order was both in existence at the time of Jerome 

                                                
101 This fresco, over the cloister doorway, was painted in terra verde, popular at the time for 
Florentine cloisters. It was destroyed in the early 17th century.  
102 The chapel underwent many changes beginning in the 17th century when it was partially 
walled up to store the Eucharistic host. Though the frescoes survived the 1771 fire, in 1779 only 
two scenes were visible. These were recorded by d’Agincourt in L’histoire d’arte par les monuments, 
VI, plate CXXI. Annike de Vries, “Two copies after Starnina’s Lost Frescoes in Santa Maria del 
Carmine,” in Mitteilungen des Kunsthistorischen Institutes in Florenz 43 (1999): 190. The chapel was 
redecorated in the following years. DeVries 190-1.  
103 DeVries, “Two copies,” 192-194, 196. She argues that the saint likely is Hilarion of Gaza, who 
is mentioned in the Vite de’Santi Padre. The Bonnefantenmuseum catalogue labels this as the 
death of Benedict. 
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and attendant to him in a place of prestige. Further, though a landscape is not 

visible in d’Agincourt’s engravings, a craggy desert scene makes up the 

background of the Maastricht panel, placing it within the Thebaid genre 

discussed above, and possibly indicating that Starnina’s Jerome frescoes in the 

Carmine fall there as well.104 

 As the chapel of Jerome might indicate the presence of Carmelites in the 

5th century, Masaccio’s Brancacci Chapel frescoes indicate that they were also 

present at the time of Christ, as did contemporary literary and theological 

accounts. Figures in the Carmelite habit are present in the Brancacci Chapel 

frescoes in a scene depicting St. Peter in Cathedra in Antioch, and in a Masolino 

fresco of St. Peter preaching.105 (Fig. 119) 

A fresco by Filippo Lippi, originally in the cloister, returns to the Thebaid 

iconography instituted by Lorenzetti in Siena.106 (Fig. 120) The fresco, now 

detached from the cloister and in poor, fragmentary condition, was described by 

                                                
104 This panel is true to the original conception of the Thebaid, which depicted the death of the 
hermit Ephraim. 
105 Creighton Gilbert links Carmelite presence in these scenes (rather than in others like the 
Tribute Money) to the description of Peter’s feast in Cathedral in the Leggenda Aurea. Voragine’s 
text devotes much space to explaining that the monastic tonsure originated at this feast. At 
Antioch, Peter’s head was shaved by pagans to shame him, but a shaved crown was later 
adopted as a mark for all clerics. The Carmelites present in Masaccio’s fresco are either clearly 
tonsured or wear the habit hood. See “Special Images,” 195. Holmes believed that these frescoes 
asserted a connection to apostolic life after the Carmelites’ transition to a mendicant order. See 
Fra Filippo Lippi, 258-259 n. 58. Further, though there were no active Carmelite houses in the Holy 
Land in the 15th century, the order still recognized its presence there, notably through Nicola 
Calciuri’s 1461 list of houses in the Holy Land. Thus, the Carmelites who beheld the Brancacci 
frescoes could actively imagine their brethren as present in those areas. See Holmes, “The 
Carmelites of Santa Maria del Carmine and the Currency of Miracles,” in The Brancacci Chapel: 
Form, Function and Setting, ed. Nicholas Eckstein (Florence: Leo S. Olschki, 2007): 163-165. 
106 Filippo Lippi was a sub-prior at the Carmine in Siena from 1428-1429. Holmes, Fra Filippo 
Lippi, 14-15. 
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Vasari as depicting the Confirmation of the Carmelite Rule.107 The “confirmation” 

takes place in the lower right segment of the fresco; though badly damaged, a 

procession of figures in various religious garb occupy the foreground, with what 

appears to be a walled cityscape in the background. Only the upper half of the 

left side of the composition survives, depicting a scene in many ways similar to 

the background of the central panel of the Lorenzetti altarpiece for Siena. 

Carmelites, along with figures wearing other habits, are pictured within a 

craggy, hilly landscape. Though Lippi did not include lions, as Lorenzetti did, 

the figures participate in similar acts of conversation and quiet devotion. A small 

structure with a simple gable, directly left of the large urban space, brings to 

mind the primitive oratory in the second of Lorenzetti’s predella paintings, 

although Creighton Gilbert interpreted it as a hermit’s cell.108 

 Yet unlike their counterparts in the Siena polyptych, the Florence fresco’s 

Carmelites in the foreground of the Thebaid wear the 1287 white habit, rather 

than the striped pallium barratum. This is an anachronistic choice if the scene is 

meant to represent the confirmation of the rule, which took place in 1226, as was 

the decision to use the contemporary white habit for the representations of 

Carmelites in the Brancacci Chapel.109 As Megan Holmes describes them, these 

figures were “fantastic conjurings of historical personages who were little more 

                                                
107 Giovanni Poggi suggested that it commemorated the 1432 papal bull of Eugenius IV 
approving a mitigation of the rule. Reputed by Boskovits, who argued that it was an earlier 
event, either of the confirmation or of the approval of the 1287 habit. I do not agree with Poggi’s 
hypothesis, although were his theory to be correct it would provide an interesting parallel to 
recent reappraisal of the Lorenzetti predella scene. 
108 Gilbert, “Special Images,” 198. 
109 The Carmelites painted by Masaccio and Masolino were at least in part portraits, with highly 
individualistic features and expressions. Holmes, Fra Filippo Lippi: 73. 
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than self-images” – these portraits held up as exemplary contemporary friars, 

making the statement that they lived in accordance with the pure origins of the 

order.110 Yet oddly, in the far, central background of the fresco, depicted in very 

small scale, are two Carmelites wearing the original striped mantle, walking 

together in the hills. In addition, in the badly damaged right section of the fresco, 

where the actual confirmation of the rule would have taken place, two kneeling 

Carmelites also wear the pallium barratum. Why would Lippi simultaneously 

laud contemporary Carmelite life as an ideal while also honoring historic 

tradition? 

  The debate over the subject matter of the fresco has ignored one obvious 

possibility. Though Vasari described the scene as the Confirmation of the Rule, 

which took place in 1226, there is nothing to suggest that this could not instead 

be Albert’s original conferring of the rule, as depicted in Lorenzetti’s predella. 

Indeed, the fresco could even be an amalgamation of the two Mount Carmel 

scenes from the predella; the first showing the earliest years of the order in which 

they worshipped in the primitive oratory, and the second showing Albert’s 

presentation of the rule, with the city of Acre in the background. Megan Holmes 

hypothesized that the left side of the composition might have depicted the 

Carmelites’ move down from Mount Carmel, or even the meeting in Rome of 

Angelo, Francis, and Dominic, viewing the fresco as a manifestation of the 

dichotomy of country and city, of the primordial history of the order and its 

present, as established by Giovanni Grossi in his Vividarium.111 This is an 

                                                
110 Holmes, Fra Filippo Lippi, 74. 
111 Holmes, Fra Filippo Lippi, 72-77. 
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intriguing possibility, yet much more complicated than what I would propose, 

that the Fountain of Elijah, featured prominently in the two Lorenzetti predella 

panels, might have appeared there instead. And just as the Lorenzetti polyptych 

shows a chronological fluidity of habit (Elijah and Elisha wear the new white 

habit, while the friars appearing before John the XXII wear the old striped one) 

perhaps the two habits represented in Lippi’s fresco simply express the validity 

of the ancient and modern history of the order. 

Sassetta’s 1423-1426 Arte della Lana altarpiece, however, involved the 

contemporary doings of the order, although the work in its intended location 

provided a literal bookend to the Lorenzetti polyptych. (Fig. 121) The wool guild 

had long been patrons of the Carmine, though its headquarters were, from the 

14th century, across town in the Piazza San Pellegrino. The guild was linked to 

the Feast of Corpus Domini, celebrated annually at the Carmine, and held a 

procession between San Niccolò and San Pellegrino. In 1423 they commissioned 

an altarpiece from Sassetta to use during the celebration of this feast.112 The 

altarpiece seems to have been intended for a temporary altar on the Piazza San 

Pellegrino.113 Thus, the procession of the Corpus Domini was a procession 

                                                
112 It is uncertain when the Sienese Carmelites first celebrated the feast of the Corpus Domini, 
although a confraternity dedicated to the cult was at the Carmine from 1325. See Israëls, “Altars 
on the street,” 184. See also Die Kirche, 1.1, 16, 52, 505, doc. 68. First documented public 
celebration of the feast in Siena was 1356 – Israels, Burlington Magazine 2001, p. 534. Records show 
that in 1364 the Carmelites commissioned a new tabernacle to contain the Eucharist. Scipione 
Borghesi and Luciano Banchi, Nuovi Documenti per la storia dell’arte senese (Soest: Davaco, 1970): 
28-30. Some early thought that the altarpiece had been displayed at the Carmine has been 
rejected.  
113 See Machtelt Israëls, “Sassetta’s Arte della Lana Altar-Piece and the Cult of Corpus Domini in 
Siena,” in The Burlington Magazine, 143 (2001): 536. Creighton Gilbert, writing several years 
earlier, believed that it was placed inside the church of San Pellegrino. See “Special Images,” 181. 
Israëls writes that the altarpiece’s chapel on the square was begun in 1460, and not completed 
until early 16th century. Before the construction of the chapel, which was demolished in 1816, the 
altarpiece was usually stored in a cupboard in the palazzo of the guild. See “Sassetta,” 536-538. 
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between the Lorenzetti altarpiece on the high altar of San Niccolò and the 

Sassetta altarpiece at San Pellegrino. 

 The Carmelites were not the patrons of this altarpiece, although their 

presence is strongly felt. Elijah and Elisha are represented as Carmelites in the 

pinnacles of the altarpiece, which was long ago dissembled and dispersed.114 The 

central area showed a large monstrance, flanked by St. Thomas Aquinas (author 

of the office of the Corpus Domini) and St. Anthony. Six of seven predella panels 

survive; Anthony’s temptation by devils, Thomas Aquinas kneeling before the 

cross, Thomas Aquinas kneeling before an altar115, a Last Supper in which Christ 

holds the round host as would a priest, a burning of a heretic, and an exorcism 

induced by the Eucharist. This last scene takes place inside a church. The 

celebrant holds the Eucharist before a swooning man as a devil departs from his 

body. Five Carmelites stand behind the man, and one catches him as he keels 

backward. (Fig. 122) Though the presence of Elijah and Elisha clearly references 

Lorenzetti’s polyptych and acknowledges the institutional history of the order, 

the presence of the Carmelites in a scene of a contemporary exorcism speaks to 

the importance of the order’s role in the feast of the Corpus Domini, and in the 

devotional life in 15th-century Siena.  

4. Lay Patronage of Carmelite Art 

The artworks described above, whether initiated by the Carmelites 

themselves, by associated guilds and confraternities, or lay patrons, had 

iconographic programmes that promoted Carmelite ideology. However, lay 
                                                
114 12 surviving fragments from the altarpiece are in the Siena Pinacoteca.  
115 In this scene the architectural setting extends beyond the church in which Thomas kneels; 
through an arched doorway behind him one sees a hexagonal fountain. 
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individuals also sponsored decoration of Carmelite churches, as they did for 

those of the other mendicant orders, which, while almost certainly subject to the 

approval of the Carmelites, were of personal significance to the donor, and not 

necessarily closely tied to the iconography of the order.116  Surviving 

documentation from the 13th century is spotty at best. Though archival 

documents attest to donations of land and money for construction, specific 

references to donations of artworks are lacking.117 The largest of the Tuscan 

Carmelite churches, Santa Maria del Carmine in Florence was the only church in 

the province to contain a significant number of chapels under lay patronage. 

These were decorated over the course of the 14th and 15th centuries, as were those 

at nearby Santa Maria Novella and Santa Croce.118  

The vast majority of these frescoes, with the exception of those in the 

sacristy and the Brancacci chapel, were lost to renovations or the 1771 fire. Some 

fragments survive, such as the image of St. Cyril cited above, as do some 

furnishings. A polyptych from the chapel of St. Bartholomew and St. Lawrence, 

                                                
116 For the patronage of the other mendicant orders and recent bibliographies, see Joanna 
Cannon, Religious Poverty, Visual Riches: Dominican Churches of Central Italy in the Thirteenth and 
Fourteenth Centuries (New Haven and London: Yale University Press, 2013), and Louise Bourdua, 
The Franciscans and Art Patronage in Late Medieval Italy (Cambridge: Cambridge University Press, 
2004). 
117 For foundations/early donations see II.II For references to images of the Virgin in the 13th 
century see III.III.  
118 See Julian Gardner, “The Family Chapel: artistic patronage and architectural transformation in 
Italy c. 1275-1325,” in Art, Cérémonial et Liturgie au Moyen Âge, ed. Nicolas Bock (Rome: Viella, 
2002). Ena Giurescu noted that there was no overlap between the chapel patrons at the Carmine 
and those at Santa Maria Novella and Santa Croce. See Giurescu, “Trecento Family Chapels in 
Santa Maria Novella and Santa Croce: Architecture, Patronage, and Competition” (Ph.D. diss., 
NYU, 1997): 301. Construction of the third church of Santa Croce, begun in 1295, proceeded from 
east to west. Five chapels were built on either side of the cappella maggiore, even before patrons 
had claimed them. At the Carmine, however, construction began with the nave. While the Nerli 
family provided funding for the cappella maggiore in 1318, it was not for four decades that the 
chapel was built, and with it the lateral apsidal chapels. See Patrick McMahon, “Servant of two 
masters: the Carmelites of Florence,” (Ph.D. diss., NYU, 1994): 100-101. 
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painted by Bernardo Daddi and Puccio di Simone partially survives today in the 

Florence Accademia.119  

Though significantly smaller than the Florence church, the Carmine in 

Pisa also hosted family chapels, though most evidence dates from the 15th 

century. In 1427 the chapel to the left of the cappella maggiore was ceded from 

the Dal Poggio family to the Carmelites, and from them to the Catalan merchant 

confraternity. The patron saint of this community was Sant’Eulalia, and around 

1430 Florentine painter Bicci di Lorenzo completed an altarpiece depicting her.120 

A few years earlier in the same church, Giuliano di Colino had constructed a 

burial chapel for his family in the right side of the tramezzoand commissioned an 

altarpiece from Masaccio.121 (Fig. 39).  

Even when space for family chapels was minimal, lay patrons contributed 

monuments and decorations. As discussed in the previous chapter, numerous 

testaments survive requesting burial at the various Carmelite churches, which 

had been authorized to bury the laity in 1261, however little physical evidence 

remains of those burials.122 In the Carmine of Pisa is a stone for the doctor 

                                                
119 See Procacci, “L’incendio,” 155. The chapel was originally built in 1358 by Carmelite Andrea di 
Cione da Bonazza and was frescoed after 1375 with images from the lives of Bartholomew and 
Lawrence. The polyptych originally displayed the Virgin and Child at the center, flanked by 
Bartholomew, John the Baptist, Moses, Lorenzo, Peter, and Paul. The images of Lorenzo and 
Bartolomeo are today in the Academia. See Luisa Marcucci, Gallerie Nazionale di Firenze: i dipinti 
Toscani del secolo XIV (Rome: Istituto Poligrafico dello Stato, 1965): 47, and Miklos Boskowits, The 
Painters of the Minuaturist Tendancy (Florence: Barbera, 1984): 361. 
120 Rowlands, Masaccio, 72, 103 n. 171. See also Antonio Augusto Canal, Carmine/Carmelitani and 
Carmelitane a Pisa (Pisa: Centro Studi F. Guido da Pisa, 1987). Documentation of the chapel 
transfer is found in Miria Fanucci Lovitch, Artisti Attivi a Pisa Fra XIII e XVIII Secolo (Pisa: Pacini 
Editore, 1991): 206, cf. ASP, Op. Duomo, 1304,cc. 279-283v. 
121 See Rowlands, Masaccio, 63. Gardner van Teuffel, “Masaccio.” By 1433, buried in the chapel 
were Giuliano’s parents, sister, first cousin, daughter, and two others. Giuliano was buried in 
1456. For this, see Rowlands, Masaccio, 67. 
122 For more on this see II.II For burial in mendicant churches see Caroline Bruzelius, Preaching, 
Building, and Burying: Friars in the Medieval City (New Haven: Yale University Press, 2014). 
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Michele di Bandino Ceuli (or Cevoli) and his brother Dino, a surgeon, buried in 

1268. This stone thus predates the current Carmelite church, built in the 1320s, 

and must have been brought from the early settlement outside of the Pisan 

walls.123 In 1345 the doctor Jacopino Cagnoli was buried in the Carmelite church 

of S. Biago in Modena in a marble arca on the wall of the church, which was 

moved to the cathedral in 1508 and then to the Museo Lapidario in 1828.124 A 

late-14th-century tomb marker survives at San Niccolò in Siena, inserted on the 

exterior of the north wall, where it was first documented in 1730.125 A small relief 

carved of white marble, it is inscribed with the names of Leonardo and Giacomo 

di Simone, along with a coat of arms which includes a castle.126 (Fig. 72) 

  Like the acceptance of lay burials and family chapels, other works within 

Carmelite churches were in line with the trends amongst the other mendicant 

orders, which patronized the most prominent artists of the time. 13th-century 

Dominican Humbert of Romans, explaining the benefits of prayer within a 

church, noted that images of the Crucifixion and the Virgin were useful in 

exciting devotion through the senses.127 As Joanna Cannon points out, there are 

four large 13th-century crucifixes surviving from northern and central Dominican 

                                                
123 Daniela Stiaffini, La Storia Sepolta: lo stemmario obituario di Santa Maria del Carmine di Pisa (Pisa: 
Edizioni ETS, 2011):  21. 
124 See Gusmano Soli, La Chiesa di San Biagio (Modena: Edizioni il Fiorino, 1992): 21-23. The 
Carmelites had been present in Modena since 1317 and had completed construction on a 
primitive church in 1319, which they enlarged after 1336. 
125 This stone was present in the external wall from the 18th century; it is unknown when it was 
placed there. Colucci, Sepolcri, 213. 
126 Colucci, Sepolcri, 213-214, Alessandro Leoncini, Un Ex-voto in Santa Lucia: Girolamo Biringucci e 
la Grazia di San Nicola (Siena, 1999). These may have been brothers who died in a 1384 rebellion. 
127 Cf. Joanna Cannon, Religious Poverty, 53. 
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churches and around thirty from Franciscan churches.128 Among these are the 

celebrated Florentine crucifixes by Cimabue at Santa Croce and Giotto at Santa 

Maria Novella. The Florence Carmine possesses a 13th-century crucifix attributed 

to a follower of Cimabue, almost certainly modeled on that at Santa Croce.129  

Santa Maria in Traspontina in Rome possesses a crucifix from the mid-13th-

century, presumably brought from the church of San Giuliano.130  

Several Carmelite crucifixes also survive from the 14th century. Between 

1324-1327, Ambrogio Lorenzetti painted a crucifixion for San Niccolò in Siena, 

today in the Pinacoteca. In this crucifix, the Christus Patiens is positioned against 

a gold background.131 (Fig. 61) Two decades later, in 1345, Niccolò di Segna 

created another crucifix for the church, his only signed and dated work.132 (Fig. 

62) A rare Carmelite work of sculpture is the crucifix in the church of San 

Bartolommeo in Prato. The crucifix, 2.7m in height, is a Florentine work believed 

to have been in the chapter house of the Carmine. It was brought to Prato in 

1399133 (Fig.123) San Bartolommeo also contains a large, painted crucifix from the 

14th century. The Florentine Carmine possessed a crucifix, now in the Accademia, 

by Bernardo Daddi. Two later crucifixes from that church developed strong 
                                                
128 Ibid., 48, 56. 
129 The crucifix is nearly 3 meters high. Edward Garrison, Italian Romanesque Panel Painting: An 
Illustrated Index (Florence: Leo S. Olschki, 1949): 211, n. 562, and Evelyn Sandburg-Vavala, La 
Croce Dipinta Italiana e l’Iconografia della Passione, (Rome: Multigrafica Editrice, 1980): 783 
130 Garrison, Italian Romanesque, 190, n. 487. 
131 See Chiara Frugoni, “Ambrogio Lorenzetti,” in Pietro e Ambrogio Lorenzetti, ed. Chiara Frugoni 
(Florence: Casa Editrice Le Lettere, 2002): 125-127, and Torriti, La Pinacoteca, 109, n. 598. This 
work originally thought to be the work of Pietro.  
132 Torriti, La Pinacoteca, 78 n. 46. Cesare Brandi, La Regia Pinacoteca di Siena (Rome: La Libreria 
dello Stato, 1933): 233 
133 This crucifix is probably from around 1300 or slightly before. See Gioacchino Pelagatti, Il 
Crocifisso del Carmine a S. Bartolommeo a Prato (Prato: Tipografia Giachetti, Figlio FC, 1899): 30, 121. 
The church of S. Bartolommeo was bombed in 1944 and rebuilt in the 1950s. The crucifix survived 
the bombing, but sadly, was severely vandalized in 2013. 
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devotional cults. The life-size Crocifisso del Chiodo probably dates from the late 

14th or early 15th century, and was hung first in the nave of the church, later in the 

sacristy, and finally in the Cappella del Chiodo in the nave, before it was 

destroyed in the 1771 fire. Its cult rose from the 1440 Ricordanze of Giovanni 

Danzi, in which he stated that he had witnessed Andrea Corsini (who had died 

the previous century) rise from his tomb to kneel at the crucifix and predict a 

Florentine victory against Milan at Angiari, led by Niccolò Picciniari.134 The 

smaller Crocifisso della Provvidenza was donated to the Carmine in 1486, several 

years after it demonstrated miraculous powers in its original setting in a 

Florentine household. In the Carmine it was placed in the Serragli family chapel 

in the right transept, and was displayed to the public yearly on the third Sunday 

of Advent.135 

5. Concluding Thoughts 

The Carmelite churches of central Italy thus contained a rich variety of 

decorations, some significant for the promulgation of the order’s identity, others 

for their demonstration of the order’s appeal to patrons and its patronage of the 

best artists of the day. The artwork of the Provincia Toscana was thoroughly 

engaged in the hermeneutic of the justification of Carmelite antiquity, as friars, 

patrons, and artists in the region were instrumental in establishing the order’s 

saintly canon and using visual culture to illustrate the order’s history. This 

process began with Pietro Lorenzetti’s Pala del Carmine in Siena and continued 

                                                
134 Megan Holmes, The Miraculous Image in Renaissance Florence (New Haven and London: Yale 
University Press, 2013): 87-89. 
135 Ibid., 89. 
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throughout the trecento and into the quattrocento with the continued expansion of 

the order’s churches and the addition of the cults of new saints and beati. 
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II. Chariots of Fire and Men in White: The Prophet Elijah, the 

Carmelites, and the Mendicant Ideal 

 We declare, bearing testimony to the truth, that from the time when the 
 prophets Elijah and Elisha dwelt devoutly on Mount Carmel, holy fathers 

both of the Old and the New Testament, whom the contemplation of 
heavenly things drew to the solitude of the same mountain, have without 
doubt led praiseworthy lives there by the fountain of Elijah in holy  

 penitence unceasingly and successfully maintained.136 
 

 With this sentence from the Rubrica Prima of the Carmelite constitutions of 

1281, the Carmelites asserted their antiquity and their connection to the prophet 

Elijah, both intrinsic aspects of the order’s identity. Though Elijah had lived 

nearly two millennia before the hermits who received a rule from Albert of 

Jerusalem in early years of the 13th century, his ties to Mount Carmel and his 

formidable reputation as a monastic archetype led the nascent order to claim him 

as its patron and founder, honoring him in texts, artwork, and liturgy. This 

chapter begins with a summary of the biblical story of Elijah the Tishbite, whose 

principle history is narrated in the books of Kings, but is mentioned elsewhere as 

a harbinger of the apocalypse. I then discuss early devotion to Elijah, which was 

much more prevalent in the east than in the west (as was devotion to most Old 

Testament figures) and discussion of him in the works of key Early Christian 

authors. These authors, among them Jerome and Basil of Caeseara, planted the 

seed of the idea of Elijah as an exemplary and prototypical monastic and 

eremitical figure, a classification that would prove beneficial to the Carmelites as 

                                                
136 Cf. Joachim Smet, The Carmelites: A History of the Brothers of Our Lady of Mount Carmel ca. 
1200AD until the Council of Trent (Rome: Carmelite Institute, 1975): 18-19. The Rubrica was 
developed to instruct the Carmelite brothers in how to respond when others asked about the 
origins of the order.  
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they claimed him as their founder. A discussion of the origins and development 

of this claim through the 13th and 14th centuries makes up the next section of this 

chapter. Following is a consideration of early visual representations of Elijah 

both in and out of Carmelite contexts, with a specisl focus on the repetitions of 

certain themes between the orders. 

The Carmelite order was unique neither in its attempts to appropriate a 

storied figure such as Elijah for its founder nor in its realization that the 

prophet’s life could be appropriated and manipulated to indicate piety. I 

compare the Carmelites’ relationship with Elijah to the Augustinians’ with 

Augustine, exploring how historical tradition and lineage could be invented 

(with varying degrees of credibility). I then consider how the Carmelites 

presented Elijah in artwork as their founding saint in contrast to the other orders, 

taking as a key case study Pietro Lorenzetti’s 1329 Pala del Carmine for Siena. I 

question an apparent duality of representation – while the Carmelites shied 

away almost completely from illustrating events from the life of their founder, 

other mendicant orders consciously incorporated Elijan characteristics into their 

founders’ hagiographies. Finally, I consider lasting effects of Carmelite 

propaganda on artistic representation of Elijah, pointing to key examples from 

non-Carmelite contexts. 
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1. Elijah the Prophet 

The Biblical narrative of the prophet Elijah is conveyed in the Old 

Testament books of 1 and 2 Kings.137 “Elijah the Tishbite, who was one of the 

inhabitants of Gilead,” first appears to King Ahab of Israel to warn him that “As 

the Lord, God of Israel liveth, before whom I stand, there shall not be dew nor 

rain these years, but according to my word.” (1 Kings 17:1) Elijah summoned the 

drought to punish the Israelites for worshiping the god Baal, an idolatrous 

rejection of Yahweh. The Lord then commanded Elijah to seek solitary refuge by 

the brook Cherith. The brook would provide Elijah with water to drink, while the 

Lord would see that Elijah was nourished by ravens, which would bring him 

bread and meat. (1 Kings 17:2-6). Elijah lived there in solitude, sustained by his 

faith, for some time, until the brook died out due to the drought he had 

summoned. God then sent Elijah to Sarepta, to the home of a widow, who would 

sustain him through a supply of oil and meal that never ran out. (1 Kings 17: 7-

16). In turn, when the widow’s young son fell sick and died, Elijah prayed over 

his body and “the soul of the child came into him again.” (1 Kings 17: 17-24). 

 When the drought had persisted for three years, God directed Elijah to go 

to King Ahab, and he would send rain to the earth. (1 Kings 18:1) Upon meeting 

Ahab, Elijah explained that the Israelites had caused the drought by breaking the 

commandments and worshiping Baal. He then ordered “Now therefore send, 

and gather to me all Israel unto Mount Carmel, and the prophets of Baal four 

hundred and fifty, and the prophets of the groves four hundred, which eat at 
                                                
137 I use 1 and 2 Kings as commonly listed in most contemporary Bibles; in some instances, these 
books are known as 3 and 4 Kings. When this is the case, the books otherwise known as 1 and 2 
Samuel become 1 and 2 Kings. 
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Jezebel’s table. (1 Kings 18: 18-19) Once the crowds had gathered on Mount 

Carmel, Elijah, identifying himself as the sole prophet of the Lord in the face of 

450 prophets of Baal, proposed a direct challenge. Two altars would be prepared, 

one for Yawheh and one for Baal, and slaughtered oxen would be laid upon each 

one. Elijah and the other prophets would pray to their respective gods, and ask 

for their altars to be set on fire. (1 Kings 18: 22-25) The prophets of Baal prayed 

all day, crying aloud and even cutting themselves with knives and lancets and 

spilling their own blood on the altar, to no avail. (1 Kings 18: 26-29) Elijah then 

prepared his altar, using 12 stones representing the tribes of the sons of Jacob. He 

placed the oxen on the altar and ordered that it be drenched with barrels of 

water. (1 Kings 18: 30-35) He prayed “Hear me o Lord, hear me, that this people 

may know that thou art the Lord God, and that thou hast turned their heart back 

again. Then the fire of the Lord fell, and consumed the burnt sacrifice, and the 

wood, and the stones, and the dust, and licked up the water that was in the 

trench. And when all the people saw it, they fell on their faces: and they said, the 

Lord, he is the God; the Lord, he is the God.” (1 Kings 18: 37-39). Elijah then had 

the prophets of Baal taken to the brook Kishon, where he killed them. (1 Kings 

18: 40). Following this, Elijah returned to the top of Mount Carmel, knelt on the 

ground, and commanded his servant to go look toward the sea. When the 

servant reported seeing nothing, Elijah sent him to look again seven times. The 

seventh time, he saw a little cloud rising out of the sea. Soon, clouds and winds 

darkened the heavens, and a great rain fell, ending the drought. (1 Kings 42-45) 

 When Ahab reported these events to his wife, Jezebel, she threatened 

Elijah’s life, causing the prophet to flee to the wilderness. (1 Kings 19: 1-4) As 
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Elijah slept alone under a juniper tree, he was awakened by an angel who 

provided him with food and water. Strengthened by this sustenance, Elijah went 

for 40 days and nights to Mount Horeb. While he was there, the voice of God 

spoke to him. God instructed Elijah to name new kings of Syria and Israel, and 

said that “Elisha the son of Shaphat of Abelmeholah” would become a prophet 

with Elijah. (1 Kings 19: 5-16) When Elijah found Elisha he “passed by him and 

cast his mantle upon him.” (1 Kings 19: 19). 

 These verses convey significant facets of Elijah’s life and character: his 

miraculous healing powers, his repeated retreat to solitude, the power of his faith 

in the face of the idolatrous prophets of Baal, his worthiness of experiencing a 

theophany, his presence on Mount Carmel, and his acquisition of his first 

follower, Elisha. All of these elements would become important to Elijah’s 

revered status as a monastic model and later as the Carmelite founder. Yet the 

prophet’s most perplexing act occurred some time later. Elijah and Elisha went 

together from Gilgal to Bethel; Elijah had wished to go alone, but Elisha insisted 

“As the lord liveth and as thy soul liveth, I will not leave thee.” (2 Kings 2:2) At 

Bethel, the “sons of the prophets” there spoke to Elisha, asking him “knowest 

thou that the Lord will take away thy master from thy head today.” (2 Kings 2:3) 

Elijah and Elisha then journeyed to Jericho, where the sons of the prophets there 

spoke the same words to Elisha. They then traveled on to Jordan, along with fifty 

sons of the prophets. (2 Kings 2: 4-7) Elijah removed his mantle and used it to 

strike the water, which parted, allowing him to cross with Elisha. (2 Kings 2:8) As 

they walked “behold, there appeared a chariot of fire, and horses of fire, and 

parted them both asunder; and Elijah went up by a whirlwind into heaven.” (2 
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Kings 2: 11) As Elijah ascended, his mantle fell down to Elisha. “And when the 

sons of the prophets which were to view at Jericho saw him, they said the spirit 

of Elijah doth rest on Elisha.” (2 Kings 2: 13-15) 

 Elijah’s bodily ascension to heaven would later prove problematic to the 

development of his cult, particularly in the west, as there was no evidence that he 

had ever died, nor did he leave any bodily relics. As Elijah was, in theory, still 

alive, he could, in theory, return to Earth, a belief articulated in the book of 

Malachi, in which it was stated that Elijah’s reemergence would precede the 

return of the Lord: “Behold, I will send you Elijah the prophet before the coming 

of the great and dreadful day of the Lord. And he shall turn the heart of the 

fathers to the children, and the heart of the children to their fathers, lest I come 

and smite the earth with a curse.” (Malachi 4: 5-6) Interpretations and hypotheses 

of Elijah’s pending return occur throughout the New Testament and medieval 

theology. In the book of Luke, the angel of the Lord appears to Zacharias, the 

father of John the Baptist, to announce that his wife Elizabeth would bear a son, 

who would be John the Baptist. The angel announced that John would go before 

the Lord “in the spirit and power of Elijah, to turn the hearts of the fathers to the 

children, and the disobedient to the wisdom of the just, to make ready a people 

prepared for the Lord.” (Luke 1: 11-17) Was the coming of John thus the return of 

Elijah, as prophesized in Malachi? Or was Elijah’s promised return fulfilled 

during the Transfiguration of Christ, when the prophet appeared, along with 

Moses, and was seen by several of the apostles? (Matthew 17 1-3) Following this 

event, Jesus explained that Elijah had already come, and the apostles understood 

that he referred to John the Baptist. (Matthew 17: 13-14) Yet as centuries passed 
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and the apocalypse had not come to pass, authors and theologians concocted 

alternative proposals for the coming of Elijah, which I will discuss later in this 

chapter. 

2. Early Devotion to Elijah 

A thaumaturge, staunch defender of the faith, communicant with God, 

and harbinger of the apocalypse, Elijah has always been a revered figure, not 

only in Christianity, but also in Judaism and in Islam. In the Christian faith the 

reverence has taken numerous directions. Church dedications to Elijah are 

extremely few, especially in the west. In the east, however, Elijah was considered 

a saint, and cult devotion was much more common. Early Christian itineraries 

such as that of Egeria from the 4th century reveal that locations associated with 

Elijah were visited and venerated, among them Sidon, Mount Carmel, King 

Ahab’s establishment, the site of Elijah’s ascension, the mountain of the 

Transfiguration, Sarepta, and Mount Horeb.138 These itineraries also note the 

presence of hermits and monks in areas where Elijah lived and traveled. Zeno, 

Byzantine Emperor during the last quarter of the 5th century, is said to have 

founded a sanctuary dedicated to Elijah following the Persian campaign, during 

which Elijah had appeared to his army in a vision.139 

                                                
138 Sidon, Mt Carmel, King Ahab’s establishment, the Mountain of the Transfiguration, and the 
site of the Ascension are mentioned in the Iter Burdigalense. Saint Jerome, writing about the 
travels of Paula, mentions Sarepta, as does Gregory of Nazareth. Cf. Dom. B. Botte, “Le Culte du 
Prophete Elie dans L’Eglise Chretienne,” in Elie le Prophete vol. 1 ed. Gustave Bardy (Bruges: 
Desclée de Browser, 1956): 210-211, and Dom. B. Botte, “Le culte des saints de l’ancien testament 
dans l’eglise Chretienne,” in Cahiers Sioniens 3 (1950): 42. The presence of a sanctuary on Mount 
Horeb is mentioned at the end of the 4th century by Egeria. “Appendix ad itinerarium Egeriae” 
2.5, in Corpus Christianorum, Series Latina (Turnhout, Brepols, 1953 - ): 175:99. See also Tarcisio 
Stramare, Francesco Spadaforta, and Francesco Negri Arnoldi, “Elia” in Bibliotheca Sanctorum, 
(Rome: Società Grafica Romana, 1964): 1033. 
139 Botte, “Le Culte du Prophete Elie,” 211. 
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 In the 9th century, Byzantine Emperor Basil the Macedonian restored a 

sanctuary to Elijah at Petrion. He then built a church in the name of the Savior, 

St. Michael, and Elijah, a church in honor of the prophet in the “quartier des 

Manganes” and a chapel in his palace at Constantinople. Botte notes that the 

source of the emperor’s devotion to Elijah was described by a chronicler, who 

stated that Basil’s mother had experienced a vision in which an old man, 

professing to be Elijah, predicted that her son would become emperor.140 Basil’s 

devotion to Elijah was echoed by his successor, Leo VI, and his feast day was 

celebrated on July 20 with processions.141 

 Yet in the west, devotion to Elijah, along with most other Old Testament 

saints, was rare. In Venice, where a surprising number of churches bear 

dedications to Old Testament figures, there was no dedication to Elijah.142 In the 

west there are only a few known church dedications to Elijah, among them the 

Basilica di Sant’Elia in Castel Sant’Elia in Lazio, the subject of a considerable 

recent study by Alison Perchuk.143 Perchuk argues that the rare dedication to 

Elijah in Lazio was probably attributable to the prophet’s reputation as an ideal 
                                                
140 Botte, “Le Culte du Prophete Elie,” 212. 
141 Paul Magdalino, “Basil I, Leo VI, and the Feast of the Prophet Elijah,” in the Jahrbuch der 
Osterreichischen Byzantinistik, 38 (1988): 193-196. 
142 In Venice: San Daniele (founded in 820, by the 15th century a convent of Augustinian nuns), 
San Moisè (built in the 8th century and originally dedicated to St. Victor, then rebuilt in 947 by 
Moisè Valier and given its current dedication), San Geremia (11th century), San Samuele (built 
around 1000), San Simeone (founded 967), and San Giobbe (begun in the late trecento). See Julian 
Gardner, “Prophet Dedications in Medieval and Renaissance Venice,” in Der Unbestechliche 
Blick/Lo Sguardo Incorruttibile, ed. Martin Gaier, Barnd Nicolai, and Tristan Weddigen (Trier: Porta 
Alba Verlag Trier GmbH, 2005).  
143 See Alison Locke Perchuk, “In the Image of Elijah: The Artistic Foundations of a Community 
in a Medieval Italian Monastery,” (PhD diss., Yale University, 2009). The relatively minor role of 
Old Testament figures in devotional practice in the west has been explained in part by the Roman 
church’s focus on martyrs and confessors, although the feast of the Maccabees was accepted into 
the Latin liturgy at an early date. It has also been proposed that, by the 7th century, when the cult 
of Old Testament saints in the East was continuing to develop, there was little contact with the 
West. See Botte, “Le culte des saints,” 46-47. 
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representation of monastic life.144 Early church fathers such as Ambrose and 

Jerome praised Elijah as an exemplar of asceticism, solitude, and virginity. 

Notably, Jerome used the prophet as an example in a c. 395 letter to Paulinus of 

Nola about monasticism, referring to Elijah as “princeps noster,” and a model of 

monastic life.145 Elijah’s isolation and asceticism figure largely in other early texts, 

such as Basil of Caesarea’s Commentary on the Prophet Isaiah, in which Basil 

describes Elijah as renouncing the mercenary nature of urban life for solitude, 

not possessing a house, servant, livestock, or even a bed or bread.146 The prophet 

exemplified these qualities through his long periods of solitary wandering and 

fasting in the desert, sustained only by ravens sent from God. Though it cannot 

be accounted for in the Biblical texts, the presumption of Elijah’s virginity was 

made by the early Christian authors, tied to the prophet’s asceticism. Jerome 

wrote that Elijah’s escape of death by way of his ascension to heaven in the fiery 

chariot was due to his chastity – a reward not bestowed upon the married 

Moses.147 Elijah’s asceticism and chastity were reiterated by writers in the fifth 

century such as Paulinus of Nola and John Chrysostom.148 The view of the 

prophet as the ideal monk was also strongly promulgated by John Cassian, 

according to whom, Elijah was recognized as a man of God by King Ahaziah 

                                                
144 Perchuk, “In the Image of Elijah,” 153. 
145 Jerome, Epistolae 58: Ad Paulinum, PL 22, col. 583. 
146 Cf. Patrick McMahon, “Pater et Dux: Elijah in Medieval Mythology,” in Master of the Sacred 
Page: Essays and Articles in Honor of Roland E. Murphy, O.Carm., on the occasion of his eightieth 
birthday, ed. Keith J. Egan and Craig E. Morrison (Washington, D.C., The Carmelite Institute, 
1997): 289. 
147 Cf McMahon, “Pater et Dux,” 290. 
148 McMahon, “Pater et Dux,” 290. 
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because of his shabby clothing.149 A century and a half later, Isidore of Seville 

wrote of Elijah living in a monastic sense with Elisha and the “sons of the 

prophets” near the Jordan river.150 Elijah as a monastic model pervaded the 

works of later medieval authors as well, among them Peter Damian and Peter 

Abelard.151 Interestingly, as Perchuk cites, 12th-century Benedictine and bishop 

Peter of Celle’s Tractatus de disciplina claustrali discusses Elijah and John the 

Baptist alongside Benedict and Augustine, the authors of the major monastic 

rules, as those “who built, with word and deed, the discipline of the cloister, and 

imbued it with unparalleled sanctity and decorum.”152 Elijah’s status as an 

archetypal monk led numerous medieval hagiographies to position their various 

subjects as the “alter Elias,” incorporating elements of the prophet’s character 

and biography into the lives of contemporary saints, a phenomenon I will 

discuss in more detail later in this chapter. 

 Elijah’s great popularity throughout the Middle Ages stemmed not only 

from his reputation of monastic perfection, but also from his apocalyptic 

associations. Elijah’s return had been promised in Malachi 4:5-6, and possibly 

fulfilled with the life of John the Baptist, but the world had not yet ended. Fear 

and expectation of the apocalypse grew in the 10th century, as the millennium 

approached. For example, in 954 Frankish abbot Adso of Montier-en-Der 

                                                
149 Andrew Jotischky, The Carmelites and Antiquity (Oxford: Oxford University Press, 2002): 53, 
138. 
150 Isidore, De ecclesiasticis officiis, cf. Jotischky, The Carmelites, 138. 
151 See Perchuk, “In the Image of Elijah,” 166-167. See also Peter Damian, de institutis suae 
congregationis, II PL 145, col. 337 and Apologeticus monarchorum adversos canonicos, PL 145, col. 
495, and Peter Abelard, Epistolae, Epistola 7, 8, 12. 
152 Perchuk, “In the Image of Elijah” 167, Peter of Celle, Tractatus de disciplina claustrali, XVII, PL 
202, col. 1121. 
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completed On the Birth and Time of Antichrist, a work concerned with the end of 

days and the coming of the Antichrist, who would reign for three and a half 

years. He described how Elijah, along with Enoch, would arrive during this reign 

to preach to the faithful, and would later be martyred.153 Apocalyptic fervor 

continued two centuries later in the writings of Joachim of Fiore, born in Calabria 

around 1135. After undergoing spiritual revelations during a pilgrimage to the 

Holy Land, he believed himself to have special insight into the meaning of the 

Bible. He entered first the Cistercian order and then the Benedictine, where he 

became an abbot, and began recording his spiritual knowledge in the 1180s. Most 

notably, he believed that time was divided into three phases: from the Creation 

to the coming of Christ, from Christ to the present, and then the future, which 

would be an age for the followers of Christ. Joachim wrote that earth would be 

renewed in the Holy Spirit in two directions – one in the spirit of Moses, and the 

other through preachers in the spirit of Elijah.154 Only a few years after Joachim’s 

writings came the surge in mendicant friars. Itinerant and penniless, they 

preached in the manner of Christ and the apostles – and John the Baptist. 

Associations of these friars, particularly the Franciscans, with Joachim’s 

apocalyptic writings quickly came about. The complexities of the subsequent 

implications for the Franciscans of the ties to Joachim are too great to consider 

                                                
153 See Brett Whalen, Dominion of God: Christendom and Apocalypse in the Middle Ages (Cambridge: 
Harvard University Press, 2009): 13-14. Enoch, like Elijah, did not die. Rather, he “walked with 
God; and he was no more; for God took him,” described in Genesis 5:22-29. 
154 McMahon, “Pater et Dux,” 293-294. 
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here, but we can see how the mendicants were tied to apocalyptic murmurings, 

and thus to Elijah.155 

3. Elijah and the Carmelites 

Thus, despite his exclusion from the western liturgy, Elijah was a 

prevalent and immensely popular figure in medieval Christendom by the time of 

the organization of the Carmelites in the late 12th and early 13th centuries. When 

the nascent order claimed that it had been founded by the prophet, it based the 

claim most strongly on Elijah’s presence on Mount Carmel, and on his role in the 

development of monasticism – and substantiated it with invented details and 

manipulations of history that increased as the Carmelites spread throughout 

Europe. 

Jacques de Vitry described the early Carmelites in the 1220 as men that led 

“hermetic lives at the fountain that they call the fountain of Elijah.”156 Yet while 

this statement reveals that the hermits were cognizant of their geographic 

connection to the prophet, there is no evidence that they claimed an institutional 

connection to him. Nor is Elijah mentioned in the Rule of Saint Albert, more than 

a decade earlier. Not until the Rubrica Prima of the Constitutions of 1281, quoted 

at the beginning of this chapter, is there an official mention of Elijah as the 

order’s ancestor. Why no mention of Elijah before this? While we cannot dismiss 

the possibility that earlier 13th-century constitutions (which do not survive) 

mentioned Elijah, he is conspicuously absent from Nicholas of Narbonne’s Ignea 

                                                
155 For the Franciscans and Joachim, see Whalen, Dominion of God, 171-175. See also David Burr, 
The Spiritual Francsicans: from Protest to Persecution in the Century after Francis (University Park: 
The Pennsylvania State University Press, 2001). 
156 Jacques de Vitry, Historia Orientalis, cc. 51-52, cf Cicconnetti, La Regola, 238.  
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Sagitta, in which the prior repeatedly urges the order to return to its eremitical 

roots. If the order’s identity was indeed rooted in Elijah by this point, would 

Nicholas not have mentioned him? Rudolf Hendricks suggested that the order 

might have made been reluctant to mention Elijah due to the contrast between 

his active life as a prophet and the contemplative Carmelite life, the very 

dichotomy that generated the Ignea Sagitta, and a possible explanation for 

Nicholas’ silence on the matter.157 More likely, I believe, is that the assertion of a 

strong connection to Elijah and antiquity began in earnest in conjunction with 

other changes to the order following the threat of dissolution during the Second 

Council of Lyon in 1274.158  An implication of the questions raised in the Council 

of Lyon is seen in the Constitutions of 1294, in which the phrase “ante Concilium 

Lateranense” was prominently added to proclaim the historical nature and 

legitimacy of the order.159 

 The order’s connection to Elijah is further elaborated upon in a document 

known dually as the Universis Christifidelibus and as Qualiter et quomodo, which 

likely dates to the end of the 13th century. The author is anonymous (early 

attributions to Sibert de Beka have been discredited) but was probably a 

Carmelite who compiled several existing texts and inserted his own 

commentary. Among the sources are the Speculum historiale by Vincent of 

                                                
157 Rudolf Hendriks, “La succession héréditaire,” in Elie le Prophete vol. 1 ed. Gustave Bardy 
(Bruges: Desclée de Browser, 1956): 34. 
158 For the impact of the Council of Lyons on the Carmelites, see Frances Andrews, The Other 
Friars: The Carmelite, Augustinian, Sack and Pied Friars in the Middle Ages (Woodbridge: The Boydell 
Press, 2006).  
159 See Emanuele Boaga, “La storiografia carmelitana nei secoli XIII e XIV,” in The Land of Carmel: 
Essays in Honor of Joachim Smet, O.Carm. (Rome: Institutum Carmelitanum, 1991): 128. The 
surviving copy of the 1294 constitutions is today in the Biblioteca Comunale degli Intronati di 
Siena, BCI G. XI.46. 
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Beauvais, the Historia Hierosolymitana of Jacques de Vitry, and the Chronica 

Romana. As Andrew Jotsichky points out, the use of non-Carmelite sources is 

evidence for the intention of this work for both Carmelite and external 

audiences.160 While the first part of this text repeats the succession from Elijah as 

stated in the Rubrica Prima, the author goes on to explain how the succession 

was maintained. He writes that, in the 30th year of the Incarnation, some 

Carmelites traveled to Jerusalem, settling at the Gate of St. Anne (probably what 

is now known as the Lion’s Gate, near the church of St. Anne) where they could 

see and hear the Messiah. These Carmelites are conflated with the “pious men” 

mentioned in Acts 2:5, thus claiming Biblical proof for the early existence of the 

order.161  The Carmelites remained in Jerusalem during the imperial reigns of 

Titus and Vespasian, escaping the sack of the city. They are then described 

preaching in Antioch during Peter’s service as bishop, and ultimately receiving a 

rule from John, Bishop of Jerusalem which had been written by Paulinus and 

Basil.162 

 A text known as De Inceptione Ordinis, written around 1324, probably in 

France, offers this explanation of the order’s origins:  

One affirms at the time of the nascent Church in the Holy Land, and in 
                                                
160 Jotischky, The Carmelites and Antiquity 111-112. See also Boaga, “La Storiografia.” 128-130, 
Adrian Staring, MCH, 70, and Hendriks, “La succession,” 38. 
161 Jotischky, The Carmelites and Antiquity, 112, Staring, MCH, 82. 
162 Cf. Boaga, “La Storiografia,” 130-131. Boaga notes that the Bishop John referred to in this text 
might have been one in Jerusalem from 387-417, or another from the 8th century. Felip Ribot states 
that he was John the 44th,, and  a text attributed him, addressed to Caprasius, a monk on Mount 
Carmel, makes up the first seven books of Ribot’s text. See Felip Ribot, Ten Books on the Way of Life 
and Great Deeds of the Carmelites, ed. Richard Copsey, O.Carm., (Faversham and Rome: St. Albert’s 
Press and Edizioni Carmelitane, 2005): Andrew Jotischky notes that the selection of John was 
likely motivated by the fact that, while he was a known historical figure, little was definitely 
known about him, thus his biography could be feasibly adapted to include the Carmelites. See 
“The Carmelites and Antiquity,” 114. 
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particular on Mount Carmel, frequented by the prophets Elijah and Elisha, 
there existed many hermits, as apparent from chronicles and lives of many 
saints. The successors of these, after the incarnation of Christ, erected a 
church in honor of the Madonna, at the font of Elijah, from which they took 
the Marian title.163 
 

As Jotischky explains, this description of the Carmelites’ origins was (strangely) 

taken from a Dominican text, De quator et in quibus Deus Praedicatorum ordinem 

insignavit, written around 1277-78 by Stephen of Salagnac, elaborating upon 

Vincent of Beauvais’ mention of the Carmelites in his Speculum Historiale. 

Significantly, this demonstrates that the Carmelites’ proclaimed provenance was 

credible to other contemporary friars.164  

 The role of Elijah and Elisha in the origin of the order differs in the writings 

of John Baconthorpe, English prior-provincial from 1326-1333, who discussed the 

history of the order in four different texts.165 In the Speculum de institutione, he 

wrote that Elijah and Elisha are called Carmelites of the Madonna because they 

foresaw the son of Mary, and that they were succeeded by the Carmelites, which, 

after the incarnation of Christ, built on Carmel an oratory dedicated to the 

blessed Mary, which justified their title.166 In this text, Elijah and Elisha are 

Carmelites. Yet in his Compendium, Baconthorpe wrote that the Carmelites were 

inspired at the “cuneo prophetarum” instituted by Samuel, and they assumed 

Elijah as their father or founder. The contemplation begun from the “cuneo” then 

                                                
163 Cf. Boaga, “La Storiografia,” 132. My translation. 
164 Jotischky, The Carmelites and Antiquity, 116-117. This text thus predates the Rubrica Prima of the 
1281 Constitutions. 
165 Baconthorpe wrote the Speculum de institutione Ordinis pro veneration beatae Mariae; the 
Tractatus super regulam Ordinis Carmelitarum, the Compendium historiarum et iurium pro 
defensione institutionis et confirmationis Ordinis beatae Mariae de monte Carmeli, and the Laus 
religionis carmelitanae. See Boaga, “La Storiografia,” 133, and for the text, Staring, MCH, 184-193. 
166 Cf. Boaga, “La Storiografia,” 134. 
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moved to Mount Carmel, where Elijah had lived.167 Here, Baconthorpe asserts 

that the early Carmelites chose Elijah as their patron, rather than having been 

founded directly by him, and settled on Mount Carmel because he had lived 

there.168 

 The foundation of the order by Elijah is asserted a few years later by John of 

Cheminot, in his 1337 Speculum fratrum Ordinis B. Mariae de monte Carmeli. He 

writes that Elijah was the founder of the order, and that his first disciples were 

Elisha, Obadiah, and Jonah.169 Cheminot later describes the locations at which 

Elijah and Elisha lived, near the Jordan River, in Samaria, Sarepta, Mount 

Carmel, and elsewhere in the desert, and states that the prophets practiced 

virginity, which would be a key tenant in the order’s ties to the Virgin Mary. In 

his third chapter he details the process by which the successors of Elijah became 

Christian. As in the Universis Christifidelibus, they witnessed the preaching of 

Jesus and John, and Cheminot adds that they were baptized and participated in 

preaching.170 He confirms that the Carmelites were following the rule of Basil 

until they received the new rule from Albert of Vercelli.171 Cheminot’s text, 

though largely compiled from pre-existing ones, laid the groundwork for most 

later medieval texts on the origin of the order, until Felip Ribot, toward the end 

of the century, elaborated upon the ties to Elijah and the role of the prophet as 
                                                
167 Boaga, “La Storiografia,” 135. Hendriks, “La succession,” 45-46. 
168 Boaga 136. Also of interest in Baconthorpe’s writings is his relation of the Carmelites’ white 
habit, adopted in 1287, to a dream experienced by Elijah’s father, Sobach.  
169 Jerome initiated the tradition that the biblical Jonah had been the son of the widow of Sarepta, 
who Elijah had resuscitated. See Jerome, Commentarium in Ionam prophetam, prol., p. 378. Cf. 
Jotischky, The Carmelites and Antiquity, 139. For the text, see John of Cheminot, “Speculum 
Fratrum Ordinis B.M. de Monte Carmeli,” in Staring, MCH, 115-146. 
170 Boaga, “La Storiografia,” 136-137. Staring, MCH, 107-140. 
171 Jotischky, The Carmelites and Antiquity, 124. Although, as he notes, this presents the problem 
that the Carmelites were thus Greek Orthodox. 
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model of monastic perfection in The Ten Books on the Way of Life and Great Deeds of 

the Carmelites.172 

 Ribot’s text claimed to be a compilation of earlier sources, but actually 

seems an almost complete invention of his own, and consists of 10 books. In the 

second book, which he said was based on the writings of John XLIV, bishop of 

Jerusalem, Ribot echoes much of Cheminot’s assertion that early followers of 

Elijah included Jonah and Obediah.173 These early followers lived “according to 

the law of prophetic discipline and monastic life given them by Elijah.”174 They 

settled on Mount Carmel, where they built a house for prayer called a semnion, 

meeting their three times each day.175 He explains their conversion to Christianity 

by identifying them, as the Universis Christifidelibus had done, as the men in Acts 

2:5.176 Ribot further described the Carmelites as frequently venturing to 

Jerusalem, and were present at Pentecost.177 They were subsequently baptized by 

the apostles.178  

 As Jane Ackerman has pointed out, the earliest Carmelite documents focus 

most intensively on Elijah’s eremitical life, his moments of solitude and 

contemplation in the desert, rather than his relationships with Ahab and Jezebel 

                                                
172 For example, Felip Ribot, The Ten Books. Other 14th-century Carmelites texts include Jean de 
Venette’s Qualiter et quomodo; William of Coventry’s three treatises on the order, and John of 
Hildesheim’s Dialogus inter directorem et detractorem de ordine Carmelitarum.  
173 Ribot, The Ten Books, Book 2, Chapter 4, 33. 
174 Ribot, The Ten Books Book 2, Chapter 8, 37-38. See also Jotischky, The Carmelites and Antiquity, 
140. 
175 Ribot, The Ten Books Book 3, Chapter 3, 45. 
176 Ribot, The Ten Books, Book 5. See also Jotischky, The Carmelites and Antiquity, 143. 
177 Ribot, The Ten Books, Book 5. Ribot writes that the Carmelites were staying on Mount Zion at 
Pentecost (rather than near the Gate of Saint Anne) and heard the apostles speaking in tongues in 
the upper room. It is worth considering that, at the time of Ribot’s writing, the upper room, or 
Cenacle, was in the possession of the Franciscans.  
178 Ribot, The Ten Books, Books 6-7. 
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and his active work as a prophet. The result is a composite narrative, one that 

essentially merges Mount Carmel, the brook Cherith and Mount Horeb into a 

single site.179 The Carmelites’ picture of Elijah, that of a solitary hermit, thus 

stands in contrast to his representation in Judaism (where he is an active figure, 

appearing suddenly at critical moments in life) and Islam (where he is seen as a 

transmitter of knowledge and messages.)180 Yet in contrast to this stand the early 

descriptions of the order’s history between Elijah and the middle ages, 

particularly the Universis Christifidelibus and John of Cheminot’s Speculum, in 

which the Carmelites are present in Jerusalem and preaching in Antioch. I would 

argue that these texts are serving multiple purposes; they attest to the antiquity 

of the order, they glorify its eremitical origins, but they also provide evidence for 

active ministry, perhaps offering historical support for the relatively new (and 

still controversial) mendicant mission of the order. Similarly, Jotischky notes that, 

had the Carmelites’ version of Elijah been an entirely solitary figure, he could 

never have founded the order.181 

 Though the Carmelites argued for their connection to Elijah with increased 

frequency in 14th-century texts (and artwork), skeptics abounded. By the 1330s 

Dominican Robert Holcot challenged the Carmelites’ history, noting that if they 

did indeed date to the Old Testament, they were Pharisees, Sadducees, or 

Essenes.182 The controversy came to a head most famously in the 1374/75 debate 

at Cambridge between Dominican John Stokes, who challenged the legitimacy of 
                                                
179 Jane Ackerman, “Stories of Elijah and Medieval Carmelite Identity,” in History of Religions 35 
(1995): 127-128. 
180 Ackerman, “Elijah,” 134. 
181 Jotischky, The Carmelites and Antiquity, 141. 
182 Cf. Jotischky, The Carmelites and Antiquity, 143. 
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the Carmelites’ claims to Elijah, Elisha, and the Virgin, and Carmelite John 

Hornby, who defended the order, making use of texts by Jacques de Vitry, 

Vincent of Beauvais, Cheminot, Baconthorpe, and others.183 Other defenses of the 

order were written around this time, including John of Hildesheim’s Dialogus 

inter directorem et detractorem de ordine Carmelitarum.184 Interestingly, Richard 

FitzRalph, an eventual driving force in anti-mendicancy, seems to have accepted 

the Carmelites’ origin story during his Avignon sermon of 1342.185 Though the 

Carmelites, particularly Felip Ribot, defended and justified their history, doubt 

and ridicule remained, exemplified by Geoffrey Chaucer who in The Summoner’s 

Tale wrote “But syn Elye was, or Elise, /Han freres been – that fynde I of record – 

/In charitee, ythanked be oure Lord!”186 Yet despite detractors, in 1477 Pope 

Sixtus IV would finally declare that the Carmelites’ right of hereditary succession 

was true.187 

 Even as they continuously promulgated their Elian heritage, the 

Carmelites were not celebrating their founder in an official liturgical context. The 

feast of Elijah was not approved until the end of the 16th century, a delay at least 

partially related to Elijah’s ascension – he left no bodily relics, and could not even 

be proven to have died. Elisha, however, entered the liturgy in 1399, and French 
                                                
183One of John Stokes’s arguments was that if the Carmelites could claim to be descended from 
Elijah, the Dominicans could be known as the Jacobitae or Josephitae, as they worked to 
overthrow vices. Indeed, the Dominicans were at times known as the Jacobites, but, as Clark 
notes, this title was not an exclusive one; all the mendicant orders combatted vices. Clark 86. 
184 John of Hildesheim also furthers the cause of Carmelite antiquity by claiming as a Carmelite 
Ct. Cyril, patriarch of Alexandria. Jotischky, The Carmelites and Antiquity, 133-136.  
185 Frances Andrews, The Other Friars, 59. 
186 Geoffrey Chaucer, “The Summoner’s Tale,” in The Riverside Chaucer, Third Ed., ed. Larry D. 
Benson (Oxford: Oxford University Press, 2008): 134. 
187 Cf. Robert Koch, “Elijah the Prophet, Founder of the Carmelite Order,” in Speculum, Vol. 34, 
No. 4 (1959): 547-560, p. 548. See also Pierre Helyot, Histoire des orders monastiques (Paris: Chez 
l’éditeur, 1847-1859): 300 
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ordinals from the 15th century include his feast.188 The first official Carmelite saint 

was Albert of Trapani, whose canonization was requested in 1375.189 In 1401 the 

Scuola dei Santi Alberto e Eliseo was founded at the Carmini in Venice. It is 

notable that Elisha, rather than Elijah, was the focus of veneration in the scuola. 

This is because the Venetian convent possessed Elisha’s thighbone, a relic 

donated in 1326 by merchant Bonaventura Barletta.190 In 1369 the Carmelite 

general chapter imposed a tax to acquire the rest of Elisha’s body, which was in 

Ravenna in the church of St. Apollinare, but the translation never occurred.191 

Joseph Hammond has also noted that Elisha, who lived amongst other followers 

of Elijah was a natural choice for the devotion of a group living conventually. 

 Regardless, by claiming Elijah as their founder, the Carmelites acquired one 

of the key elements they had lacked in their transition to a mendicant order – a 

singular, charismatic figure who could rival the immensely popular Francis and 

Dominic. Yet as stated earlier, the medieval Carmelites were less inclined to offer 

elaborate narratives of Elijah’s life, which included dramatic events such as the 

defeat of the prophets of Baal and his ascension in the fiery chariot that would 

have lent themselves readily to hagiographies and fresco cycles.192 

                                                
188 Archdale A. King, Liturgies of the Religious Orders (London: Longmans, Green and Co., 1955): 
282. 
189 The General Chapter in Venice in 1524 decreed that every Carmelite church have an altar of St. 
Albert. See Joseph Hammond, “Negotiating Carmelite Identity: The Scuola dei Santi Alberto e 
Eliseo at Santa Maria dei Carmini in Venice,” in Art and Identity: Visual Culture, Politics and 
Religion in the Middle Ages and the Renaissance, ed. Sandra Cardarelli, Emily Jane Anderson and 
John Richards (Newcastle upon Tyne: Cambridge Scholars Publishing, 2012): 224.  
190 Hammond, “Negotiating,” 226. Another relic of Elisha, his scull, was not terribly far away, in 
Ravenna). In 2 Kings, 13:20-21, Elisha’s bones were used to resuscitate a dead man, thus giving 
cache to the relics. Another relic of Elisha, his scull, was in Ravenna. 
191 King, “Liturgies,” 282. 
192 A 15th-century fresco on the counterfacade of the Carmelite church in Brescia depicts Elijah in 
the carriage of fire, passing his mantle to Elijah. See Gianni Mezzanotte, Valentino Volta, Rossana 
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 The earliest images of Elijah depicted these events from the life of the 

prophet. Frescoes from the synagogue at Dura Europos from the 3rd century 

depict Elijah resuscitating the son of the widow of Sarepta, as well as the defeat 

of the prophets of Baal. Elijah’s ascent to heaven is represented on Roman 

sarcophagi such as the ‘city-gate” sarcophagus in the Louvre, and on the wooden 

doors of Santa Sabina. His presence at the transfiguration is seen in the apse 

mosaics of Sant’Apollinare in Classe in Ravenna. The 12th-century basilica at 

Castel Sant’Elia in Lazio includes a wide variety of Elian iconography. Later in 

the middle ages, Elijah was most commonly represented with other prophets in 

pinnacles or spandrels of altarpieces, such as a panel from an altarpiece by a 

follower of Luca di Tommè, now at the Getty.193 There was also a tradition of 

representing the prophets on monumental portals, such as the bronze doors at St. 

Paul outside the Walls in Rome, which were made in Constantinople around 

1070. These doors included both Elijah and Elisha.194 In a scene from Duccio’s 

Maesta, now at the National Gallery in London, Elijah is depicted at the 

transfiguration.195 Elijah in the fiery chariot also makes selected appearances in 

non-Carmelite Italian churches, such as San Francesco Assisi, Santa Croce, and 

the Arena Chapel. His appearance in the Franciscan churches will be discussed 

later this chapter. 

                                                
Prestini, La Chiesa e il Convent di Santa Maria del Carmine in Brescia (Brescia: Editrice la Scuola, 
1991): 166. The 15th century saw some greater degree of narratives from Elijah’s life, especially in 
northern Europe. See Koch, “Elijah the Prophet,” for several examples.  
193 Lucca di Tommè, Saint John the Baptist, J.Paul Getty Museum, 72.PB.7. 
194 See Dorothy Glass, “Otage de l’historiographie: l’Ordo prophetarum en Italie,” in Cahiers de 
civilisation médiévale 44 (2001): 268. 
195 See Dillian Gordon, The Italian Paintings before 1400 (London: Yale University Press, 2011): 170-
171. This painting’s accession number is NG 1330. 
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4. Elijah in Carmelite Imagery 

Elijah’s increasing prominence in Carmelite identity occurred in tandem 

with the growth of the order, and thus with the construction of new churches 

and the commissioning of new altarpieces. As seen in the final chapter, the 

earliest known Carmelite artworks consisted primarily of images of the Virgin 

Mary. By the third decade of the 14th century, however, almost coinciding with 

the work of authors like Baconthorpe, polyptychs and choir books featuring 

other iconography – and significantly, representations of Elijah and Elisha – 

made their way into Carmelite churches. 

 Pietro Lorenzetti’s depiction of Elijah and Elisha in Carmelite habits was 

echoed in numerous other Italian artworks for Carmelite churches. One of the 

earliest seems to be a page from a Florentine choir book, today in the National 

Gallery (Fig. 82). Painted around 1340 as part of the laudario di Sant’Agnese for the 

Florentine Carmine, the leaf depicts Elijah and Elisha, both wearing the 

Carmelite habit, haloes, and holding scrolls, standing at the foot of the crucifix.196 

The next known example also comes from Florence. Andrea di Bonaiuto’s five-

paneled polyptych for the Florentine Carmine, painted in the early 1360s, 

includes Elijah, who looks remarkably similar in pose and stance to Elisha in 

Lorenzetti’s altarpiece. (Fig. 124) Elijah makes up the far-right panel of this 

altarpiece, which is today in the sacristy of the Carmine. The other figures, from 

                                                
196 See Megan Holmes, Fra Filippo Lippi: Carmelites Painter (New Haven and London: Yale 
University Press, 1999): 38, and Christine Sciacca, “The Laudario di Sant’Agnese,” in Florence at 
the Dawn of the Renaissance: painting and illumination, 1300-1350, ed. Christine Sciacca (Los 
Angeles: J. Paul Getty Museum, 2012). 
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left to right, are St. Leonard, St. Nicholas, the Virgin and Child backed by two 

angels, John the Baptist, and Elijah.197  

A trecento painting of Elijah as a Carmelite from unknown provenance, 

presently in a private Roman collection, has been linked by Henk van Os to 

Naples, by virtue of stylistic similarities to 14th-century Neapolitan work. (Fig. 

125) Van Os believes that this panel was part of a simple polyptych containing a 

row of half-length figures, possibly from the Carmine in Naples. Though only a 

half-length image of the prophet, this panel contains significant text, which reads 

“Assumpit dominus heliam per turbinem in celum qui congregavit prophetas in 

Carmelo,” referring to Elijah’s ascension to heaven in a whirlwind with the fiery 

chariot. The remainder of the text is written in Arabic, yet has no discernable 

meaning, thus symbolically, rather than textually, attesting to the order’s 

exoticism.198 

Elijah as a Carmelite is depicted on another polyptych, this one also from 

the 1360s, documented first in 1819 in the church of S. S. Simone e Guido del 

                                                
197 The original location of this altarpiece might have been the chapel of St. Nicholas, underneath 
the church; it was there in the 19th century when Santi Mattei recorded it there. See Santi Mattei, 
Ragionamento intorno alla del Carmine di Firenze con una succinta notizia dello stato suo presente 
(Florence: Antonio Giuntini Editore, 1869): 116. See also Christa Gardner von Teuffel, “Masaccio 
and the Pisa Altarpiece: A New Approach,” in Jahrbuch der Berliner Museen, 19 (1977): 53. 
Interestingly, Andrea was very shortly thereafter enlisted to paint the Spanish Chapel of Santa 
Maria Novella, which includes a history of the Dominican order, featuring Dominic, Peter 
Martyr, and Thomas Aquinas.  
198 H. W. van Os, “Text and image: the case of a Jewish Prophet in Carmelite Disguise,” in Non 
nova, sed nove: mélanges de civilisation médiévale, dédiés à Willem Noomen, ed. Martin Gosman and 
Jaap van Os, (Groningen: Bouma’s Boekhuis, 1984): 163-167. Van Os believes that this panel dates 
from the early years of the trecento, and thus predates Lorenzetti’s polyptych. Further 
examination of this painting is necessary to attempt to determine a more precise date. If van Os’s 
dating is correct, this painting would be the earliest known representation of Elijah in Carmelite 
habit, with the possible exception of the fresco of Elijah at Genoa, discussed below. However, as 
Creighton Gilbert points out, definitively dating this work before Lorenzetti’s may be an overly 
strong statement. See Creighton Gilbert, “Some Special Images for the Carmelites,” in Christianity 
and the Renaissance: image and religious imagination in the Quattrocento, ed. Timothy Verdon and 
John Henderson (Syracuse: Syracuse University Press, 1990): 202. 
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Carmine in Perugia and attributed to Sienese painter Bartolo di Fredi. (Fig. 126) 

Here, the enthroned Virgin and Child comprise the entirety of the central panel. 

They are flanked in the panel to the left by a kneeling angel, am unknown saint, 

perhaps an apostle, and Catherine of Alexandria. To the right, another kneeling 

angel, Mary Magdalene, and Elijah, who holds a scroll bearing an inscription 

from 1 Kings 18:19, the same verse as Lorenzetti’s Elijah.199 It is not certain that 

this painting was originally created for Perugia, as no documentation exists and 

as Bartolo di Fredi is not known to have ever travelled there. Further, neither 

titular saint of the church is definitively represented (both the Siena and Florence 

examples contain St. Nicholas, titular saint of the Sienese church, and the 

Florentine chapel).200 Yet as the date of the painting roughly coincides with that 

of the reconstruction of the Perugia Carmine, the possibility that the altarpiece 

was commissioned for the new church is strong.201 

The approximately 30-year gap between Lorenzetti’s polyptych and the 

imitators in Florence and Perugia is puzzling. Though the constitutions of 1357 

make no mention of the necessity of altarpieces in Carmelite churches, perhaps 

discussions at the general chapter meeting of that year in Florence spurred 

commissions for similar works.202 Later examples, too, show the influence of 

                                                
199 Harpring suggests that the unidentified saint might be Thomas or Thaddeus. See Patricia 
Harpring, The Sienese Trecento Painter Bartolo di Fredi, (Rutherford: Farleigh Dickinson University 
Press, 1993): 29. He does not appear to be Simon, as he does not carry the attribute of a saw. 
Harpring does not explain that San Guida – Jude – is often identified as Thaddeus, who is 
regularly represented holding a book. If my interpretation is correct, it strengthens the case for 
this painting being a commission for the Carmelites in Perugia. For the inscription, see Gardner 
von Teuffel, “Masaccio,” 54, note 92. 
200 See Harpring, Bartolo di Fredi, 27-28, 172 n. 8. 
201 See Gardner von Teuffel, “Masaccio,” 54-55. 
202 For the Constitutions, Paul Robinson, The Carmelite Constitutions of 1357: a critical edition with 
introduction and notes (Rome: Pontifica Studiorum Universitas a S. Thoma Aq. in Urbe, 1992).  
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Lorenzetti. An attributed to Lippo d’Andrea, probably originally for the high 

altar of Le Selve, and now at Yale, does not depict Elijah or Elisha as a Carmelite, 

but rather Albert, an early Carmelite saint, wearing the habit.203 (Fig. 108) A later 

work for Le Selve, Neri di Bicci’s 1455 altarpiece, commissioned by Tommaso di 

Lorenzo Soderini, contained images of four Carmelite saints – Elijah, Elisha, 

Albert, and Angelo of Jerusalem.204 Other notable 15th-century works such as 

Sassetta’s Arte delle Lana altarpiece also depict the prophets in Carmelite 

habit.205 (Fig. 121) A few frescoes of the figure of Elijah also survive within 

churches, for example, in the Carmine in Genoa, San Martino in Bologna, and 

San Felice del Benaco.206 (Fig. 127) 

Oddly, by the early 15th century the Carmelites at Nottingham had a 

statue of John the Baptist dressed in the order’s habit. Benedictine Thomas 

                                                
203 Some early discussion that this painting had been intended for Florence.  
204 See Eve Borsook, “Documenti Relativi alle Cappelle di Lecceto e delle Selve di Filippo 
Strozzi,” in Antichità Viva Vol. IX (1970): 7. 
205 For Sassetta’s altarpiece, see Machtelt Israëls, Sassetta’s Arte della Lana Altar-Piece and the 
Cult of Corpus Domini in Siena,” in The Burlington Magazine, 143 (2001), and Machtelt Israëls, 
“Altars on the street: the wool guild, the Carmelites and the feast of Corpus Domini in Siena 
(1356-1456),” in Renaissance Studies 20 (2006). Masaccio’s Pisa altarpiece contained two figures, 
today in Berlin, wearing the Carmelite habit, one bearded, one clean-shaven. They are not 
identified, but are generally labeled simply as Carmelite saints. See Garder von Teuffer, 
“Masaccio,” figs. 10 and 11. 
206 The back wall of the cappella maggiore in Genoa contains frescoes of four figures, two stacked 
vertically on either side of the lancet windows. Elijah is on the left, with John the Baptist above 
him. On the right side are St. Margaret of Antioch below, and St. Bartholomew above. These 
frescoes, attributed to Manfredino da Pistoia, date to the 14th century, possibly to around 1300, 
which would make this the earliest representation of Elijah as a Carmelite. He holds a scroll 
which reads “Helias / ra(p)tus est/in celum/cur® u igeno.” See Christa Gardner von Teuffel, 
“The Carmelite Altarpiece (circua 1290-1550): The Self-Identification of an Order,” in Mitteilungen 
des Kunsthistorischen Institutes in Florenz, LVII(2015): 16, and Clario di Fabio, “Gli affreschi di 
Manfredino e altri documenti genovesi di cultura figurative ‘assisiate’: gli affreschi di Manfredino 
da Pistoia nella chiesa di Nostra Signora del Carmine a Genova,” in Bollettino d’Arte XCVI (2011): 
12.  15th-century frescoes at San Felice del Benaco depict the prophets in Carmelite habit in the 
apse; other Carmelite saints are depicted throughout the church. See Riccardo Bartoletti, 
“Affreschi nel santuario del Carmine a San Felice del Benaco,” in Civilità Bresciana, Vol. VIII, Issue 
1, 1999, 70-79. The frescoes in San Martino, Bologna, also date to the 15th century. For this church 
see Angelo Raule, La Basilica di San Martino in Bologna (Bologna: Edizione Agostiniane, 1953). 
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Elmham, who had been named prior of Lenton priory, close to Nottingham, 

knew the Carmelite settlement and wrote a poem about the statue sometime 

around 1420.207 In the poem, he addresses the statue of John the Baptist, stating 

that he should not wear the Carmelite habit: 

 O Baptist of Christ, you should not be clothed thus; 
 Whoever clothed you as a brother, wickedly erred. 
 Not for you was Carmel's garment, rather that of a camel, 
 Nor does it please people to see a prophet changed into a brother. 
 In making the preacher of Christ a brother, it would follow 
 To cloth also Christ as brother just the same 
 But the Messiah never was a brother, nor yet Elijah 
 If you claim Jonah as a brother, I will give you Gehazi 
 And Jezebel, lest you join Elishah to these. 

 
The Baptist responds in the next stanza of the poem, asserting his right to the 

habit:  

 O Elyngham, you deceive through the foolish conjectures you propose 
 Alas, whatever you do not know, you suppose is the same as you 
 Now, for me, the garment of Carmel was also of camelskin 
 I am a Carmelite by merit, but you are like Gehazi 
 Hence, as God is my witness, this white garment is mine by right. 
 More than your right to the cowl you wear, is this white cloak 
 In which you clothe Jonah and Gehazi. But begone you 
 Who are no brother to Christ, nor the Messiah, nor Elijah, 
 But a false, unholy brother of Benedict: 

Who, fed with his vices, seeks to curse, but is 
Himself cursed; cursed by word, found guiltly by love. 

 Saddened by a spiteful world, it is your conduct I condemn. 
 

 To my knowledge this is the only example of the Carmelites explicitly 

depicting the Baptist as one of their own. The statue existed by the early 15th 

                                                
207 The text of the poem was copied by John Bale and exists in a manuscript at the Bodleian 
Library, MS Bodley 73, f. 48v. Cf. and trans. by Richard Copsey, “Verses written by Thompas 
Elmham, O.S.B. prior of Lenton, because, in the Carmelite house at Nottingham, there was a 
statue of John the Baptist wearing the Carmelite habit,” in Early Carmelite Documents: A selection 
for private use by Carmelite students, (Rome: 1998), 199. 
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century, when Thomas Elmham’s poem was written, but we do not now when it 

was made, although certainly decades after Lorenzetti’s polyptych. (Fig. 91) 

The representations of Elijah as a Carmelite, as seen in Lorenzetti’s 

altarpiece, generate two major questions. The first: with the exception of the 

dream of Sobach, itself a unicum in early Carmelite art (though not text), why 

didn’t Lorenzetti (and then subsequent artists) illustrate narrative scenes from 

Elijah’s life? And the second: why was this innovative iconographic programme 

generated at the Sienese convent?  

 Both of these questions remain problematic. As I demonstrate in the 

following chapter, the Virgin Mary was the dominant force in early Carmelite 

art, and representations of Elijah remained rare. Creighton Gilbert suggested that 

the life stories of Elijah, Elisha, and John the Baptist might have been difficult to 

connect to the history of the order, leading to the paucity of narrative scenes.208 

Yet the scrolls held by Elijah and Elisha in these polyptychs refer to Elijah’s 

challenge to the prophets of Baal and his ascension in the whirlwind of fire. The 

Carmelites certainly did not eschew painted narratives – the early Carmelite 

dossal from Nicosia depicts scenes from the life of the Virgin, and the frescoes 

containing life cycles of the Virgin and saints in numerous 14th-century chapels in 

the Florence Carmine.209 

                                                
208 Gilbert, “Special Images,” 178. 
209 For the dossal, see Jaroslav Folda, Crusader Art in the Holy Land from the Third Crusade to the Fall 
of Acre, 1187-1291 (New York: Cambridge University Press, 2005): 503, and Gardner von Teuffel, 
“The Carmelite Altarpiece,” 7-8, and my discussion in the previous chapter.  For the Carmine, see 
Ugo Procacci’s description of the church in “L’incendio della Chiesa del Carmine del 1771,” in 
Rivista d’Arte 14 (1932). 
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 The predella scenes in Lorenzetti’s altarpiece, however, are pointedly 

related to issues of great importance to the order – its prophetic origins (the 

dream of Sobach, Elijah’s father), its legitimacy (depicted by Albert’s delivery of 

the rule to the hermits on Mt Carmel and by the subsequent papal approval), its 

Mount Carmel provenance (the friars at the well) and its habit (approved in 

1287). (Figs. 100-104) In 1329 the Carmelites, unlike other orders, were not deeply 

engaged with heresy or mission work (which would have been nicely supported 

by Elijah’s defeat of the prophets of Baal) nor were they as ardently engaged with 

the defense of their provenance as they would be later in the century, by which 

time they had begun to amass their own contemporary saints and beati. These 

explanations are not entirely satisfactory, particularly in light of the multiplicity 

of the “alter Elias” seen in the visual and textual hagiographies of other 

mendicant orders, which I will discuss later in the chapter.  

 The innovativeness of Lorenzetti’s polyptych is nonetheless stunning; 

while it correlates nicely with contemporaneous textual sources that spoke to the 

provenance of the order, the representation of Elijah and Elisha in the habit, 

along with that of the Carmelites on Mount Carmel, made a powerful visual 

statement in support of the order’s origins. But why did this happen in Siena? By 

the 1320s the mendicant orders in Siena already had a rich tradition of narrative 

polyptychs, often subsidized by the commune.210 Sienese painter Lorenzetti was 

experienced as a painter of polyptychs, of complex narratives, and had worked 

extensively for the mendicants, having completed frescoes in the Lower Church 
                                                
210 Joanna Cannon, “The Creation, Meaning, and Audience of the Early Sienese Polyptych: 
Evidence from the Friars,” in Italian Altarpieces: 1250-1550: Function and Design, ed. Eve Borsook 
and Fiorella Superbi Gioffredi (Oxford: Clarendon Press, 1994). 
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at Assisi.211 Working with the Carmelites, Lorenzetti executed a polyptych that 

simultaneously incorporated institutional ideology with newly-invented history, 

seen most notably in the predella panel advocating for their ancient origins – that 

depicting the dream of Sobach.  

The dream of Sobach is first mentioned in a Carmelite text by John of 

Cheminot nearly a decade after the completion of the altarpiece. The Carmelite 

context of the legend seems to have developed in Paris.  Joanna Cannon, in 

trying to determine how the legend had come to be known in Siena, notes that 

there was no obvious link between the Sienese Carmine and Paris. She points out 

that no records indicate Sienese Carmelites studying at Paris, and that as Siena 

had no studium, local friars would be unlikely to travel to study.212 She proposes 

that the narratives about the order’s origins might have been circulated at 

general chapter meetings, such as those in Barcelona in 1324 and Albi in 1327, 

and thus brought back to Siena.213 I would also point out that the Italian 

Carmelites enjoyed a fair degree of mobility, attested to by the variety of places 

of death and origin listed in the necrology of the Florentine convent, and that 

ideas and knowledge could thus have spread easily between the convents of the 

order.214 

Though this attests to the fact that Lorenzetti’s polyptych was not created 

in a vacuum, the fact that the strong visual insistence on antiquity was first 

demonstrated in Siena can also be considered in the context of the city. In the 
                                                
211 Joanna Cannon, “Pietro Lorenzetti and the History of the Carmelite Order,” in Journal of the 
Warburg and Courtauld Institutes 50 (1987): 27. 
212 Cannon, “Pietro Lorenzetti,” 26. 
213 Ibid. 26-27. 
214 Necrologium Carmelitanum, BNF, Conventi Soppressi, c.5.786 (1593). 
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later middle ages, Siena, much like the Carmelites, was developing elaborate 

foundation legends that claimed an ancient Roman past. The most popular of 

these legends, traced at least to the early 14th century and possibly the 13th, stated 

that Siena had been founded in the 8th century BC by Senus and Aschinus, the 

sons of Remus. The brothers fled Rome to escape Romulus, bringing with them 

the image of the she-wolf suckling the twins. This origin story not only gave 

Siena deeply historical origins, but also placed it on par with Rome.215 As Max 

Grossman illustrates, artistic references to this connection date to the 13th 

century, in images of the she-wolf in depictions of the city. Notably, the she-wolf 

appears in major artistic commissions in the Palazzo Pubblico: first Simone 

Martini’s Maestà and later Ambrogio Lorenzetti’s Allegory of Good Government. 

She-wolves were also given protected status in Siena; the 1262 statutes of the city 

direct hunters to capture, rather than kill, wolves and cubs, and to bring them to 

the city for a reward.216 Known literary references to this connection date to the 

early 14th century, notably Dino Compagni’s reference to Siena as “la lupa” in his 

Cronica delle cose occurenti ne’tempo suoi from around 1310-1312, and Petrarch’s 

assertion in the Familiarum rerum libri that Siena was modeling itself after Rome 

by displaying the she-wolf.217 Similarly, Sienese noble families also sought to 

claim extensive and prestigious ancestry. The Piccolomini linked themselves to 

                                                
215 The oldest surviving text of this legend dates to the late 15th century and was written by 
Agostino Patrizi, bishop of Pienza, almost certainly based on popular medieval legend. See Max 
Grossman, “Pro honoris comunis senensis et pulchritudine civitatis: Civic architecture and 
political ideology in the republic of Siena, 1270-1420” (PhD diss., Columbia University, 2006): 99-
101. 
216 See Grossman, “Pro honoris,” 106-107. For the 1262 statutes, see Ludovico Zdekauer, Il 
Costituto del Comune di Siena dell’anno 1262, I, 196, 80.  
217 Grossman, “Pro honoris,” 106, note 298. 
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an old Etruscan family, while the Tolomei stated that their ancestors were the 

Ptolomies of Egypt.218 

Thus, by the time of Pietro Lorenzetti’s commission for the Pala del 

Carmine, there was in Siena a rich visual tradition of fostering the narrative of 

Roman foundation. While the quest for Carmelite antiquity did not begin in 

Siena, the city may have been a particularly receptive context for the order’s first 

foray into visual polemics. Both the city of Siena and the Carmelites sought 

prestige and respect by claiming ties to historical figures (Romulus, Remus, 

Senus, Aschinus, and Elijah) and storied ancient locations (Rome and Mount 

Carmel).  

5. Elijah and Augustine 

Though Elijah might have had the alluring cache of antiquity, he did not 

possess the immediacy of Francis and Dominic, who had lived and died in Italy. 

A more ready parallel is St. Augustine of Hippo, adopted as a founder by the 

Augustinian order. Like the Carmelites, the Augustinians began as hermits. In 

1256 Pope Alexander IV united several disparate groups – the Tuscan Hermits, 

the Williamites, the Bonites, the Brettiini, and the hermits of Montefavale – into a 

united order of hermit friars. The groups largely existed in small clusters 

throughout Tuscany; some were established in the 12th century, others in the 

early decades of the 13th.219 By 1243 Pope Innocent IV had assigned to the Tuscan 

                                                
218 Luke Syson, “Stylistic Choices,” in Renaissance Siena: Art for a City (London: National Gallery 
Company and Yale University Press, 2007); 48. 
219 See Kaspar Elm, “Italienische Eremitengemeinschaften des 12 un 13 Jahrhunderts: Studien zur 
Vorgeschichte des Augustiner-Eremitenordens,” in L’eremitismo in occidente nei secoli xi e xii: atti 
della seconda Settimana internazionale di studio Mendola, 30 agosto al  6 settembre 1962 (Milan: Società 
Editrice Vita e Pensiero, 1965): 491-559. 
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hermits the popular and flexible Augustinian rule, also used by the Dominicans 

and the Regular Canons.220 In the “Great Union” of 1256 the other orders joined 

together and adopted the rule, constitutions, and habit that the Tuscan Hermits 

had already adopted.221 This has rendered the founding date of the Augustinians 

controversial. Though the unification happened in 1256, scholars have argued 

that the pre-existing Tuscan hermits simply absorbed the others, thus rendering 

the order more ancient.222  

 The Augustinians survived the 1274 Second Council of Lyons, but 

residual disconnect amongst the order remained. They had no central mother 

church, although in the 1250s they already had established four primary 

provinces – France, Germany, Spain, and Italy. Prior to Lyons, the Augustinians 

had established a presence at the University of Paris, and later in the century 

would place the importance of theological education high in their 

constitutions.223 

 Though the order bore his name, the Augustinians would be hard pressed 

to claim that they had been directly founded by Augustine himself. Their 

technical founder was Alexander IV, or perhaps Innocent IV, who had bestowed 

the nascent order with a rule. While this led to Jordan of Quedlinburg’s assertion 

that the Augustinians were the superior order, as they had been united not by 

                                                
220 Andrews, The Other Friars, 71-83. 
221 Andrews, The Other Friars, 84. 
222 Balbino Rano, “Agostiniani,” Dizionario degli Istituti di Perfezione, I, cols. 278-381, 278, and 
Andrews, “The Other Friars,” 84. 
223 Anne Dunlop, “Introduction: the Augustinians, the Mendicant Orders, and Early-Renaissance 
Art,” in Art and the Augustinian Order in Early Renaissance Italy, ed. Louise Bourdua and Anne 
Dunlop (Aldershot and Burlington, Ashgate, 2007): 10, and David Gutierrez, O.S.A., The 
Augustinians in the Middle Ages 1256-1356 (Villanova: Augustinian Historical Institute, 1984): 
138-139.  
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one man but by the Church, the allure of a unifying saint was strong, and 

Augustine was the natural choice.224 Early Augustinian seals, for instance, such 

as one from Florence from 1287, depict Augustine with kneeling friars on either 

side of him.225  

 The basis for claiming Augustine as a founder of religious communities 

was the assertion of the 5th-century Bishop of Calama, Possidius, who was 

Augustine’s biographer. He wrote that Augustine founded a community at 

Thagaste where he “began to live with the servants of God according to the 

custom and way of life established by the holy apostles: essentially, that no one 

in that society would possess anything of their own, but everything would be 

held in common, and that (goods) would be distibuted to each on the basis of 

need; which he had previously done when he returned from across the sea to his 

homeland.”226 Anne Dunlop points out that the phrase “which he had previously 

done” leaves open the possibility that Augustine had founded a prior 

community before returning to Thagaste.227 

 Dunlop also notes that while earlier medieval biographies of Augustine, 

written by Philip of Harvengt in the 12th century and Jacobus of Voragine in the 

13th, did not claim that Augustine had directly founded an order, numerous texts 

in the 14th century did so.228 Not surprisingly, St. Augustine acquired increasing 

ideological importance for the order in the 14th century. Augustinian friars began 

                                                
224 Andrews, “The Other Friars,” 158. 
225 Andrews, “The Other Friars,” 158. 
226 Cf. Anne Dunlop, “Introduction,” 11, who quotes Erik Saak, High Way to Heaven: The 
Augustinian Platform Between Reform and Reformation 1292-1524 (Leiden: Brill, 2002): 177. 
227 Dunlop, “Introduction,”11. 
228 Dunlop, “Introduction,” 11.  
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to celebrate a proliferation of feasts in honor of the saint that included the two 

translations of his body, his primary feast day, his conversion, the founding of 

the friary in Pavia, and feasts for his mother, St. Monica, as well as St. Ambrose 

and St. Simplician, a 4th-century bishop of Milan.229 

Augustine’s remains had been translated first to Sardinia, and then again 

in the 8th century to Pavia, to San Pietro in Ciel d’Oro, home to Augustinian 

Canons. Here the Augustinian friars in 1326 requested to build a house near the 

relics. The following year Pope John XXII announced that the friars would share 

custody of the remains with the canons.230 In the 1360s work began on a 

monumental narrative arca for the relics, in the same vein as those for St. 

Dominic and St. Peter Martyr.231 (Fig. 128) 

 With such a clear imitation of a typology strongly associated with two 

famed Dominican saints, the Augustinians made a strong visual argument for 

Augustine as the direct founder of their mendicant order. The arca has been 

attributed to unknown followers of Giovanni di Balduccio, the sculptor of Peter 

Martyr’s tomb at Sant’Eustorgio in Milan, further strengthening the 

connection.232  Conversely, however, the iconography of the arca focuses on 

                                                
229 Andrews, The Other Friars, 128. 
230 Andrews, The Other Friars 159. The canons and the friars were often at odds with each other, to 
an extent that in 1400 Boniface IX assigned each group to one side of the church. See Anita 
Moskowitz Nicola Pisano’s Arca di San Domenico and its Legacy (University Park, PA: The 
Pennsylvania State University Press, 1994): 31. 
231 For the arca, see Louise Bourdua, “Entombing the Founder St. Augustine of Hippo,” in Art and 
the Augustinian Order in Early Renaissance Italy (Aldershot: Ashgate, 2007), Jeanne Courcelle and 
Pierre Courcelle, Iconographie de Saint Augustin: Les Cycles du XIVe Siecle, (Paris: Etudes 
Augustiniennes, 1965), and Moskowitz, Nicola Pisano’s Arca. 
232 Moskowitz argues that the arca could have been part of a political controversy between Milan 
and Pavia, with the Pavian church hoping to compete with Sant’Eustorgio in Milan, which held 
Peter Martyr’s body, although Bourdua refutes this idea. See Moskowitz,.Nicola Pisano’s Arca, 33, 
and Bourdua, “Entombing the Founder,” 31-32. 
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Augustine as a bishop saint, rather than as the founder of the order. Further, the 

sources for the program were Jacopo de Voragine, Possidius, and Augustine’s 

confessions, rather than the 14th-century biographies that were more 

controversial.233 It has been suggested that the hermits who were designing the 

program of the tomb were painting a more neutral picture of Augustine, in 

hopes that the regular canons might one day be persuaded to place his relics 

inside.234 

 The emphasis of the scenes falls on Augustine’s teaching, his ministry, 

and his healing.235 The two especially relevant scenes to this context are his 

issuance of the rule, and the translation of his relics to Pavia (a tacit approval of 

his presence there). Other roughly contemporaneous cycles emphasize 

Augustine more as a leader of a community – but it should be made clear that 

these cycles were not plagued by the fractious relationship between the hermits 

and the canons in Pavia. For example, a cycle of windows at Erfurt in Germany 

include additional scenes, such as a dream experienced by Augustine’s mother 

                                                
233 Bourdua, “Entombing the Founder,” 31. See also Moskowitz, Italian Gothic Sculpture, p. 212. 
234 See Bourdua, “Entombing the Founder,” 12. Bourdua sites Padre Maestro Matis de 
Carmagnuola, who wrote the 17th-century Invenzione del corpo di S. Agostino, Pavia, Biblioteca 
Universitario, MA Ticinensia, vol. 32, f. 9v. She notes that that the hermits must have hoped to 
move the body into the tomb. 
235 The scenes included on the arca are as follows, although, as Bourdua points out, they have 
been rearranged and we are not certain of their original configuration: Augustine teaches 
rhetoric; Augustine and Alypius listen to Ambrose preaching; Augustine visits a “simple 
monk”/the Revelation “cry, light”; the baptism and investiture of Augustine; the funeral of 
Monica; Augustine giving his rule; Augustine refuting Fortunatus the Manichean and baptizing 
the Converted; Manicheans/Fortunate leaves Hippo and cries; Translation of Augustine’s relics 
to Pavia. In the gables are depicted Augustine and the book of vices; Augustine and the book of 
vices (again); Augustine at the end of his life healing a sick man; posthumous Augustine heals a 
prior; the healed prior celebrates the feast of Augustine; posthumous Augustine releases a 
prisoner; posthumous Augustine leads prisoner to drink at Gravelon river; Augustine heals a 
possessed person; posthumous Augustine indicates to lame pilgrims the place of his tomb; the 
lame come out of S. Pietro in Ciel d’oro in Pavia with healed legs. See Bourdua, “Entombing the 
Founder,” 42-47. For detailed photographs, see Courcelle and Courcelle, Iconographie de Saint 
Augustin.  
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Monica, in which she saw her son’s future conversion and religious leadership. 

This cycle also makes more of Augustine as a leader of a community, for 

example, he is depicted with his brothers, is shown giving his rule, and is shown 

designating his successor, Eraclius. In the church of Sant’Agostino Fabriano, 14th-

century frescos by unknown local artists (of the “scuola fabrianese-riminese”) 

depict Augustine giving his rule; Augustine blessing the faithful; posthumous 

Augustine taking the spirit of Hugues of Fontenay; Augustine teaching; 

posthumous Augustine releasing a prisoner; posthumous Augustine healing an 

infant. The frescos by Ottaviano Nelli in Sant’Agostino, Gubbio make up a large 

cycle with an greater emphasis on Augustine’s time in Italy, both in Rome and 

Milan. An interesting addition here is Augustine’s dream in which he sees 

Jerome and John the Baptist. Perhaps the most famous Augustinian cycle is in 

San Gimignano – Benozzo Gozzoli’s frescoes of the saint in the church of 

Sant’Agostino. (Fig. 129) 

 The Augustinians, as these examples indicate, made great use of their 

adopted founder in their churches, unlike the Carmelites. His roles as bishop and 

as thaumaturge were readily displayed, as in Simone Martini’s altarpiece for San 

Gimignano, in which Augustine is shown in a black habit with bishop’s cope, 

emphasizing his dual role.236 Additional saints were mainstays in the 

Augustinian canon, among them Anthony Abbot, often held to be the first of the 

desert hermits, and Paul the Hermit.237 Cathleen Hoeniger notes that Anthony 

                                                
236 Joanna Cannon, “The Sienese Polyptych,” 47-48. 
237 I should note here that when Pietro Lorenzetti’s Carmine altarpiece was repainted following 
its removal from the church in the 16th century, Elijah was repainted to become Anthony Abbot. 
See Francesco Brogi, Inventario Generale degli Oggetti d’Arte della Provincia di Siena, (Siena: Stab. 
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Abbot and Paul the Hermit were also placed on altarpieces as reminders of the 

ancient roots of the order – an assertion of their pedigree.238 

Anthony is often represented in central Italy, particularly in the Sienese 

contado. Siena was also the locus for a new Augustinian beato, called, fittingly, 

Agostino Novello, who died around 1309 near Siena at San Leonardo al Lago. 

During his life he had served as prior general of the order. In death he became a 

beloved figure of local devotion. As demonstrated by André Vauchez, the 

Sienese Augustinians were lobbying for his canonization in the 1320s, and 

requesting funds from the commune for the celebration of his feast.239 In 1328 

Simone Martini created an altarpiece for the Sienese Augustinians depicting 

Agostino Novello. (Fig. 130) The altarpiece is comprised of a full-length central 

panel depicting Agostino wearing the order’s black habit. He is flanked on each 

side by two vertically-stacked scenes representing posthumous miracles of 

healing and protection. As Cathleen Hoeniger notes, in the central panel 

Agostino is depicted standing in a wooded area, which recalls the order’s 

eremitic origins.240 She also argues that the scenes of healing surrounding him 

demonstrate that the Augustinians looked to the Franciscans in determining 

what miracles to include on the altarpiece – for example, miracles of child-

                                                
Tip. dell’Editore Carlo Nava, 1897): 86. Brogi noted the presence of this altarpiece in the church of 
Sant’Ansano in Dorfana, which was later determined to be Lorenzetti’s Pala del Carmine.  
238 Cathleen Hoeniger, “Simone Martini’s Panel of the Blessed Sant’Agostino Novello: the 
Creation of a Local Saint,” in Art and the Augustinian Order in Early Renaissance Italy, ed. Louise 
Bourdua and Anne Dunlop (Aldershot: Ashgate, 2007): 51-53. 
239 As described in André Vauchez, “La commune de Sienne, les Ordres Mendiants et le culte des 
saints. Histoire et enseignements d’une crise (novembre 1328-avril 1329),” in Mélanges de l’Ecole 
française de Rome. Moyen-Age, Temps modernes, 89 (1977): 762. Interestingly, the Carmelites at this 
time advocated for funding for the celebration of the feast day of St. Nicholas, the patron of their 
church, rather than Elijah. 
240 Hoeniger, “Simone Martini,” 53. 
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healing. This is evidenced in the scene on the left side in which Agostino rescues 

a child falling from a balcony, which recalls an early 13th-century fresco in the 

lower church of Assisi of the Child of Casa Sperelli Falling from a Tower.241 The 

instance of Agostino healing a boy mauled by a dog also loosely recalls 

Franciscan hagiography, as Francis had saved Gubbio from the threat of a wolf. 

On the right side of the altarpiece, Augustine saves a child who fell from his 

cradle out an open window; the grateful child is then shown in his mother’s 

arms, wearing the Augustinian habit out of devotion to Agostino Novello.242 

Although child miracles were not solely associated with the Franciscan order, 

this borrowing of iconography indicates how the mendicant orders looked to 

each other for effective imagery. 

6. Alter Elias 

As demonstrated earlier, Elijah was an immensely popular and influential 

monastic model in medieval Christianity. Many authors even incorporated 

events and themes from Elijah’s life into the hagiographies of contemporary 

medieval saints. Like Elijah, Paul the Hermit was fed by ravens, according to 

Jerome.243 9th-century Benedictine Reginus of Prum even went so far as to call 

                                                
241 Hoeniger, “Simone Martini,” 75. See also Max Seidel, “Condizionamento iconografico e scelta 
semantica: Simone Martini e la tavola del Beato Agostino Novello,” in Simone Martini: Atti del 
Convegno, Siena, 27-29 marzo 1985, ed. Luciano Bellosi (Florence: Centro Di, 1988): 75-80. For St. 
Francis’s miracles of healing, including his curing of a young girl with a “twisted neck,” see 
Gregory W. Ahlquist and William R. Cook, “Representations of Posthumous Miracles of St. 
Francis,” in The Art of the Franciscan Order in Italy, ed. William R. Cook (Leiden: Brill, 2005): 211-
256. See also Diana Webb, “Friends of the Family: Some Miracles for Children by Italian Friars” in 
The Church and Childhood. Studies in Church History 30 (1994): 183-184. 
242 John of Cheminot’s 1337 Speculum fratrum Ordinis B. Mariae de monte Carmeli lists as one of 
Elijah’s first disciples on Mount Carmel Jonah, the son of the widow of Sarepta, who Elijah had 
resuscitated. For the text see Staring, MCH, 118-119. 
243 Perchuk, “In the Image of Elijah,” 169. 
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Nicholas the Great (pope from 858-867) “alter Helias.”244 A life of Athanasios of 

Athos, who died at the beginning of the 11th century, says that the spirit of 

Michael Maleinos, who had died some 40 years previously, had come to rest on 

his protégé, much as Elijah’s had on Elijsha. Athanasios had also taken Michael’s 

cowl, as Elisha had taken Elijah’s mantle.245 

 Emulation of Elijah continued with the advent of the mendicant orders. 

Reference and replication of Elijah in the hagiographies of saints like Francis and 

Dominic are simultaneously following in the long tradition of the “alter Elias” 

and alluding to the Joachimite prophecies from the previous century.  

Elijah’s defeat of the prophets of Baal in a trial of fire atop Mount Carmel 

was adapted by both the Franciscan and Dominican orders for their early saints. 

The vitae of the first two saints of the Dominican order, Dominic and Peter 

Martyr, contain trials by fire. The Dominicans had made fighting heresy their 

primary goal, and both trials conclude with the victory of Christianity over 

heretical beliefs. St. Dominic’s trial by fire occurred in a dispute between 

Christians and heretics held before three judges in the city of Fanjeaux. Books 

containing the arguments of both parties were cast into a fire with the 

understanding that if one survived the flames, it contained the truth. The book of 

the Christians, containing Dominic’s words, was the victor, leaping out of the fire 

                                                
244 Perchuk, “In the Image of Elijah,” 171. 
245 See Derek Krueger, “The Old Testament and Monasticism,” in The Old Testament in Byzantium, 
ed. Paul Magdalino and Robert Nelson (Washington, D.C.: Dumbarton Oaks Research Library 
and Collection, 2010): 209. Thematic adoption was not reserved for Elijah; other Old Testament 
figures also provided hagiographic templates for medieval vitae. For example, John Rufus’ c. 500 
life of Peter the Iberian emphasizes ways in which events in Peter’s life reenacted those in the life 
of Moses. Cf. Krueger, “The Old Testament,” 207. 
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three times unharmed.246 As M.-H. Vicaire has pointed out, this visible, tangible 

miracle proved to the heretics the truth of Christianity, which they had refused to 

believe based on words alone.247 The Dominican St. Peter Martyr, who died in 

1252, is also associated with a trial by fire. A youth named Giufredino who 

possessed a small piece of a tunic that had belonged to Peter, was goaded into 

throwing the fabric into a fire by a heretic, who agreed that if it did not burn, he 

would believe in Peter’s sanctity. When placed over lit coals, the tunic refused to 

burn, attesting to Peter’s holiness.248  

The Franciscan version of a trial by fire took place during Francis’ long-

sought 1219 journey to the East. While his earlier attempts to visit Syria and 

Morocco had been thwarted by ill winds and illness, during the Fifth Crusade 

Francis finally succeeded in reaching Damietta, in Egypt, where he met with 

Sultan Malik al-Kamil.249 This meeting is documented by two sources present at 

Damietta – Jacques de Vitry, and “Ernoul,” author of the Chronique d’Ernoul et de 

                                                
246 As told in Dominic’s first hagiography, written by his successor, Jordan of Saxony, sometime 
between 1231-1234. See Jordan of Saxony, Libellus de principiis Ordinis Praedicatorum, in Saint 
Dominic, Biographical Documents, ed. Francis C. Lehner (Washington: Thomist Press, 1964): 1-
89.  For the ordeal, see 20-21.  
247 M.-H.Vicaire, Saint Dominic and his Times, trans. Kathleen Pond (New York, McGraw-Hill, 
1964): 105. 
248 This episode is described in Peter Martyr’s first vita, written some twenty years after his death 
by fellow Dominican Tommaso Angi da Lentini. See Stefano Orlandi, O.P., S. Pietro Martire da 
Verona: Leggenda di Fra Tommaso Agni da Lentini nel Volgare Trecentesco con Lettera di Fra Roderico de 
Atencia (Florence: Edizioni il Rosario, 1952): 55. A similar version of the story is also told in The 
Golden Legend. See Jacobus de Voragine, The Golden Legend, 2 vols., trans. William Granger Ryan, 
(Princeton: Princeton University Press, 1993): Vol. I, 260. 
249 For Francis’ meeting with the Sultan, see Alexandra Dodson, “Trial by Fire: St. Francis and the 
Sultan in Italian Art,” in The World of St. Francis, ed. Bradley R. France and Beth A. Mulvaney 
(Leiden: Brill, 2015), John Tolan, The Saint and the Sultan: The Curious History of a Christian-Muslim 
Encounter (Oxford: Oxford University Press, 2009), James Powell, “Francesco d’Assisi e la Quinta 
Crociata,” in Schede Medievali, 4 (1983): 68-77, James Powell, “St. Francis of Assisi’s Way of Peace,” 
Medieval Encounters 13 (2007): 271-280, and Chiara Frugoni, Francesco e le Terre dei non Cristiani 
(Milano: Edizioni Biblioteca Francescana, 2012). 
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Bernard le Trésorier.250 Each records Francis’ presence at the camp, and the fact 

that he sought unsuccessfully to convert the sultan to Christianity by preaching 

to him. The Chronique adds that Francis offered to let the sultan behead him if he 

could not demonstrate that Islam was a false faith, but the sultan declined. 

 Thomas of Celano’s Vita prima, commissioned at the time of Francis’s 1228 

canonization, is the first Franciscan record of the meeting with the sultan. Celano 

offered a more extensive narrative of Francis’s journey to Egypt, emphasizing 

how he was “burning with the desire for holy martyrdom” – which seemed a 

possibility as he was captured and beaten by the sultan’s soldiers upon his 

arrival.251 The sultan, however, was kind to Francis and listened to him preach, 

yet ultimately refused to convert to Christianity, leaving Celano to conclude that 

Francis’s desire for martyrdom was not fulfilled, as God was “…reserving for 

him the prerogative of a unique grace” (the stigmata).252 This narrative of 

uneventful preaching was also conveyed with the first visual account of this 

event, on the so-called Bardi dossal, painted probably in the 1240s and today in 

the Bardi chapel of Santa Croce in Florence.253  

                                                
250 Jacques de Vity describes the meeting in two separate documents, a letter written in 1220 and 
in the slightly later Historia Occidentalis. See Jacques de Vitry, Letter VI (1220) in Francis of Assisi: 
Early Documents, 3 vols., ed. Regis J. Armstrong, J.A. Wayne Hellman, and William J. Short (New 
York: New City Press, 1999-2001) I, 581. The editors note that this section was omitted from the 
version of the letter sent to Pope Honorius III; and Jacques de Vitry, Historia Occidentalis (c. 
1221/25) in Francis of Assisi: Early Documents, I: 584. See Chronique d’Ernoul et de Bernard le Trésorier, 
ed. Louis de Mas Latrie (Paris, Renouard, 1871) : 431-435. John Tolan states that the author was 
likely a layman associated with John of Brienne, king of Jerusalem. For a more detailed 
discussion of the author, see Tolan, The Saint and the Sultan, 42-44. As he and others have pointed 
out, there is no surviving contemporary account of Francis’s visit to the sultan from a Muslim 
perspective, likely attesting to the actual historical insignificance of the encounter. See The Saint 
and the Sultan, 5. 
251 Early Documents, I, 229. 
252 Early Documents, I, 231. 
253 The artist and original location of this dossal are unknown, as is the exact date of its 
completion, which scholars have placed as early as the 1230s and as late as the 1260s. The 
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 While these earliest narratives bear little resemblance to Elijah’s dramatic 

defeat of the prophets of Baal, subsequent textual and visual images elaborate 

the story further, beginning with Saint Bonaventure’s 1263 Legenda maior, written 

to replace Celano’s Vita prima as the official hagiography of Francis. Bonaventure 

embellishes the narrative, describing how Francis preached to the sultan and 

offered to stay with him if he converted, adding “But if you hesitate to abandon 

the law of Mohammad for the faith of Christ, then command that an enormous 

fire be lit and I will walk into the fire along with your priests so that you will 

recognize which faith deserves to be held as holier and more certain.”254 As one 

of the sultan’s priests slipped away, Francis offered to enter the fire alone, if the 

sultan would convert when he exited unscathed. The sultan refused and Francis 

departed, neither having converted the Muslims nor having  been martyred.255 

 Bonaventure’s introduction of the ordeal, or trial by fire, which is not 

mentioned in any previous source, becomes central to subsequent visual 

representations of Francis and the Sultan, beginning in the cycle of twenty-eight 

frescoed scenes in the Upper Church of the Basilica of San Francis in Assisi, even 

though Bonaventure’s text states that it did not take place – it was merely 
                                                
primary source for the Bardi dossal is generally considered to be Thomas of Celano’s Vita prima, 
though it may have incorporated oral testimonies and local legends. See William R. Cook, Images 
of St. Francis of Assisi: In Painting, Stone, and Glass, From the earliest images to ca. 1320 in Italy. A 
Catalogue (Florence: L.S. Olschki, 1999), # 101. Rosalind Brooke, however, has made the less likely 
argument that the dossal incorporates both Celano and Bonaventure’s Legenda maior, and was 
thus completed in the early 1260s, between the completion of Bonaventure’s text and the 
subsequent order to destroy all copies of Celano. See Rosalind Brooke, The Image of Saint Francis 
(Cambridge: Cambridge University Press, 2006): 185. The most extensive visual narrative of 
Francis’s life prior to the cycle at the Upper Church at Assisi, the Bardi dossal contains twenty 
small scenes illustrating the legend of Francis surrounding a central figure of the saint. Like other 
Duecento dossals, the Bardi panel depicts episodes from Francis’s life, particularly miracles he 
performed before and after his and death, an important strategy in developing his cult and in 
encouraging pilgrimage to Francis’s burial site at Assisi. 
254 Bonaventure, Legenda maior, Early Documents, II, 603. 
255 Early Documents II, 603. 
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proposed.256 (Fig. 131) John Tolan has argued that the incorporation of the ordeal 

kept Francis’s visit from being a failure – although Francis’s journey to Damietta 

did not result in his martyrdom or in the conversion of the sultan, he 

demonstrated the superiority of Christianity when the Muslims would not agree 

to his proposal to walk through fire.257 Thus he earned the respect, if not the soul, 

of the sultan. But Bonaventure was more likely drawing upon other 

hagiographical precedents by engaging Francis in a trial by fire. He would have 

been cognizant of the need to draw prestige to the Franciscans and Francis’s cult 

in a saturated mendicant market. Francis had been canonized in 1228, just two 

years after his death; Dominic followed in 1234, after his death in 1221; then 

Franciscan Anthony of Padua in 1232, less than one year after his death; and then 

Peter Martyr, assassinated by Cathars in 1252 and canonized the following 

year—the fastest canonization on record. Thus, the Dominicans had a major 

martyr saint to their credit, in addition to a beloved founder.258 A desire to match 

the Dominicans miracle for miracle, saint for saint, martyr for martyr may thus 

have been in the mind of Bonaventure, as he incorporated the trial by fire into 

the Legenda.259 Similarly, Dominic’s trial by fire was represented on his 

monumental marble arca, completed by Nicola Pisano and his workshop in 1267 
                                                
256 Bonaventure’s Legenda minor (1260-1263) does not include the proposal of a trial by fire; rather, 
it describes Francis winning the admiration of the Sultan, but departing without converting him. 
See Bonaventure of Bagnoregio, The Minor Legend of Saint Francis in Francis of Assisi: Early 
Documents, II, 698. In a 1267 sermon, however, Bonaventure preached of Francis proposing to 
enter the fire, first with the sultan’s priests and then alone, again impressing the sultan. See The 
Morning Sermon on Saint Francis, 1267, in Early Documents, II, 757. 
257 Tolan, The Saint and the Sultan, 127. 
258 The five Franciscans who had been martyred in Morocco in 1220 were canonized in 1481 by 
Sixtus IV. The six martyred at Ceuta in 1227 were canonized in 1516 by Leo X. 
259 Chiara Frugoni has also made this point, most recently in Francesco e le Terre, 35-40. She argues 
that Bonaventure would not have wanted Francis to appear inferior to Dominic: while Dominic 
risked burning a book, Francis risked his life.  
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for as San Nicolò delle Vigne in Bologna (now San Domenico). (Fig. 132) The 

inclusion of Dominic’s trial by fire on the Arca served not only as a visual 

reinforcement of the Dominican mission of combatting heresy, but also as an 

endorsement of Dominic’s potency as a miracle-worker. 260 Knowledge of images 

of Dominic’s fire might have been a consideration for the Franciscans composing 

the fresco cycle for the upper church at Assisi, who decided to convert the 

proposal of a trial in Bonaventure’s text to the building of an actual fire. 

The act of the trial by fire would have been familiar in the late Middle 

Ages, although it was technically banned in 1215 at the Fourth Lateran 

Council.261 Notably, the stories of Dominic, Peter Martyr, and Francis all differ 

from that of Elijah in that the mendicant saints called for trials by fire to prove 

sanctity by not burning, the reverse of Elijah, who proved his faith by summoning 

fire. Yet this technicality does not negate the clear emulation of challenging and 

besting heretics and nonbelievers with dangerous conflagrations. Though the 

Carmelites did not illustrate this event from Elijah’s life, I believe that an incident 

recorded in a hagiography of early Carmelite saint Angelo of Sicily (also called 

Angelo of Jerusalem) was included or adapted due to its similarity to Elijah’s 

famous trial. The vita that emerged in the late 14th or early 15th century was said 
                                                
260 The other events represented attest to the legitimacy of the Dominican order, to Dominic’s 
healing powers, to models for religious life, and to a miraculous occurrence in which Dominic 
and his brethren were fed by angels. Although the trial by fire of the book was featured 
prominently in the vitae of Dominic and on the Arca, it did not appear consistently in Dominican 
pictorial cycles. It is not included on a c.1300 dossal by Giovanni da Taranto, now in the Museo di 
Capodimonte in Naples, which includes biographical events from the life of Dominic as well as 
some miracles, but privileges acts of healing rather than the miraculous book. Francesco Traini’s 
altarpiece, created in 1344-45 for the church of Saint Catherine in Pisa, but now on display at the 
Museo Civico in Pisa includes eight scenes from the life of Dominic, including the miracle of the 
unburned book. One other representation comes from the predella of Dominican painter Fra 
Angelico’s c. 1435 Coronation of the Virgin altarpiece, now in the Louvre.  
261 For a history of the ordeal see Robert Bartlett, Trial by Fire and Water: The Medieval Judicial 
Ordeal (Oxford: Clarendon Press, 1986). 
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to have been written in the 1220s by a contemporary of Angelo named Enoch, 

but was much more likely written in the 14th or 15th century. It described an 

occurrence in 1219 in which Angelo was aboard a Genoese ship near Sicily that 

was attacked by four ships of Saracens. As Angelo prayed fervently, fire came 

from the heavens to kill 70 of the Saracens and reduced 300 more to blindness. 

These 300 were miraculously cured after converting to Christianity.262 

The narratives of Francis’s trial by fire emphasize his portrayal as “alter 

Christus” through mentions of his desire for martyrdom (the ultimate emulation 

of Christ) and, in Celano, of God’s sparing him in order to later reward him with 

the stigmata. Though the case for Dominic as “alter Christus” has been made, it 

is a much more frequent presence in Franciscan hagiography.263 Similarly, the 

case for Francis as “alter Elias” is made through more examples than for 

Dominic. Celano presents Francis as an “alter Elias” in the Vita prima, adapting 

for Francis the story of Elijah’s ascent to heaven, leaving Elisha behind. In the 

Vita prima, a fiery chariot appeared before some of Francis’s brothers, containing 

a ball resembling the sun and illuminating their surroundings. The friars 

understood that the soul of Francis radiated like the sun and that he was aware 

of them and their thoughts even when he was not present.264 Bonaventure 

repeated this episode in the Legenda maior, largely echoing Celano, but explicitly 

                                                
262 Ludovico Saggi, Santi del Carmelo, 173.  
263 Joanna Cannon, “Dominic Alter Christus? Representations of the Founder in and after the Arca 
di San Domenico,” in Christ Among the Medieval Dominicans, ed. Kent Emery, Jr., and Joseph 
Wawrykow (Notre Dame: University of Notre Dame Press, 1998). 
264 Celano I in Early Documents I, 224-225. 
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stating of Francis that, “like a second Elijah, God had made him a chariot and 

charioteer for spiritual men.”265 

The earliest representation of Francis in the fiery chariot appears on a 

dossal by Guido di Graziano from about 1280, originally from San Francesco in 

Colle Val d’Elsa, and now in the Siena Pinacoteca.266  Yet in the Upper Church at 

Assisi, there are multiple visual Elian references. Elijah’s ascension to heaven in 

the fiery chariot appears in the apse windows, dated to around 1255. Even more 

noticeably, Francis in the chariot is depicted on the north wall, in the bay 

adjacent to the image of Francis and the sultan. (Fig. 134) Given the rich Elian 

context in the Upper Church, the decision to depict Francis preparing to undergo 

an ordeal before a lit fire draws a stronger connection to Elijah’s defeat of the 

prophets of Baal through fire sent by God. Further imagery exists at Santa Croce; 

a surviving roundel from one of the apse lancets, c. 1310-1340, depicts Elijah in 

the chariot, while Taddeo Gaddi’s sacristy cabinet from around 1335 depicts 

Francis. (Fig. 133, Fig. 135) Nancy Thompson has argued that this imagery stems 

from Bonaventure’s view of Francis’s life as a major eschatological event, 

connected to Elijah’s presumed role in the apocalypse.267 At Santa Croce in 

particular, this was relevant as the Spiritual branch of the Franciscans were more 

                                                
265 Bonaventure, Major Life, Early Documents, II, 552. 
266 See Cook, Images of St Francis, 209-210. This dossal does not illustrate the Trial by Fire. 
267 Nancy Thompson, “The Franciscans and the True Cross: the Decoration of the Cappella 
Maggiore of Santa Croce in Florence,” in Gesta 43 (2004): 67.  
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inclined to accept Joachimite belief of Francis as a second Elijah prefiguring the 

apocalypse.268 

 An additional, though little-discussed and never, to my knowledge, 

illustrated, event from the life of Francis draws to mind elements both of the trial 

by fire and of the fiery ascension. A short anecdote in Celano’s Vita Secunda 

depicts Francis engaging in a different sort of trial by fire as a means of 

disciplining a friar who had disobeyed the order’s rule. Francis ordered the 

friar’s cowl to be thrown into a fire, where it was left for some time. When 

removed, the cowl was returned to its owner undamaged.269 The Franciscan habit 

had enormous significance for Francis; his creation of it is depicted in the vitae 

and on the Bardi dossal. The act of holding the habit in a fire was perhaps 

intended to prove the sanctity of the order and the Franciscan rule, which the 

unhappy friar had disregarded. But could it also be an intentional connection to 

Elijah’s ascension, when his mantle passes through the flames to Elisha, his 

disciple. 

 Mendicant modeling, however, swings both ways. While Elijah was 

undoubtedly an influence in the lives and legacies of mendicant saints, the 

Carmelites’ representation of elements from Elijah’s life (in texts and in the 

Lorenzetti predella) bears striking similarity to those from other mendicant 

saints’.  
                                                
268 Taddeo di Bartolo’s early 15th-century Franciscan altarpiece, several panels of which are now 
at the Niederächsiches Landesmuseum, also depicted Francis in the fiery chariot, as well as his 
meeting with the Sultan.  
269 This episode does not appear in the Vita prima, though Bonaventure includes it in the Legenda 
maior. It is also included in Jacobus de Voragine’s The Golden Legend, originally compiled in the 
1260s. The Golden Legend does not, however, include any account of Francis’s meeting with the 
sultan. For the Vita secunda, Early Documents, II, 346; and for Bonaventure’s Legenda maior, Early 
Documents, II, 576. Jacobus de Voragine, The Golden Legend, II, 226-227. 
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 Sobach’s dream, recorded in the 4th century and discussed by the 

Carmelites in the 14th, was part of a long tradition of dream visions in saints’ 

lives.270 Dream visions were authoritative, and, as Lila Yawn has argued, were 

especially utilized by the mendicants in highly visible areas to attest to the 

legitimacy of their founders.271 A notable comparison comes from the life of St. 

Augustine. When Augustine was a young man he lived an impious life that 

concerned his mother, Monica. In response to her prayers that he become a 

Christian, Monica was rewarded with a dream vision in which she foresaw 

Augustine’s future conversion and success.272 Though not frequently represented 

in Augustinian iconography, Monica’s dream does appear in a cycle of windows 

at Erfurt, Germany, and in Ottaviano Nelli’s frescoes at Sant’Agostino at 

Gubbio.273 Similarly, Jordan of Saxony wrote that, prior to Dominic’s conception, 

his mother had a vision that she would bear “a dog who, with a burning torch in 

his mouth and leaping from her womb, seemed to set the whole earth on fire. 

This was the signifier that her child would be an eminent preacher who, by 

“barking” sacred knowledge, would rouse to vigilance souls drowsy with sin, as 

                                                
270 Scholarship on medieval dream visions is vast. See Barbara Newman, “What Did it Mean to 
Say ‘I Saw’? The Clash between Theory and Practice in Medieval Visionary Culture,” in Speculum 
80 (2005). Dream visions were central to the lives of many non-mendicant saints, and had a rich 
iconographic tradition. See Lila Yawn, “Fields of Dreams: Sacred Visions in Mosaic on Medieval 
Roman Portals and Church Facades,” in Riflessi di Politica Papale verso I Saraceni al Tempo di 
Innocenzo III: Evoluzione di Colori e Significati: ‘Croce Disarmata’, ed. Giulio Cipollone and Maria 
Silvia Boari (Vatican City: Archivio Segreto Vaticano, 2013). 
271 Yawn, “Field of Dreams,” 178. 
272 See Ian Holgate, “The Cult of Monica in Quattrocento Italy: Her Place in Augustinian 
Iconography, Devotion, and Legend,” in Papers of the British School at Rome, vol. 71 (2003): 183. 
273 Ottaviano Nelli’s Gubbio cycle makes numerous iconographical parallels between Augustine 
and St. Francis, as Sharon Dale has argued. Dale, “I veri figli di Agostino e gli affreschi della 
chiesa di Sant’Agostino a Gubbio,” in Arte e spiritualità negli Ordini Mendicanti, ed. Herbert 
Dellwing (Rome: Argos, 1992). 
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well as scatter throughout the world the fire which the Lord Jesus Christ came to 

cast upon the earth.”274 

 Sobach’s dream, like those of Monica, and Dominic’s mother, predicted 

the future spiritual success of the son, while also attesting to the antiquity of the 

order, and to the legitimacy of Elijah as the founder. It also served as a 

justification for the Carmelites’ white habit, adopted in 1287. The angel who 

appeared to Sobach revealed that his son would be the leader of men dressed in 

white. This scene, we remember, appears on the far left side of Lorenzetti’s 

predella. The predella scene second from the right depicts the approval of the 

new habit – Carmelites kneeling before Honorius IV are handed their new white 

garment. The prophecy of the dream vision is thus fulfilled over the span of the 

predella.  

 While the concept of the parental dream is reminiscent of Augustine and 

Monica, the appearance of a habit in a dream is also seen in the Dominican order. 

As Jordan of Saxony describes, an early member of the order, Reginald, fell 

gravely ill. During a fever, the Virgin appeared to him, anointed him with oil, 

and then showed him the habit that the order would adopt. After this vision, 

Reginald recovered. This event is represented on the dossal by Giovanni da 

Taranto, now in the Capodimonte museum. The Dominican’s habit was thus 

                                                
274 Jordan of Saxony, The Libellus of Jordan of Saxony, in Saint Dominic: Biographical Documents, ed. 
Francis C. Lehner, O.P. (Washington, D.C.: The Thomist Press, 1964): 7. 
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divinely sanctioned, as was the Carmelites’ (interestingly the inverse of the 

Dominicans’ – white on black rather than black on white).275 (Fig. 136) 

7. Elijah Elsewhere 

The ceiling frescoes in the Pellegrinaggio of the Ospedale Santa Maria 

della Scala in Siena, painted in 1439-1440 by Agostino di Marsiglio, offer a 

glimpse into the iconographical legacy of Lorenzetti’s altarpiece for the Carmine. 

The room is divided into six quadripartite vaulted bays, five of which were 

painted by Agostino. He also painted four transverse arches dividing the bays. 

Each section of the vaulted bays contains a half-figure representation of a 

prophet or of an Old Testament figure in a tondo, while the transverse arches 

bear illustrations of saints. The figures in the vaults are clearly labeled, either 

below, or on a cartiglio.  

 A diagram published by Elda Costa and Laura Ponticelli reveals the 

organization of the ceiling cycle. As they note, all of the saints depicted are firmly 

embedded in historical tradition and officially canonized – there are no local beati 

included.276 They argue that the prophets and Old Testament figures are 

represented within a hierarchical system; some (Daniel, Ezekiel, Malachi, 

Zachariah, Jeremiah, Elijah, Elisha, and Isaiah, along with David and Job) are 

represented with a circular halo, while the others (Tobias, Solomon, Moses, 

Aaron, Joshua, Sampson, Abraham, Isaac, Jacob, and Melchizedek) have 

polygonal haloes. They attribute this to different degrees of sanctity associated 
                                                
275 For an analysis of Reginald’s vision of the Virgin and the adoption of the Dominican habit, see 
Cordelia Warr, Dressing for Heaven: Religious Clothing in Italy, 1215-1545 (Manchester and New 
York: Manchester University Press, 2010): 71-92. 
276 Elda Costa and Laura Ponticelli, “L’Iconografia del Pelligrinaio nello Spedale di S. Maria della 
Scala di Siena,” in Iconographica III (2004): 113. 
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with the figures, those with round haloes being considered saints, with active 

cults, while the others were less venerated.  

 A brief analysis of the representation of the mendicant orders on the 

ceiling shows representation of all orders save for the Servites. Francis and 

Dominic appear on the second transverse arch, between the second and third 

bays. The third arch depicts Augustine, as well as Nicholas, the titular saint of 

the Sienese Carmelite church, for whom the Carmelites had in 1329 lobbied for 

communal funds to celebrate his feast day annually, in lieu of the local beati 

lobbied for by the other orders at the time.277 The other saints and beati affiliated 

with the local mendicants (Pietro Pettinaio for the Franciscans, Ambrogio 

Sansedoni for the Dominicans, Joachim Piccolomini for the Servites, and 

Agostino Novello for the Augustinians) are not represented on the sala ceiling, 

nor is the Carmelite Franco Lippi da Grotti. 

 Though all the mendicants had ties to, and shared patrons with, Santa 

Maria della Scala, there is no particular reason that there would be a consciously 

mendicant program on the ceiling of the Pellegrinaggio.278 Francis, Dominic and 

Augustine were ubiquitous in their representations in cycles of all sorts, as was 

Nicholas, who, though popular in Carmelite imagery and devotion, had no 

official ties to the order. Yet the figures of Elijah and Elisha in the second bay 

make strong visual connections to the Carmelites. Historically, representations of 

the prophet and his disciple show them wearing unremarkable garments of 

various colors. Works in Carmelite contexts, however, depict the two in 
                                                
277 Vauchez, “La commune de Sienne,” 762. 
278 Although several mendicant saints, including the local ones, appear in frescoes in the Palazzo 
Pubblico. 
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contemporary Carmelite habit; the white mantle over dark robes.279 In the 

painting in Santa Maria della Scala, the two figures also wear the Carmelite habit 

– to my knowledge, the first representation of them as such outside of 

specifically Carmelite commissions. (Fig. 136, 137) 

 Why might this have been? Were the Carmelites connected in some way 

to the determining of the iconographical program? Was Agostino simply looking 

to a local work (Lorenzetti’s altarpiece) as a template? Or had the Carmelites 

been so successful with their visual propaganda that Elijah and Elisha were at 

this time generally accepted to have been Carmelites, and were thus represented 

as such?  

An even more prominent representation of Elijah, though a much later 

one – also exists in Siena. Since the 14th century, the pavement of the cathedral 

had been covered with an evolving and complex program of inlaid marble. 280 

The first documentation of the marble pavement dates from 1362; in the centuries 

that followed, numerous artists including Domenico di Niccolò and Matteo di 

Giovanni contributed designs to a hugely variable program encompassing 

religious and civic iconography. In 1519 Domenico Beccafumi was approached to 

design the hexagonal expanse of floor underneath the dome. The designs he 

contributed were Old Testament scenes, depicting events from the lives of Moses 

and Elijah. (Fig. 139) 

                                                
279 Though never in the historical Carmelite habit as presented to Elisha from the fiery chariot. 
280 For the pavement of the Duomo, see Enzo Carli, Il Duomo di Siena (Genoa: SAGEP, 1979), 
Friedrich Ohly, La Cattedrale come spazio dei tempi: il Duomo di Siena (Siena: Accademia Senese 
degli Intronati, 1979), Bruno Santi, The Marble Pavement of the Cathedral of Siena (Florence: Scala, 
1982), Gail Schwarz Aronow, A Documentary History of the Pavement Decoration in Siena Cathedral, 
1362-1506 (PhD Dissertation: Columbia University, 1985), Die Kirchen von Siena 3, and Marilena 
Caciorgna and Roberti Guerrini, Il Pavimento del Duomo di Siena (Milan: SilvanaEditorale, 2004).  
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The scenes from the life of Elijah, the Sacrifice of the Prophets of Baal, the 

Sacrifice of Elijah, the Slaying of the Prophets of Baal, the Meeting of Elijah and Ahab, 

Ahab and Obediah, and Obediah Encountering Elijah, are some of the earlier and 

only detailed narrative images of the prophet’s life.281 In designing these sections 

of the pavement, Beccafumi could not benefit from a centuries-old iconographic 

canon – his compositions would have been fresh derivations from literary 

sources. Indeed, the choice of Elijah as the subject of such a massive part of the 

pavement was an odd one, but one that has been given little satisfactory 

attention. Jennifer Sliwka’s work rightly notes the connection between Elijah and 

the Sienese Carmine and suggests that Beccafumi may have looked to the 

church’s imagery of Elijah, chiefly Lorenzetti’s altarpiece for the high altar, as the 

scroll Elijah holds in the central panel refers to his conquest of the prophets of 

Baal.282 Beccafumi’s representation of Elijah, however, does not include the black 

and white habit; instead the prophet wears varyingly militarized garb or 

nondescript robes. Despite Siena’s revolutionary role in the representation of 

Elijah in a Carmelite context, the choice of the prophet for the Duomo pavement 

remains odd. Sliwka argues that it might be connected to the Feast of the Corpus 

                                                
281 Other scenes from the life of Elijah were completed in 1878 by Alessandro Franchi. These 
consisted of Ahab Mortally Wounded in Battle, Elijah Prophesying the Death of Ahab, Elijah assumed in 
a Chariot of Fire, Elijah Resuscitating the widow’s son, Elijah Meeting the Widow, Elijah Anointing Jehu 
King of Israel, and Elijah Fed by the Ravens. The pairing of scenes from the life of Elijah and Moses is 
perhaps linked to the presence of the two at the Transfiguration of Christ, and to the shared 
importance of Mount Horab to their lives: in Exodus 33:17-23 Moses, hidden in a rock on Horeb, 
witnessed the Lord’s passing, while Elijah witnessed the Lord also from Horeb, hidden in a cave, 
in 1 Kings 19: 1-14. 
282 Jennifer Sliwka, “Domenico Beccafumi and the politics of devotion in 16th-century Siena” (PhD 
Dissertation, Johns Hopkins University, 2012): 95. I should also note here that the Lorenzetti 
altarpiece would not be dismembered and dispersed until later in the 16th century, and that 
earlier sections of the cathedral pavement had been designed by other artists who had completed 
works for or affiliated with the Carmine, notably Matteo di Giovanni, who designed the Massacre 
of the Innocents in the left transept, and the Samian sibyl.  
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Domini, which was celebrated in the Carmine from the 1320s until 1447, when 

the celebration moved to the cathedral due to the diocese’s desire to capitalize on 

its immense popularity.283  

With no artistic tradition to draw upon, Beccafumi would have utilized 

the Biblical narrative of Elijah, and possibly other texts such as Flavius Josephus’ 

Jewish Antiquities, which gives apocryphal detail of the lives of the prophets.284 

While a familiarity with the Carmelites and their Sienese church is evident from 

Beccafumi’s designs from the early 1520s, later in the decade the artist would 

work directly for the friars on commissions for two altarpieces depicting the Fall 

of the Rebel Angels.285 The first painting, today in the Pinacoteca, was executed 

nearly to completion around 1524, but then abandoned and taken to Santa Maria 

della Scala following Beccafumi’s death. A second painting was completed, 

which remains in the Carmine today. The episode is described by Vasari, who 

considered the first painting to be “confusing.”286  

Confusing is an apt word for the role of Elijah in the Carmelite order and 

in late medieval spirituality.  The order’s appropriation of the prophet for their 

founder, mired in invented tradition and controversy, was substantiated by texts 

and images to the point that it became fact. 

 
                                                
283 Sliwka, “Beccafumi,” 95-96, Machtelt Israëls, “Altars on the street: the wool guild, the 
Carmelites and the feast of Corpus Domini in Siena (1356-1456),” in Renaissance Studies 20 
(2006):197. 
284 Flavius Josephus, Jewish Antiquities (Cambridge: Harvard University Press, 1998). 
285 See Diana Norman, Painting in Late Medieval and Renaissance Siena, (New Haven: Yale 
University Press, 2003): 277-278, Gustav Medicus, “Some Observations on Domenico Beccafumi’s 
Two “Fall of the Rebel Angels” Panels in Artibus et Historiae, 24 (2003): 209-218. 
286 Giorgio Vasari, Lives of the Painters, Sculptors, and Architects, trans. by Gaston du C. de Vere 
(New York: Alfred A. Knopf, 1996). 
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III. Domina Loci: The Lady of the Place and the Place of Mary in 

Carmelite Imagery 

Around 1320, Arnold de Trenqua, chronicler of the Carmelites in 

Toulouse, wrote an account of a miraculous image of the Virgin Mary within the 

house. One William Anesia had brought this image from Mount Carmel to 

Férétra, the first Carmelite settlement in Toulouse, in 1238, traveling with six 

confreres. Their journey had been a dangerous one, yet, as Arnold’s chronicle 

described, they were protected along the way by the miraculous image of the 

Virgin.287 

The Carmelite order had long felt a special connection to the Virgin. Much 

like the prophet Elijah, due to her legendary ties to Mount Carmel, she became a 

surrogate patron figure for the order, in lieu of a contemporary founding saint. 

Though devotion to the Virgin was universal in medieval Christianity, the 

Carmelites claimed an especial affinity manifested through the order’s writings, 

liturgy, and art. The Toulouse chronicle dually highlighted the special protection 

that the Virgin had given to the order and called attention to the Carmelites’ 

origins on Mount Carmel, from which they had brought the miraculous image. 

As in the case of Elijah, the Virgin’s connections to Mount Carmel provided the 

nascent order with a compelling argument for their antiquity and authenticity.  

                                                
287 See Théophile Baurens de Moliner, Storia della vita e del culto della beata Giovanna da Tolosa, 
Rome, 1896. Cited in Joanna Cannon, “Pietro Lorenzetti and the History of the Carmelite Order,” 
in the Journal of the Warburg and Courtauld Institutes, Vol. 50 (1987), 21. 
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1. The Origins of Marian Devotion 

In a letter written between 1245-1247, Innocent IV referred to the nascent 

Carmelite order for the first time as the “Fratres beatae Mariae de monte 

Carmeli” – the “Brothers of the Blessed Virgin Mary.”288 Though this is the first 

official documentation of the order’s titular affiliation with the Virgin, the 

hermits on Mount Carmel had been devoted to her since the early years of the 

order. Pilgrim accounts and maps from early in the 13th century indicate that the 

hermits’ first oratory on Mount Carmel was dedicated to the Virgin. This 

dedication can be readily explained by the strong tradition of Marian devotion in 

the region - Byzantine hermits in the vicinity of Mount Carmel frequently 

dedicated their laura to Mary, and she was the frequent subject of art produced 

by and for Byzantine and Crusader artists and patrons.289 Yet oddly, the formula 

vitae of St. Albert, bestowed sometime between 1206-1214, makes no mention of 

the Virgin, and refers simply to the members of the order as the hermits on 

Mount Carmel.290 Not for several decades, until Innocent IV referred to the 

                                                
288 See Emanuele Boaga, “Una Lettera “secreta” di Innocenzo IV a favore dei Carmelitani,” in 
Analecta Ordinis Carmelitarum, 41 (1990): 107-111, and Emmanuele Boaga, The Lady of the Place: 
Mary in the history and in the life of Carmel (Rome: Edizioni Carmelitane, 2001): 24. In the 1246 bull 
Paganorum incursus, Innocent had referred to the Carmelites as “fratribis heremitis de monte 
Carmeli.” In Ex parte dilectorum in 1252, he called them the “fratrum heremitarum ordinis sanctae 
Mariae de monte Carmeli.” For these bulls, see Adrian Staring, “Four Bulls of Innocent IV, a 
Critical Edition,” in Carmelus 27 (1980): 281-285. 
289 Boaga, The Lady of the Place, 22. For the icon tradition in the Crusader context, see Jaroslav 
Folda, Byzantine Art and Italian Panel Painting: The Virgin and Child Hodegetria and the Art of 
Chrysography (Cambridge and New York: Cambridge University Press, 2015): esp. 60-61. For 
other comments on the early appearance of the Carmelites and their oratory, see Jaroslav Folda, 
Crusader Art in the Holy Land from the Third Crusade to the Fall of Acre, 1187-1291 (New York: 
Cambridge University Press, 2005): 199-200, and Denys Pringle, The Churches of the Crusader 
Kingdom of Jerusalem 2 (1998): 244-257. See also Chapter II.I of this dissertation. 
290 Nilo Geagea, O.C.D., notes that the Rule of St Augustine, adopted by the Servites and the 
Dominicans among others does not mention the Virgin. See Maria Madre e Decoro del Carmelo: la 
pieta mariana dei Carmelitani durante i primi tre secoli dello loro storia (Rome: Tipografia Editrice M. 
Pisani S.A.S., 1988): 77. 
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“Brothers of the Blessed Virgin Mary,” was there an official connection. Richard 

Copsey has suggested that the simpler “hermits of Mount Carmel” was not 

adequately prestigious, and that the Carmelites had decided to stress their 

Marian connections to gain prestige in the west.291 

While we cannot pinpoint exactly when the Carmelites added “the blessed 

Virgin” to their name, records of their oratory exist from the years soon after the 

issuance of Albert’s Rule. For example in the anonymous La Citez de Hierusalem, 

written between 1220-1231, it is stated that “…there is a little church of the Holy 

Virgin” where the Latin Carmelite hermits live.292 A map of Mount Carmel from 

c. 1235 also notes a structure dedicated to the Virgin.293 (Fig. 4) The first official 

reference to the titulus of the oratory is Urban IV’s bull “Quoniam ut ait 

Apostolus,” issued on 19 February 1263, which explained to the Christians of the 

Holy Land that the Carmelites were constructing a new monastery in honor of 

God and the Virgin.294 Yet even before Urban’s bull, western Carmelite 

foundations, among them Pisa, Trapani, and numerous sites in England, were 

given Marian dedications.295  

The culture of Marian devotion on Mount Carmel existed long before the 

Carmelite order’s foundation. In the 12th century, Honorius of Autun stated that 
                                                
291 Richard Copsey, “Establishment, Identity and Papal Approval: The Carmelite Order’s 
Creation of its Legendary History,” in Carmelus 47 (2000): 42-43, and Boaga, “Una Lettera 
“secreta” di Innocenzo IV, 107-111. 
292 Cf. Boaga, The Lady of the Place, 20.  
293 Reinhold Röhricht, “Karten und Pläne zur Palästinakunde aus dem 7. – 16. Jahrhundert,” in 
Zeitschrift des Deutschen Palästina-Vereins 18 (1895): Tab. VI. See also Andrew Jotischky, The 
Perfection of Solitude (University Park: The Pennsylvania State Univerity Press, 1995): 146. 
294 See Elias Friedman, O.C.D., The Latin Hermits of Mount Carmel: a study in Carmelite origins 
(Rome: Institutum Historicum Teresianum, 1979): 165. 
295, For the Marian titles, see Boaga, The Lady of the Place, 34.  14 of the 16 English Carmelite 
houses founded in the 13th century for which dedications are known were dedicated to the 
Virgin. See Keith Egan, “Medieval Carmelite Houses in England and Wales,” Carmelus 16 (1969). 
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the blessed head of Mary was beautiful and virtuous like Carmel, drawing upon 

Song of Solomon 7:5, “thine head upon thee is like Carmel.”296 Scholars have also 

pointed to Isaiah 35:2: “The glory of Lebanon was given to her, the beauty of 

Carmel and Sharon,” although Emanuele Boaga points out that this text was not 

applied to Mary in the Holy Land during the Crusades, although it may have 

been in Europe.297 However, the Biblical passage most prominently connecting 

Mary to Carmel is 1 Kings 18:42-45: 

So Ahab went up to eat and to drink. And Elijah went up to the top of  
Carmel; and he bowed himself down upon the earth and put his face 
between his knees. (42) And said to his servant, Go up now, look toward 
the sea. And he went up and looked and said, there is nothing. Elijah said, 
go again seven times. (43). And at the seventh time the servant  
said, a cloud as small as a man’s hand is arising out of the sea. And Elijah 
said, go up, say to Ahab, hitch your chariot and go down, lest the rain stop 
you. (44). In a little while, the heavens were black with wind-swept 
clouds, and there was a great rain. And Ahab went to Jezreel.” (45). 
 
Though this passage makes no explicit mention of Mary or, indeed, any 

other human, equations of Mary with the cloud were made by Jerome, 

Procopius, and Ambrose, in addition to John Damascene, St. Cyril of Alexandria 

and others.298 Various later writers repeated or concocted legends tying Mary to 

the area, for example, stating that she had been brought by the angel of the Lord 

to Mount Carmel from the Temple, and that once there she dedicated her 

                                                
296 Boaga, The Lady of the Place, 19. 
297 Boaga, The Lady of the Place, 19 
298 This exegesis was largely derived from Isaiah 19:1 (The burden of Egypt. Behold, the LORD 
rideth upon a swift cloud, and shall come into Egypt: and the idols of Egypt shall be moved at his 
presence, and the heart of Egypt shall melt in the midst of it) and 45:8 (Drip down, O heavens, 
from above, And let the clouds pour down righteousness; Let the earth open up and salvation 
bear fruit, And righteousness spring up with it. I, the LORD, have created it) in which the coming 
of the Lord is associated with clouds. Boaga, The Lady of the Place, 19. 
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virginity to God. There is also a tradition in which the Holy Family stayed in a 

cave on Mount Carmel when they were returning from Egypt.299 

Founded within this local climate, the Carmelite order’s early devotion to 

Mary is readily understood, and affiliation with her seems to have been firmly 

entrenched in Carmelite identity in the early decades of the order. Evidence of 

this devotion is seen in the west from the first years of the order’s presence there. 

Marian confraternities in Carmelite churches were often active by the 1260s if not 

earlier.300 Later texts offer more detailed exegeses of the connection. Carmelite 

John of Hildesheim, in his Dialogus inter Directorum et Detractorem from around 

1374 related a legend tied to the foundation of the Carmelite church in Toulouse, 

which had occurred sometime between 1242-1264.301 A Jewish man had a 

recurring vision of a woman and child in a tree in his orchard. He consulted with 

a priest who told him that the woman was the Virgin Mary and that she wished 

to be venerated within the Jewish home. The man asked the priest what action he 

should take, and the priest suggested that he construct a house for the Brothers 

of the Blessed Virgin Mary, who did not yet have a house in the city, and then 

join the order, which he did.302 

                                                
299 Clemens Kopp, “Elia, il Carmelo e i Carmelitani,” in Bibbio e Oriente, 3 (1961): 53. 
300 The Florence Carmine hosted confraternities from, if not before, its official foundation. See, for 
example, Giuseppe Bacchi, “La Compagnia di S. Maria delle Laudi e di S. Agnese nel Carmine di 
Firenze,” in Rivista Storica Carmelitana II (1931). The Carmelites in Toulouse hosted a Marian 
confraternity from the 1260s. See Yves Dossat, “La Confrerie de Notre-Dame du Mont-Carmel a 
Toulouse (1267-1274),” 292. 
301 These dates would seem in slight disagreement with Arnold de Trenqua’s description of the 
arrival of the Carmelites in Toulouse in 1238. The date may be incorrect, or may simply refer to 
the arrival of the Carmelites, prior to the official establishment of their house. 
302 For this story see John of Hildesheim, “Dialogus Inter Directorem et Detractorem,” in Adrian 
Staring, MCH, 385-388, and Boaga, The Lady of the Place, 39. The legend also contains the story of a 
representative of the king who visited Toulouse and tried to order the friars to leave, then 
resorting to enclosing them within a wall, where pious lay people smuggled food to them. While 
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Marian identity was so integral to the order that when Nicholas of 

Narbonne penned the Ignea Sagitta in critique of the order around 1271, one of 

his key complaints was that members of the order were no longer living in a 

manner that matched the integrity of the Virgin. 303 The letter, admonishing the 

brothers for moving away from an eremitic life free of earthly distractions 

(appropriately) takes the form of a planctus mariae sermon. He invokes the Virgin 

as a model for Carmelite life, for example noting her piety as she sat solitarily in 

her room when the angel Gabriel approached her for the annunciation. If 

solitude marked one of the most significant events in Christendom, surely the 

Carmelites should emulate it in their daily lives.304 

The first surviving Carmelite constitutions, those of 1281, mention the 

Virgin infrequently. She does not factor in the Rubrica Prima, a statement on the 

origins of the order included in most extant constitutions; only the order’s 

connection with Elijah is mentioned. The Rubrica does, however, state the four 

obligatory feasts of the Virgin, the need for her daily commemoration in the 

offices, and the necessity of bowing when her name was mentioned.305 A 1282 

letter to Edward I of England from prior-general Pierre de Millaud requested 

that Edward communicate with Pope Martin IV in support of the order following 

                                                
praying the “Ave Stella Mattutina,” while gazing at an image of Mary, the walls surrounding the 
Carmelites collapsed like those of Jericho. The king’s representative ultimately joined the order. 
303 Andrew Jotischky, The Carmelites and Antiquity (Oxford: Oxford University Press, 2002): 99. 
304 The Latin text of the Ignea Sagitta is found in “Nicolai Prioris Generalis Ordinis Carmelitarum 
Ignea Sagitta,” ed. Adrian Staring, in Carmelus 9 (1962). This edition was translated by Bede 
Edwards, OCD as “The Flaming Arrow by Nicholas, Prior General of the Carmelite Order,” 
Carmelitana Collection, Washington, D.C., accessed March 15, 2016, 
http://www.carmelitanacollection.org/wp-content/uploads/2014/09/The-Ignea-Sagitta.pdf. 
The solitude of the Virgin is described on page 36 of this document. For the relationship between 
the Ignea Sagitta and Carmelite architecture, see II.I. 
305 Geagea, Maria, 144. 
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the Second Council of Lyons, which threatened the order’s continued existence. 

This letter explicitly mentions that the Carmelites were founded to honor Mary, 

revealing that this was considered an important element of their identity.306 

The Invocantes of the 1287 Montpellier general chapter makes mention of 

the Virgin: “Suffragium imploramus gloriosae virginis Mariae, matris Iesu, in 

cuius obsequio et honore fundata est nostra religio de monte Carmeli, in monte 

utinam coagulato et pingui, monte in quo beneplaceat Domino habitare.” This is 

a similar sentiment to that expressed in Pierre’s 1282 letter.307 The Constitutions 

of 1294 state this: “Item statuimus quod quotiescumque de nostro Ordine vel 

eius titulo quis interrogaverit, semper nomen neate virginis Marie premittatur et 

procurationes et questus fiant sub nomine prelibato.”308 The 1294 constitutions 

also mandated that one invoke the Virgin in confession and while seeking 

alms.309 

The first elaboration of the order’s Marian devotion and its roots comes 

from the Constitutions of 1324, stating that they were called  “brothers of the 

order of Mary of Mt. Carmel” because they had constructed a chapel there in her 

honor. Consequently she became the patron of the entire order.”310 

Qualiter respondendum sit quaerentibus qualiter ordo noster sumpserit  
exordium et quare dicamur fratres ordinis beatae Mariae de monte 
Carmeli. 

                                                
306 “The Letter of Pierre de Millau to King Edward I of England, 1282, in Staring, MCH, 44-48. 
307 Staring, MCH, 51. 
308 Staring, MCH, 36, and Ludovico Saggi, ed., “Constitutiones capituli Burdigalensis anni 1294, 
AOC, 18 (1953): 184. 
309 Boaga, The Lady of the Place, 44. 
310 Kevin Alban, “The Fabric of Worship: Liturgy and its Artifacts in the Medieval English 
Province of Carmelites,” in Carmelus 53 (2006): 77. See also Staring, MCH, 35. Staring says that 
this is due to feudal tradition at the time – to be recognized as such, religious communities 
needed to have a “title” – a church or chapel named after a patron whom the order would serve. 
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Cum quidam fratres in ordine nostro iuniores quaerentibus a quo, quando 
vel quomodo ordo noster sumpsit exordium, vel quare dicimur fratres 
ordinis beatae Mariae de monte Carmeli, iuxta rei veritatem nescient 
satisfacere, pro eis in scriptis formam talibus relinquentes volumus 
respondere.311 
 
It is probable, however, that this understanding of Carmelite origins had 

been in practice prior to 1324, perhaps decided upon in a general chapter 

meeting soon after 1294. Slightly later texts offer a plethora of hypotheses 

surrounding the origins of the name. John Baconthorpe, who joined the 

Carmelite order in the early 1300s, served as provincial of England between 1326-

1333 and taught at Oxford, Cambridge, and Paris, wrote four treatises on the 

order.312 Significantly, he noted in the Compendium historiarum et iurium that the 

brothers on Mount Carmel, the successors of Elijah and Elisha, built a chapel in 

honor of the Blessed Mary shortly after Christ’s life, and took their name from 

her.313 In his Speculum de Institutiones Ordinis, Baconthorpe connected Mary to 

Carmel on the grounds of the book of Isaiah. Isaiah 7:14 states that only a virgin 

will give birth to Christ, and that she will possess the beauty and splendor of 

Carmel (as described in Isaiah 35:1-2). The Carmelites, he states, were founded to 

continue the veneration of the Virgin begun on Mount Carmel through the 

actions of Elijah and of Saul. The latter constructed a triumphal arch on the 

                                                
311 “1324,” in Staring, MCH, 41. 
312 These treatises are: Speculum de institutione Ordinis pro veneration beatae Mariae, Tractatus super 
regulam ordinis Carmelitarum, Compendium historiarum et iurium, and Laus religionis Carmelitanae. 
They are published in Staring, MCH, 176-258. 
313 In prima insuper constitutione dicti Ordinis, edita ab antique, invenitur quod a temper Eliae et 
Elisei prophetarum, montem Carmeli inhabitantium, quidam viri contemplative in eodem monte 
successerunt, et fratres de Carmelo errant nominate; ac post Christi incarnationem capellam in 
honorem beatae Mariae erexerunt et eius titulum elegerunt. Staring, MCH, 36. See also Jotischky, 
The Carmelites and Antiquity, 119-120. 
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mountain, which Baconthorpe said was consecrated to Mary (1 Samuel 15:12).314 

It was Baconthorpe who first referred to Mary as “Domina Loci,” the “lady of the 

place” – the place being Mount Carmel.315 

Around 1337, John of Cheminot, a friar who had taught in Paris and Metz, 

wrote the Speculum fratrum ordinis beatae Mariae de monte Carmeli. In the fourth 

chapter he described the tradition in which the Marian title of the order had been 

assigned by the local populus on Mount Carmel in order to distinguish the 

Carmelites from the settlement of Greek monks nearby at a monastery dedicated 

to St. Margaret.316 Less plausibly, John of Hisdin, not a Carmelite but a 

Hospitaller theologian, in the mid-14th century first argued that St. Cyril, fifth-

century bishop of Alexandria had been a Carmelite. John preached that Cyril had 

defended the immaculate conception of the Virgin at Ephesus, leading to the 

order’s adoption of the Marian title.317  

In addition to the writings of these theologians, a number of legends 

developed in the thirteenth and fourteenth centuries in which Mary bestowed 

special privilege upon the order, or interceded on its behalf. For example, during 

the second half of the 14th century a legend appeared, recorded first in the lessons 

for Matins of the Solemn Commemoration of the Our Lady of Mount Carmel, 

                                                
314 See John Baconthorpe, “Speculum de Institutione Ordinis Pro Veneratione Beatae Mariae,” in 
Staring, MCH, 184-187. For a translation, see Boaga, The Lady of the Place, 26-27. 
315 Boaga, The Lady of the Place, 34. 
316 John of Cheminot, “Speculum Fratrum Ordinis B. M. de Monte Carmeli,” in Staring, MCH, 
128. 
317 Jotischky, The Carmelites and Antiquity, 171-172 Jotischky writes that John of Hisdin was 
probably working from a tradition preached also by Richard Fitzralph in 1342 at Avignon, who 
probably spoke after a known Carmelite tradition. See also Boaga, The Lady of the Place, 37. 
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stating that the Virgin had appeared to and persuaded Pope Honorius IV to 

approve the Carmelite vita in 1226.318 

Perhaps the most famous early association of Mary with the Carmelite 

order is the legendary vision of St. Simon Stock, in which Mary presented him 

with the scapular. Little is known about Simon Stock, believed to have been an 

early English prior general of the order who died in 1265. No 13th-century record 

survives of his life or service as general.319 The earliest records making mention 

of him are from the following century, toward the end of which the scapular 

legend arose.320 As Richard Copsey has noted, the first surviving account of the 

legend of Simon Stock appeared in a compilation of Carmelite saints written by 

prior-general Giovanni Grossi probably between 1413-1426, although scholars 

believe that Grossi’s work may be based on a lost text written before 1375.321 

According to Grossi’s text, Simon Stock recited the Flos Carmeli (The Flower of 

Carmel – a Carmelite hymn to the Virgin) imploring the Virgin to bestow a 

                                                
318 “The Vision of Our Lady to Pope Honorius III,” in Early Carmelite Documents: A selection for 
private use by Carmelite students, ed. Richard Copsey, O. Carm. (Rome: Institutum Carmelitanum, 
1998): 69. 
319 Scholars have, however, pointed to a 13th-century Dominican text as proof of Simon’s 
existence. The text, the Vitae fratrum, written by Gerard de Frachet around 1260, is a compendium 
of miracles and miraculous visions related to the Dominican order. Included is the story of a 
Carmelite known as Symon who had a vision of the Blessed Jordan of Saxony (who drowned in 
1237). No mention is made, however, of a vision of the Virgin, or of this Simon as prior-general of 
the order, and thus no firm attribution can be made to Simon Stock. Richard Copsey cites Storie e 
leggende medievali: le ‘Vitae fratrum’ di Geraldo di Frachet o.p., trans. P. Pietro Lippini OP (Bologna: 
Edizioni Studio Domenicano, 1988). See Richard Copsey, O.Carm., “Simon Stock and the Scapular 
Vision,” in The Journal of Ecclesiastical History, 4 (1999): 668-669. 
320 See Copsey, “Simon Stock,” 652-683. For the early sources, see 653-655. The following 
paragraphs rely extensively on Copsey’s article. 
321 Copsey, “Simon Stock,” 660. Copsey cites Bartolomeo Xiberta and Adrian Staring, who 
concluded that Jean Grossi’s work was probably based on John of Hildesheim’s lost Legendae 
abbreviatae, written before 1375. Bartolomé Xiberta, De visione sancti Simonis Stock (Rome: Apud 
Curiam Generalitiam, 1950): 202-4 and Staring, MCH, 332-5. 
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special privilege on the order.322 The Virgin then appeared before him holding 

the scapular, a special piece of cloth worn over one’s shoulders on top of the 

habit. She then promised that anyone who died while wearing the scapular 

would receive salvation.323 

Why would such a legend be invented towards the end of the 14th 

century? Copsey connects the legend to the Cambridge controversy with the 

Dominicans, a reflection of general tensions between the Carmelites and other 

orders about primacy of connections to the Virgin, discussed below. The 

Dominicans had long believed that their habit had been bestowed upon them by 

the Virgin, who presented it in a vision to the Blessed Reginald of Orléans.324 Yet 

in his defense of the Carmelites during the Cambridge debate, John Hornby did 

not mention the scapular legend as evidence of the order’s authenticity, an 

omission that probably means that the legend was not widely known at the 

time.325 One could speculate that the scapular legend could have developed in 

imitation of the Dominican legend. More generally, though, at this time it was 

common for many orders to propagate that wearing their respective habits at the 

time of death would ensure salvation for the wearer. It seems reasonable that in 

this climate the Carmelites would wish to attach special value to their own 
                                                
322 This hymn was composed by 1369 – thus making it unlikely that Simon Stock would have 
sung it a century earlier. See Frances Andrew, The Other Friars: The Carmelite, Augustinian, Sack 
and Pied Friars in the Middle Ages (Woodbridge: The Boydell Press, 2006): 52. 
323 Copsey, “Simon Stock,” 652-653. 
324 Described by Jordan of Saxony, Libellus 57, in Saint Dominic: Biographical Documents, ed. By 
Francis C. Lehner, O.P. (Washington, D.C.: The Thomist Press, 1964): 50. 
325 Copsey, “Simon Stock,” 666-667. Hornby instead cited a sermon preached in 1342 at the Feast 
of Our Lady’s Conception by Richard Fitzralph, Archbishop of Armagh, in which he discussed 
the Carmelites’ habit as referring to the Feast. See J.P.H. Clark, “A Defense of the Carmelite Order 
by John Hornby, O. Carm., AD 1374,” in Carmelus 32 (1985): 83. For the Dominican habit, see 
Cordelia Warr, Dressing for Heaven: Religious Clothing in Italy, 1215-1545 (Manchester and New 
York: Manchester University Press, 2010). 
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habit.326 The legend, along with the cult of Simon, continued to spread and 

develop throughout the 15th and into the 16th century.327 

A similar emphasis on the assurance of salvation for those affiliated with 

the Carmelites comes from the bolla sabatina, said to have been issued by John 

XXIII in 1322. On the Saturday following their deaths, the Virgin would free their 

souls from Purgatory and escort them to heaven, if they had faithfully followed 

conditions of chastity, abstinence from meat on Wednesdays and Saturdays or 

other sacrifice, and daily recitation of the office of the Blessed Virgin. This 

practice, however, seems instead to have been a 15th-century Sicilian invention. 

Ludovico Saggi has suggested that it developed in emulation of the Franciscan 

Porziuncola indulgence.328 A rare 15th-century illustration of the sabbatine 

privilege is found at the beginning of the Necrologium of the Florence Carmine.329 

(Fig. 140) 

The Carmelites’ claim to special connections to the Virgin understandably 

ruffled the feathers of rival orders also professing Marian devotion. The tensions 

came to a head in 1374 in Cambridge when the Dominicans argued that the 

Carmelites were an invalid order that should have been suppressed after the 

Fourth Lateran Council of 1215. They also claimed that the Carmelites were 

founded to honor Mary of Egypt, rather than the Virgin Mary. Dominican John 

                                                
326 Copsey, “Simon Stock,” 667-668. 
327 Simon Stock was not frequently represented in Carmelite artwork. One notable exception, 
however, is Mattia Preti’s painting of the Virgin presenting Simon with the scapular in Santa 
Maria del Carmine in Naples. 
328 Frances Andrews, The Other Friars, 33-34, and Ludovico Saggi, “Il testo della “bolla sabbatina,” 
in Carmelus 13 (1966). 
329 BNCF Conventi Soppr. c. 5 786, frontispiece.  
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Stokes and Carmelite John Hornby engaged in a debate on the matter.330 The 

Carmelites were victorious and continued to spread their historical narrative of 

devotion to the Virgin. 

Shortly thereafter, a detailed explanation of their Marian ties appeared. 

Sometime after 1379, Philip Ribot, in his Institution of the First Monks, wrote a 

justification of the Carmelites’ invocation of the Virgin Mary in their name.331 In 

this narrative, the Carmelites’ affinity to Mary began with their shared vows of 

virginity. Ribot writes from the perspective that the Carmelites had existed on 

Mt. Carmel since the days of Elijah. As affiliates of Elijah, who was believed to 

have ascribed to a life of chastity, the Carmelites were among the first to embrace 

voluntary virginity. These early brothers knew the prophecy that a baby girl 

would be born, free of sin, and that she would bear the son of God, while 

embracing virginity throughout her life. They revered her because she was 

among the first women to profess a life of virginity.332 

Ribot acknowledges that the hermits on Mount Carmel were not known as 

the brothers of the Blessed Virgin prior to her birth, but adopted the title during 

the time of the apostles. By 83AD, however, he says that they had built a chapel 

                                                
330 John Stokes also objected to the Carmelites for being “binomines,” named after both Mount 
Carmel and the Virgin, arguing that they should instead be known as Albertini, after Albert of 
Jerusalem, because he issued their rule. Clark, “A Defense,” 91-93. 
331 Ribot claimed to base his work on four early Carmelite texts that he compiled. Recent 
scholarship suggests, however, that Ribot was the sole author due to the fact that the texts he 
includes are not cited by contemporaneous authors. See Richard Copsey, “Instroduction,” in 
Felip Ribot, The Ten Books on the Way of Life and Great Deeds of the Carmelites (Faversham and 
Rome: Saint Albert’s Press and Edizioni Carmelitane, 2005): xiii-xiv. 
332 Ribot, The Ten Books, 88. 
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on Mount Carmel dedicated to God and in honor of her, commemorating the 

vision of the “little cloud.”333 

2. Carmelite Liturgy 

Though the Carmelites were claiming more than a millennium of devotion 

to the Virgin, they were of course not alone in their veneration of her. In addition 

to the Franciscan, Dominican, and Servite orders who revered her there were 

additional orders in the 13th century that no longer survive, such as the Fratres 

Ordinis Beatae Mariae Matris Christi, better known as the Pied Friars.334 Through 

their liturgy the Carmelites both associated and disassociated themselves with 

these other mendicant orders. The Carmelite liturgy transformed from an Eastern 

liturgy to one heavily influenced by the Dominicans during their period of 

“mendicantization” in the middle of the 13th century, to a revitalized Carmelite 

one based on that of the Church of the Holy Sepulchre around 1312, when the 

Carmelites seem to have felt the need to differentiate themselves from the 

Dominicans.335 Yet the prominence of devotion to the Virgin was less an imitation 

of the church of the Holy Sepulchre than a manifestation of Carmelite 

additions.336 

                                                
333 Ribot, The Ten Books, 89-91. 
334 This order, about which little is known, seems to have begun in Marseilles, been approved by 
Alexander IV in 1257, and boasted at least 14 houses by 1274 and the Second Council of Lyon, 
after which they were ultimately suppressed. Staring 50. See also Frances Andrews, The Other 
Friars, 224-230. Andrews discusses the evolution of the name of the order, saying that the 1257 
papal letter of Alexander IV referred to them as the “friars of the blessed Mary of 
Areno…commonly called servants of Holy Mary, Mother of Christ,” a title dually confused with 
the Servites’ and the Carmelites’. The title “Pied Friars” developed from the white habit and 
black scapular they wore, bringing a magpie to mind. 
335 Archdale A. King, Liturgies of the Religious Orders, (London, New York, Toronto: Longmans, 
Green and Co., 1955): 254. 
336 King, Liturgies, 258. 
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The 13th-century Dominican ordinal of Humbert of Romans included four 

feasts of the virgin: the Purification (February 2), the Annunciation (March 25), 

the Assumption (August 15), and her Nativity (September 8). Carmelites had 

celebrated the feast of the Assumption since their early years in the West; it was 

celebrated at Aylesford as early as 1248.337 They began celebrating the feast of the 

conception of the Virgin (December 8) in 1306, the first order, along with the 

Franciscans, to celebrate this feast.338 After 1312 they created a Marian festival by 

realigning the feasts of the Purification and Annunciation to fall on successive 

days.339 Further, the constitutions of 1324 indicated that daily mass should be 

said for the Virgin, and that the salve regina should be sung after the canonical 

hours.340 The Carmelites adopted the Feast of the Three Marys in 1342 and in 

1393 became early official recognizers of the feast of the Visitation on July 2. They 

also adopted the celebration of the Presentation of the Virgin.341 In the second 

half of the 14th century they added the feasts of the conception.342 In 1376 prior 

general Bernard Oller deemed the feast of the Assumption, the Festum 

                                                
337 Arie Kallenberg, “The Feast of Our Lady of Mount Carmel in the Liturgical Tradition of the 
Order,” in Carmelus 47 (2000), 9. 
338 The Carmelites’ support and defense of the Immaculate Conception did not become apparent 
until John Baconthorpe’s writings several decades later. Frances Andrews 53. Kallenberg, “The 
Feast of Our Lady,” 11. 
339 Jotischky, The Carmelites and Antiquity,” 33-34, who cites Geagea, Maria, 138-9, 160-1, 165-6. 
340 King states that the salve regina does seem to have appeared in the liturgy around 1260, and 
that by 1265 the Carmelites in Toulouse were known to sing it, although it was not directed to be 
said after mass at this time. See King, Liturgies, 278, 318-319. 
341 James Boyce, Praising God in Carmel: Studies in Carmelite Liturgy (Washington, D.C.: The 
Carmelite Institute, 1999): 19. The Feast of the Three Marys was especially popular in the south of 
France. 
342 King, Liturgies, 362-363. The Carmelites would eventually become second only to the 
Franciscans in promotion of the Immaculate Conception. King, 277. 
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Confratrum, the patronal feast of the order.343 They also demonstrated devotion to 

St. Anne; her feast was included in Sibert de Beka’s liturgy.344 

 As Kevin Alban has pointed out, while the Carmelites professed 

enormous devotion to the Virgin and included her generously in their liturgy, 

their devotional practices, particularly those of lay patrons, differed little from 

those of other orders. From his study of English convents, he determined that 

Carmelite emphasis on the Virgin was, however, of extreme importance for the 

structure of the order and its reception by the rival orders.345 In Italy too, little 

concrete evidence from the 13th and 14th centuries suggests unique practices of lay 

devotion to the Virgin in Carmelite churches, however, presumably, the esteem 

for images for which we have later evidence began in this period.  

3. Carmelite Churches 

The prevalence of the Virgin within the Italian Carmelite churches is most 

readily seen in their names; a huge number are dedicated to “Santa Maria,” and 

quite often, “Santa Maria del Carmine.”346 The images of the Virgin that the 

Carmelites displayed in these churches were part of long traditions of Marian 

representation. Some imagery was closely aligned with that being produced 

contemporaneously by and for the other mendicant orders in the west; 

                                                
343 Kallenberg, “The Feast of Our Lady”, 9. 
344 Jane Ackerman, “Stories of Elijah and Medieval Carmelite Identity,” in History of Religions 35 
(1995): 143. Legend states that the Carmelites had, in Biblical times, moved near the gate/church 
of St. Anne in Jerusalem (near what is today called the Lion Gate) where they could observe 
Jesus. See also James Boyce, “The Office of St. Anne in the Carmelite Liturgy,” in Carmelus 52 
(2005): 169.  
345 Kevin Alban, “The Character and Influence of Carmelite Devotion to Mary in Mediaeval 
England,” in Maria: A Journal of Marian Studies 1 (2001): 87. 
346 Notable exceptions include Siena (San Niccolò), Prato (San Bartolomeo), and Rome (San 
Martini ai Monti). In cases such as these, the Carmelites took custody of pre-existing churches 
and did not change the dedication.  
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Carmelites enlisted notable local artists to create frescoes and altarpieces 

depicting the Virgin. She is at the center, for example of the polyptychs by Pietro 

Lorenzetti in Siena and Masaccio in Pisa. The cappella maggiore of the Florence 

Carmine was frescoed by Agnolo Gaddi with narratives from her life.347  

Also within Santa Maria del Carmine in Florence was a chapel dedicated to the 

Assumption of the Virgin, frescoed in 1349 by Spinello Aretino.348 The August 15 

feast of the Assumption had long been important to the Carmelites, as seen in 

their liturgy. For this feast, the Carmelites made processions, as observed by the 

rite of the Holy Sepulchre.349 The Assumption of the Virgin was also prominently 

represented in an image in San Niccolò del Carmine in Siena. This image, 

rediscovered during 19th-century restorations of the church, is an altarpiece 

painted not on a panel placed within a frame, but frescoed directly onto the 

wall.350 (Fig. 76). In it, the Virgin is being received into heaven, rising above her 

open tomb. John the Evangelist stands at the bottom of the painting, near the 
                                                
347 Ugo Procacci, “L’incendio della Chiesa del Carmine del 1771,” in Rivista d’Arte 14 (1932): 176. 
348 Located in the east transept next to the chancel, its patron was Leonardo Ferrucci. The bequest 
for construction was made in 1344, and the frescoes followed five years later. Vasari attributed 
the frescoes to Spinello. Leonardo Ferrucci died in 1374 and the chapel later passed to the 
Compagnia del Crocifisso e di Sant’Alberto Bianco. Procacci, 175. A later chapel of the 
assumption, under the patronage of the Bruneschi family, was constructed in 1575 and had a 
tavola by Girolamo Macchieti representing the Virgin Assunta. The painting was placed in the 
Corsini chapel and later destroyed. Procacci, “L’incendio,” 163.  
349 King, “Liturgies,” 249. The Carmelites at San Giuliano in Rome prepared perfumed water each 
year for the washing of the Acheiropoieta of Christ that occurred during the last stop of the 
procession of the Assumption on August 15. Ferruccio Lombardi, Roma: Le Chiese Scomparse 
(Rome: Fratelli Palombi Editori, 1996): 65. The feast of the Assumption was a heavily celebrated 
one in and out of Carmelite contexts – for example, the cathedral of Siena bore the dedication 
“Maria Assunta,” and the Assumption was represented there on the monumental stained glass 
oculus. Assumption images were also created for the hospital Santa Maria della Scala, across the 
piazza from the Duomo. For the Duomo, see Die Kirchen von Siena 3. The Assumption was also a 
key element of the Duomo in Montepulciano, for a time a subject town of Siena. The altarpiece of 
the Duomo, painted by Taddeo di Bartolo, featured the Assumption in the central panel. See 
Diana Norman, Siena and the Virgin: Art and Politics in a Late Medieval City State (New Haven and 
London: Yale University Press, 1999): 186. 
350 Vittorio Lusini, La Chiesa di S. Niccolò del Carmine in Siena (Siena: Tip. Pontificia S. Bernardino, 
1907): 13-14. 
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front of the tomb, and she leaves her belt behind with him.351 Also on the ground 

are St. Lucy and St. Catherine of Alexandria. The dating of this fresco is 

uncertain. Vittorio Lusini believed it could have been the work of Pietro 

Lorenzetti, based on similarities to a work the artist had painted for Santa Maria 

della Scala.352 Bernard Berenson expressed the possibility of this work having 

been made by Gualtieri di Giovanni, though the poor condition of the fresco 

made attribution problematic.353 The Assumption is also represented in the 

Carmelite Missal, created for the London Whitefriars and today in the British 

Library, which emphasizes the order’s special relationship with Mary.354 Five 

Marian feasts are represented in the large initials of the manuscript, the 

Purification, Annunciation, Death and Assumption, Nativity, and Conception.355 

                                                
351 Though common, and though the cintola itself resided in Prato, it seems likely that the 
Carmelites would have assumed a symbolic similarity between the passing down of the Virgin’s 
belt and Elijah’s passing of his mantle to Elisha. 
352 Lusini, di S. Niccolò, 14.  
353 Bernard Berenson, “Quadri Senza Casa, Il Trecento Senese,” in Dedalus XI (1930): 336-338. See 
also Berenson, Homeless Paintings of the Renaissance (Bloomington: Indiana University Press, 
1969): 35. Interestingly, in the predella of Sassetta’s Arte della Lana altarpiece, the background of a 
panel depicting the miracle of the host reveals a similarly-shaped painting of the Assumption. 
Like the Carmine fresco, Sassetta’s image is situated into a round-topped niche. For this 
altarpiece, see Machtelt Israëls, “Sassetta’s Arte della Lana Altar-Piece and the Cult of Corpus 
Domini in Siena,” in The Burlington Magazine, 143 (2001), and “Altars on the street: the wool 
guilde, the Carmelites, and the feast of the Corpus Domini in Siena (1356-1456) in Renaissance 
Studies 20 (2006). For the connection to the Carmine fresco, see Henk van Os, Sienese Altarpieces, 
1215-1460: form, content, function (Gronignen: Bouma’s Boekhuis, 1984): 181-183. A similar 
composition of an Assumption scene, though on panel rather than in fresco, is Andrea di 
Bartolo’s c. 1390s Assumption of the Virgin with St. Thomas and Two Donors (Ser Palamedes and his 
son Matthew), today in the Virginia Museum of Fine Arts (54.11.3). We can also look to Luca di 
Tommè’s 1362 Assumption of the Virgin in the Yale University Art Gallery 
354 See Margaret Rickert, The Reconstructed Carmelite Missal: an English Manuscript of the late XIV 
century in the British Museum (London: Faber and Faber, 1952), Kathleen Scott, Later Gothic 
Manuscripts, 1390-1490) (London: Harvey Miller, 1996), and Valerie Edden, “A Fresh Look at the 
Reconstructed Carmelite Missal: London, British Library MS Additional 29704-05,” in Imagining 
the Book, ed. Stephen Kelly and John J. Thompson (Turnhout: Brepols, 2005). 
355 Three Carmelite feasts celebrated from 1393, the Visitation, the Presentation of Mary, and the 
Mary of the Snows, were not represented in the Missal, which led Margaret Rickert to assume an 
earlier date for the Missal. 
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4. Carmelite Painting and the East 

In tandem with the proclamation of their eastern origins through the 

liturgy of the Holy Sepulchre, Carmelite churches contained Marian imagery that 

provided a strong visual connection not to their current mendicant existence, but 

to their roots in the Holy Land, as referenced in Arnold de Trenqua’s Toulouse 

chronicle. In some cases, this imagery was produced abroad, and brought to the 

west (though whether brought by Carmelites such as William Anesia or simply 

acquired by them remains a mystery), and in other cases it was produced in the 

west to resemble imagery made in the east. Either way, I will argue that this 

imagery served the important purpose of announcing the Carmelites’ own Holy 

Land provenance. Probably once found throughout Europe, these works survive 

today in some concentration the churches of central Italy. Though little definitive 

information survives of their use and reception in the 13th century, evidence from 

later centuries is helpful in hypothesizing the meaning that they might have 

communicated to medieval audiences.  

Though neither created for, nor in, western Europe, an important, yet 

mysterious, painting provides an excellent illustration of the connection between 

the Carmelite order and its patroness. This painting comes from the church of 

Saint Kassianos in Nicosia, Cyprus. (Fig. 141). More than 2m tall and 1.5m wide, 

it consists of 16 small narrative scenes surrounding a large central image of the 

Virgin Mary. At her feet are 10 Carmelite brothers, recognizable by their habit. 

Carmelites are also visible in a small narrative image on the upper left side of the 

panel, though the specific event taking place is not decipherable. Indeed, due to 

the state of conservation, none of the narrative scenes have been satisfactorily 
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explained, and Latin inscriptions on each are not legible.356 Equally mysterious is 

the image of the Virgin, which, as Jaroslav Folda has pointed out, references 

multiple iconographies – Mary as the queen of heaven, as a miracle worker, the 

hodegetria, and the Madonna della Misericordia.357 Michele Bacci has proposed 

that the panel was a cross between two celebrated images in Constantinople: the 

hodegetria and the Madonna orante della Blacherne.358 Folda suggested that the 

intent behind the representation of the large, golden virgin might have been to 

illustrate a painted statue, and that her protection of the Carmelites might have 

been the foremost miracle of the cycle.359 The idea that the Nicosia panel 

represents an image of an image – a cult statue of the virgin – is an intriguing 

one, and perhaps will be confirmed or denied with further study of the panel, 

especially transcription of the Latin captions. There is, however, no evidence of 

early Carmelite use of cult statues, and the order never developed a strong 

sculptural tradition.360 

                                                
356 At the time of writing (2016) this image was undergoing conservation work. It is hopeful that 
this work will render at least some of the inscriptions legible. I am grateful to Jaroslav Folda for 
bringing this to my attention. 
357 Jaroslav Folda, “Icon to Altarpiece in the Frankish East: Images of the Virgin and Child 
Enthroned,” in Italian Panel Painting of the Duecento and Trecento, ed. Victor Schmidt (New Haven 
and London: Yale University Press, 1998): 135. See also Jaroslav Folda, “Crusader Art in the 
Kingdom of Cyprus, 1275-1291, Reflections on the State of the Question,” in Cyprus and the 
Crusades, ed. Nicholas Coureas and Jonathan Riley Smith (Nicosia: Cyprys Research Center, 
1995): 218ff. 
358 Michele Bacci, Il pennello dell’Evangelista: Storia delle immagini sacre attribuite a san Luca, (Pisa: 
Gisem Edizioni ETS, 1998), 219. 
359 Folda, “Icon to Altarpiece,” 135, and “Problems in the Iconography of the Art of the Crusaders 
in the Holy Land: 1098-1291/ 1917-1997,” in Image and Belief: Studies in Celebration of the Eightieth 
Anniversary of the Index of Christian Art, ed. Colum Hourihane (Princeton: Princeton University 
Press, 1999): 17.  
360 The Carmine Maggiore in Palermo contains a dossal from 1492 painted by Tommaso de 
Vigilia which depicts a central image of the Madonna del Carmelo surrounded by scenes from 
the lives of the first Carmelites on Mount Carmel, including the approval of the Rule. 
http://www.carmel.asso.fr/-Le-culte-marial-.html 
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Folda has also discussed the stylistic hybridity of the Nicosia altarpiece; 

the virgin has Byzantine characteristics, and the narrative scenes are “Frankish” 

in style. He defines this piece as Crusader art, a hybrid that would appeal to both 

Eastern and Western beholders.361 A fruitful way to further this discussion is the 

consider the central image as a Madonna della Misericordia, a theme that has 

been traced to the second quarter of the 13th century. The Dialogus miraculorum, 

written by Cesarius of Hesterbach around 1220-1230, contains a description of a 

vision experienced by a Cistercian monk. In heaven, the monk recognized 

members of every monastic order except his own, and questioned the Virgin 

why. The Virgin replied that as she loved the Cistercians best, she kept them 

closest to her, and opened her mantle to reveal them clustered underneath.362  

Visual representations of the Virgin shielding the faithful under her mantle were 

rare through the first half of the 14th century. The first known reference to an 

image of this type is from the 1260s – a Roman confraternity known as the 

“raccommandati alla Vergine” are said to have possessed a banner illustrating 

the members underneath the Virgin’s mantle.363 

Later images of the Madonna della Misericordia depict the Virgin 

spreading her arms to reveal members of the faithful clustered below both sides 

of her mantle. The Carmelites in the Nicosia painting gather at the right knee of 

the seated Virgin, who holds the gathers of her robes above them, as if to offer 

shelter. Although not a full-fledged misericordia image, it brings to mind Duccio’s 
                                                
361 Folda, “Problems,” 16-17. He notes that there was no iconographic tradition of the miracles of 
the Virgin in Byzantine Art.  
362 See James Stubblebine, Duccio di Buoninsegna and his School, Vol. 1 (Princeton: Princeton 
University Press, 1979): 20. 
363 Stubblebine, Duccio, 20. 
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Madonna dei Francescani, also hailed as a prototypical representation of the 

Madonna della Misericordia.364 (Fig. 142) The terminus post quem for the Nicosia 

panel is 1287, due to the presence of the white cappa worn by the friars, which 

they had adopted that year in replacement of their striped habit. Though on a 

much less monumental scale, the Madonna dei Francescani is similar to the Nicosia 

panel in that three Franciscans kneel at Mary’s right knee as she raises her mantle 

above them. What kind of precedent might have existed for this iconography? 

And could there be any connection between these images? 

According to a Sienese legend, during the Battle of Montaperti in 1260, a 

thick white cloud hung over the Sienese troops, offering them protection during 

the battle. Some interpreted this cloud as the mantle of the Virgin, to whom the 

city had offered itself the night before.365 Though probably not related to this 

legend, Duccio’s representation of the Madonna dei Francescani was executed 

within the climate of intense Sienese devotion to the Virgin. While the 

Franciscans did not profess the same affiliation with the Virgin as did the 

Carmelites, Servites, or even the Dominicans, representations of donor figures at 

                                                
364 It is worth pointing out here that an image of the Misericordia was positioned above the tomb 
of the laudesi confraternity in Florence. See Ursula Betka, “Marian Images and Laudesi Devotion 
in Late Medieval Italy, cs. 1260-1350,” (Ph.D. diss., University of Melbourne, 2001): 59. The 
Madonna dei Francescani is unanimously attributed to Duccio, but scholars have proposed a 
wide range of dates for its completion. The current consensus is largely that this works dates 
from early in Duccio’s career, perhaps around 1280 – some 30 years before he completed the 
Maesta. Stubblebine dated it to before 1280, during Duccio’s early career. See Stubblebine, Duccio, 
20. The provenance of this painting is also uncertain. It arrived at the Siena Pinacoteca in 1842, 
but nothing further is known, though a Franciscan provenance can reasonably be assumed. 
365 Stubblebine, Duccio, 20, and Curt H. Weigelt, Sienese Painting of the Trecento (New York: Hacker 
Art Books, 1974).  
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the foot of the Virgin were widespread, and the representation of a friar as that 

donor or supplicant was not uncommon.366 

Most discussions of the Madonna dei Francescani veer into evaluations of 

hypothetical “influences” on Duccio. James Stubblebine points out that the use of 

a “cloth of honor” behind the Virgin in lieu of a full throne might indicate 

Duccio’s familiarity with contemporary French manuscript illustration.367 John 

White also drew comparisons to northern manuscripts, citing in particular the 

Missal of Henry of Chichester, in which a Dominican friar kneels before a seated 

Virgin and child. He also refered to Byzantine manuscripts depicting the Magi at 

the foot of the Virgin.368 The paths of cultural exchange beyond the Alps and the 

Adriatic are clear for 13th-century Tuscany, and Duccio could easily have seen 

works from France and Byzantium, even if it is unlikely that he ever traveled 

there himself.369 Florens Deuchler, however, does not discount the possibility that 

Duccio could have journeyed to the eastern Mediterranean. He notes 

compositional similarities between the Madonna dei Francescani and a fresco at the 
                                                
366 Stubblebine cites an image by a follower of Guido (now in Krakow) of Francis and Clare at the 
Virgin’s foot. Stubblebine, Duccio, 21, n. 13. Another example is the Madonna and Child with St. 
Francis, c. 1285 now in the Allen Memorial Art Museum at Oberlin College (1945.9), and Virgin 
and Child with Saints Dominic and Francis, c. 1280-90 at the Yale University Museum of Art 
(1871.4). For the Oberlin image, which is sometimes attributed to Duccio, see Andria Derstine, 
“Madonna and Child with St. Francis, ca. 1285,” in Sanctity Pictured; the Art of the Dominican and 
Franciscan Orders in Renaissance Italy, ed. Trinita Kennedy (Nashville and London: Frist Center for 
the Visual Arts and Philip Wilson Publishers, 2014): 114-115. For the Yale image, see Joanna 
Cannon, Religious Poverty: Visual Riches: Art in the Dominican Churches of Central Italy in the 
Thirteenth and Fourteenth Centuries, (New Haven and London: Yale University Press, 2013): 208.  A 
slightly later example, probably from the 1360s, depicts a kneeling Augustinian. It is attributed to 
the circle of Jacopo di Mino del Pellicciaio and is today in the Wallraf-Richartz-Museum & 
Fondation Corboud in Cologne. See Victor M. Schmidt, “A Fourteenth-Century Sienese Triptych 
in the Wallraf,” in Wallraf-Richartz-Jahrbuch, 76 (2015): 19-33. 
367 Stubblebine, Duccio, 19. 
368 John White, Duccio: Tuscan Art and the Medieval Workshop (London: Thames and Hudson, 
1979): 54. 
369 White points out that there is no evidence that Duccio or any other Tuscan artist traveled to 
Byzantium. White, Duccio, 55. 
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church of Asinou in Cyprus depicting donors at the feet of the Virgin. Deuchler 

argues that this painting was the work of a western artist, based on the figures of 

the donors and dates it to c. 1300, based on the clothing. Though not identical in 

composition to the Madonna dei Francescani, (due to the placement of one of the 

donor figures) the Virgin lifting the mantle just on her right side to accommodate 

the devotees is echoed in both images.370 Deuchler hypothesizes that, even if 

Duccio did not travel to the east, that the Madonna dei Francescani and the Asinou 

fresco might have stemmed from a common model.371 Asinou, it is worth noting, 

is in close proximity to Nicosia, making a plausible connection between the apse 

image, the Nicosia image, and Duccio.  

The Nicosia panel with its Carmelite devotees and narrative scenes of the 

life of the Virgin is a near-unicum in the early Carmelite tradition. The Carmelite 

Marian dossal never became a common form in Italy, although it was popular to 

some degree in Sicily around the end of the 15th century. In Santa Maria del 

Carmine in Palermo, a dossal painted in 1492 by Tommaso di Vigilia and his 

workshop depicts a central panel of the Virgin, holding the Christ child, with 

small figures of Carmelites at her feet (though not under her robe, as in the 

Nicosia example). She is flanked to the left and right by four vertically stacked 

scenes which were once labeled with the inscription “hanc visionem vidit atque 

approbavit Joannes papa vicesimus secundus.”372 A very similar painting in 

                                                
370 Florens Deuchler, Duccio (Milan: Electa Editrice, 1984): 42. 
371 Deuchler, Duccio, 25. 
372 Christa Gardner von Teuffel, “The Carmelite Altarpiece (circa 1290-1550): The Self-
Identification of an Order,” in Mitteilungen des Kunsthistorischen Institutes in Florenz, 57 (2015): 27. 
See also Maria Concetta Di Natale, Tommaso di Vigilia (Palermo: Italo-latino-americana Palma, 
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Corleone, completed in the 1530s, clearly depicts Albert, Angelo, Simon Stock 

(shown receiving the scapular), and another Carmelite saint at the Virgin’s feet. 

(Fig. 143) The inscriptions of this altarpiece survive in better condition, and refer 

to Mary and John XXII and the Sabbatine Bull – a clear indication of Marian 

privilege.373 A third Sicilian dossal, painted by Andrea Pastura in 1501, survives 

in Catania.  

5. Images of Mary in the West 

It cannot be overstated that the Carmelites were not alone in their 

investment in the veneration of the Virgin Mary. For instance, the full name of 

the Servite order, founded in Florence in the 1230s and officially approved the 

following decade, is the Order of the Servants of Mary. The Servites are 

responsible for an important Marian image - Coppo di Marcovaldo’s Madonna del 

Bordone for Santa Maria dei Servi in Siena, painted in 1262.374 (Fig. 144) A full-

length image of the Virgin and Child, the Madonna del Bordone takes the form of 

the hodegetria, rather than the frontal sedes sapietiae. A large painting, at more than 

two meters tall, this work would have garnered much admiration. The Sienese 

Servites commissioned this image in the early phases of construction on their 

                                                
1974), who sites Giacchino Di Marzo, La pittura in Palermo nel Rinascimento, (Bologna: A. Forni, 
1899) for the inscription. 
373 Gardner von Teuffel, “The Carmelite Altarpiece,” 28.  
374 Much has been made of the chronological proximity of this painting to the Battle of 
Montaperti the previous year, not least the possibility that Coppo, a Florentine, could have been 
held prisoner by the Sienese. Connections have also been made to the city of Siena’s self-
dedication to the Virgin the night before the battle. For an interpretation of the civic implications 
of this painting, see Rebecca W. Corrie, “The Political Meaning of Coppo di Marcovaldo’s 
Madonna and Child in Siena,” in Gesta 29 (1990) and “Coppo di Marcovaldo’s Madonna del 
bordone and the Meaning of the Bare-Legged Christ Child in Siena and the East,” in Gesta 35 
(1996). A similar work for the Servites at Orvieto is often attributed to Coppo but some scholars, 
including Miklos Boskovits and Jaroslav Folda, have cast doubt on this. See Boskovits, “The Art 
of Coppo di Marcovaldo,” in The Origins of Florentine Painting: 1100-1270 (Florence: Giunti 
Gruppo Editoriale): 116ff and, and Folda, Byzantine Art, 180-185. 
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church, rightly raising the question of why they would privilege funding a 

painting over their building. Gianna Mina suggests that the Servites placed 

special emphasis on this work to distinguish themselves from the other orders, 

which did not have an elaborate image such as this, even though their churches 

might be larger.375 

Images like the Madonna del Bordone also had liturgical importance for the 

Servites. As Mina describes, the order’s constitutions, compiled around 1280, 

include guidelines for the prayer of the Salve Regina. Friars were to chant the 

first part while kneeling, and then process to an image of the Virgin Mary, where 

they were to reflect upon their baptism.376 Such a clear description of the function 

of imagery for an order is extremely important, especially for the early decades 

of the mendicants, for which much information about church decoration has 

been lost.  

Images of the Virgin were also important for the numerous lay 

confraternities affiliated with mendicant churches, many of them called laudesi or 

praise-singers, and dedicated to her veneration. The laudesi group at the Servite 

church in Siena was founded only around 1290, however they existed even 

earlier at other churches. In Siena, for example, a Franciscan confraternity of the 

Holy Virgin was founded in 1262; at the Carmine in Florence, the Compagnia di S. 

                                                
375 Gianna Mina, “Coppo di Marcovaldo’s Madonna del Bordone: political statement or 
profession of faith?,” in Art, Politics and Civic Religion in Central Italy 1261-1352, ed. Joanna 
Cannon and Beth Williamson (Aldershot: Ashgate, 2000): 246-247. Indeed, the Sienese 
mendicants did not deeply engage with altarpieces until at least the following decade. 
376 Mina, “Coppo di Marcovaldo,” 241. Mina also suggests that the term “bordone” refers to a 
type of melody used by laudesi singers. 244. 
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Maria di Laudi e di S. Agnese was present possibly from 1265, and the Laudesi della 

Vergine e S. Domenico are recorded at San Domenico in Siena from 1267.377  

The laudesi often possessed large images of the virgin and child, similar in 

type to Coppo’s work for the Sienese Servites. These images were located 

throughout the churches – in side chapels, on choir screens, and sometimes on 

the high altar.378 A position on the high altar would indicate a shared nature of 

the work between the confraternity and the friars of the order. For example, 

Guido da Siena’s Madonna for San Domenico in Siena, completed in the 1270s, 

was created for the high altar of the church, but likely by the laudesi of the Virgin 

and St. Dominic.379 The well-known Madonna del Popolo, today in the Brancacci 

Chapel of the Florence Carmine was likely produced in Florence between 1260-

1280 for the local confraternity of the laudesi. (Fig. 145) The official foundation of 

the Carmine in Florence was 1268, but certainly the order was present in the city 

prior to this date, and perhaps even had a small oratory, which the friars could 

have shared with the confraternity. Though the first definite mention of this 

altarpiece was 1460, when it was already located in the Brancacci Chapel, it is 

possible that a “tavola di nostra Donna” mentioned in the 1289 regulation of the 

Compagnia di Santa Maria ed Agnese was this one.380  

                                                
377 Betka, “Marian Images,” 2, 80. See also Ursula Betka, “The Laudario of Sant’Agnese in 
Florence: Compagnia, Carmelites, and the Community of Saints,” in Imagination, Books & 
Community in Medieval Europe, ed. Gregory Kratzmann (Victoria: Macmillan, 2009): 163. 
378 Betka, “Marian Images,” 9. 
379 Betka, “Marian Images,” 94. 
380 Christa Gardner von Teuffel, “The Significance of the Madonna del Popolo in the Brancacci 
Chapel: Re-Framing Assumptions,” in The Brancacci Chapel: Form, Function and Setting, ed. 
Nicholas Eckstein (Florence: Leo S. Olschki, 2007): 42.  
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The Madonna del Popolo might have been located on the high altar of the 

church prior to its consecration in 1422, although Christa Gardner von Teuffel 

suggests that the Soderini, who were patrons of the high altar from 1390, might 

have replaced it with a more modern altarpiece.381 From 1440-1460, prior to its 

location in the Brancacci chapel, the image was reported as being above the door 

leading from the church to the cloister.382 

Evidence of devotion to the image comes from a vita of Sant’Andrea 

Corsini, the famed 14th century Florentine Carmelite, written around 1440 by Fra 

Pietro da Castagna. The vita states that in the year 1300 there was a painting of 

the Virgin in the Carmine known as “Our Lady of the People” which was highly 

venerated, especially by women unable to conceive a child.383 However, this 

retrospective hagiography might not be dependable – Andrea Corsini’s mother is 

said to have been one of the women who venerated the image in hopes of 

conception.384 

Its large scale and depiction of the Madonna enthroned, along with its 

association with the laudesi, place the Madonna del Popolo within the sphere of 

similar works created locally for confraternities affiliated with other mendicant 

orders, such as Coppo di Marcovaldo’s Madonna del Bordone for the Servite 

church in Siena.  Indeed, the Madonna del Popolo has often been attributed to 

                                                
381 Gardner von Teuffel, “Madonna del Popolo,” 41. 
382 Gardner von Teuffel, “Madonna del Popolo,” 41. 
383 Cf. Megan Holmes, Fra Filippo Lippi: Carmelite Painting (New Haven and London: Yale 
University Press, 1999): 30. 
384 Megan Holmes, The Miraculous Image in Renaissance Florence, (New Haven and London: Yale 
University Press, 2013): 87-88. 
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Coppo.385 The panel originally had a pointed gable, perhaps similar to Guido da 

Siena’s altarpiece for San Domenico in Siena, but today the top of the altarpiece 

forms a semicircle.386 Restoration in recent decades removed an added solid gold 

background to reveal angels underneath. All three of these images were of the 

Crusader-inspired type, incorporating chrysography. 

In addition to its significant roles in the Carmine itself – high altarpiece, 

laudesi image, connection to Andrea Corsini – the Madonna del Popolo also 

occasionally served the city of Florence in other ways. In the 18th century 

Giuseppe Richa describes how, in 1406, spoils taken in the Florentine victory 

against Pisa were presented to the image, after the victors entered Florence 

through the San Frediano gate. Richa also described the Madonna as very old, 

and indicative of the Greek style, suggesting that it might have been brought to 

Florence by Florentines who had visited the east.387 Over time, the belief that the 

Madonna del Popolo was an authentic image from the East became increasingly 

widespread.388  

 William of Trenqua’s narrative of a miraculous icon from Mount Carmel 

sets the stage for the belief that Carmelite images of the Virgin could feasibly 

have a Holy Land provenance. Yet eastern, that is, Crusader- or Byzantine-

inspired, images in the west were far from unique to the Carmelites; icons of the 

Virgin varying in size, content, and place of origin had been displayed for 

                                                
385 As Gardner von Teuffel rightly points out, the debate over attribution is not fruitful in an 
examination of the function and reception of the image. “Madonna del Popolo,” 39. 
386 Gardner von Teuffel, “Madonna del Popolo,” 38. 
387 Giuseppe Richa, Notizie Istoriche delle Chiese Fiorentine, vol. X, (Florence: Pietro Gaetano 
Viviani, 1762): 40. Holmes, Fra Filippo Lippi, 30. 
388 Gardner von Teuffel, “Madonna del Popolo,” 42-43. 
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centuries on the Italian peninsula and elsewhere in Europe. Many of these, like a 

number of the Carmelite Madonnas, were attributed to the hand of St. Luke.389 In 

Rome alone, celebrated icons were located in Santa Maria Maggiore, the 

Pantheon/Santa Maria ad Martyres, Santa Maria Nova/Santa Francesca Romana 

(transferred from Santa Maria Antiqua), Santa Maria in Trastevere, and Santa 

Maria del Rosario (transferred from San Sisto).390 The Pantheon, Trastevere, Santa 

Maria Maggiore, and Santa Francesca Romana images depict both the Madonna 

and Child, while the others depict only the Virgin. The common denominator is 

that all, with the exception of that at Santa Maria in Trastevere image, are half-

length figures. 

The Madonna of San Sisto was identified as a work of Saint Luke as early 

as 1100. Its first known location is the Monasterium Tempuli, then it was moved 

to the convent of San Sisto, and is today at Santa Maria del Rosario on Monte 

Mario. The icon may be an import from the east.391 It is a representation only of 

the Virgin, with no Christ Child present. Yet the Virgin, raising her hand, seems 
                                                
389 In the 5th century an icon said to have been painted by St. Luke was brought to Constantinople 
and placed in the Hodegon Monastery, thus becoming known as the Hodegetria. This icon was 
the basis for countless copies in the east and west, many of which became famous in their own 
right and were also attributed to Luke, as in the case of many of several of the Carmelite images. 
For the origins of St. Luke as an artist, see Hans Belting, Likeness and Presence: A History of the 
Image before the Era of Art (Chicago and London: The University of Chicago Press, 1994): 57-59 and 
Michele Bacci, Il pennello dell’evangelista.  
390 Most of these were exhibited together in 1988 in Santa Maria Maggiore and again in 2000 in the 
Palazzo delle Espozizioni. The suggested dates for most of these images, including the San Sisto 
icon, range from the 6th to the 8th centuries. The Santa Maria Nova icon dates to the 6th-7th 
centuries, and the Pantheon Madonna probably dates to the early 7th century. The Pantheon is 
said to have received the icon on the occasion of the dedication of the church to the Christian 
martyrs. It is not known if the work is eastern or western. For these images, see Gerhard Wolf, 
“Icons and sites: Cult images of the Virgin in mediaeval Rome,” in Images of the Mother of God: 
Perceptions of the Theotokos in Byzantium, ed. Maria Vassilaki (Aldershot: Ashgate, 2005). 
391 Hans Belting, “Icons and Roman Society in the Twelfth Century,” in Italian Church Decoration 
of the Middle Ages and Early Renaissance, ed. William Tronzo (Bologna: Nuova Alfa Editoriale, 
1987): 31. See Wolf, “Icons and Sites,” 40. He suggests, citing Carlo Bertelli without further 
reference, that the image might have been a pre-iconoclast Hagiosoritissa. For the replicas, see 
Belting, Likeness and Presence, 72. The image might have been imported early on from the East 
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to communicate with an absent figure, and was occasionally brought to the 

Lateran and positioned opposite an icon of Christ there.392 Though she was 

displayed there as if in communication with her son, the Virgin could also be 

interpreted as being in dialogue with the viewer. She became known as the 

Madonna Advocata, advocating on behalf of the Roman people. 

 Significant here is the fact that San Sisto, her late medieval home, had 

become a Dominican nunnery in the 1220s. Thus a powerful image for the 

Roman people bore a connection to a powerful mendicant order. The Madonna 

of San Sisto became a prototype for numerous copies, among them at the convent 

of Santa Maria di Campo Marzio, which consisted of two churches, San Gregorio 

Nazianzeno and Santa Maria, both of which acquired copies, and the monastery 

of Sant’Alessio on the Aventine Hill.393 The most famous San Sisto copy, 

however, was made in the first half of the 12th century for Santa Maria in 

Aracoeli, when Benedictines still possessed the church. After the Franciscans 

moved to the Capitoline in 1249, however, the order ascribed even greater 

significance to the icon. To compete with their rivals, the Dominicans, the 

Franciscans asserted that their icon was the original painted by St. Luke.394 The 

little information that survives on the Benedictine church on the Capitoline does 

not mention the icon, though scholars believe it may have been located on the 

altar of Augustus, on the site of the present left transept, below the chapel of 

                                                
392 She was sometimes brought to the Lateran, and positioned near the icon of Christ. Belting, 
“Icons and Roman Society,” 31. 
393 Belting, Likeness and Presence, 34. The communities at both Sant’Alessio and Campo Marzio 
had Eastern connections. 
394 Belting, Likeness and Presence, 35. 
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Saint Elena, perhaps in a ciborium.395 Today in the Franciscan Aracoeli, the icon 

sits above the high altar, which was completed in 1565. Early descriptions, such 

as a 1382 text by an anonymous Spanish Benedictine, indicate that the icon had 

been located in the center nave, in a tabernacle-like chapel constructed in 1372 for 

the burial of Francesco de Felicibus.396 

 Yet while these images brought prestige to the Roman Franciscans and 

Dominicans, they did not widely inspire other similar devotional images 

throughout the order.397 Even so, the Franciscan St. Bonaventure and the 

Dominican St. Thomas Aquinas both pointed to the authenticity of “old” images, 

sentiments echoed in a 1306 sermon preached in Florence by Dominican Fra 

Giordano da Rivalto stating that one should give “the utmost authority to images 

imported from Greece” for their accurate portrayal of biblical figures.398 An 

image painted by St. Luke was as if officially ratified by the Virgin, and thus 

orthodox. Connections to St. Luke and early Christianity were widely privileged 

by the mendicants in the 13th century, and it makes sense that the Carmelites, 

                                                
395 Giulia Tamanti and Claudia Tempesta, Basilica di Santa Maria in Aracoeli: Icona della "Madonna 
Advocata,” (Rome: Gangemi Editore, 2009): 7. 
396 Tamanti and Tempesta, Santa Maria in Aracoeli, 6. For the later positioning of the icon, see 
Kirstin Noreen, “The High Altar of Santa Maria in Araeoeli: Recontextualizing a Medieval Icon in 
Post-Tridentine Rome,” in Memoirs of the American Academy in Rome, 53 (2008): 99-128. 
397 A copy, said to be by Jacopo Torriti, exists in the Franciscan church of Santa Maria Maggiore 
in Tivoli. Similar to the Aracoeli, Santa Maria Maggiore was first a Benedictine church, given to 
the Franciscans in 1256. Amy Neff argues that an image of the Virgin on the south wall of the 
upper church at Assisi, depicted at the Deesis and the Wedding, replicates the positioning of the 
Madonna Advocata at Aracoeli. Neff, “Byzantine Icons, Franciscan Prayer: Images of Intercession 
and Ascent in the Upper Church of San Francesco, Assisi, in Franciscans at Prayer, ed. Timothy J. 
Johnson (Leiden: Brill, 2007): 375-378. Though half-length images of the Virgin were not common 
among the Dominicans, exceptions exist, such as the Madonna della Pace at S.S. Giovanni e Paolo 
in Venice, a 14th-century work acquired in Constantinople by Venetian Paolo Morosini in 1349. 
See Belting, Likeness and Presence, 333. Franciscans and Dominicans did possess numerous other 
types of Marian images. 
398 Belting, Likeness and Presence, 305. 
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coming from the Holy Land and claiming ancient existence, could make an 

impressive claim to authentic images. 

 The images in Rome described above are only a few of the Eastern 

Madonnas that permeated medieval Europe. While most of the Roman images 

date to the first millennium, by the time the Carmelites arrived in the 13th 

century, the climate of Marian imagery was much broader. Though knowledge 

of eastern imagery was consistently present in the west, the Fourth Crusade, 

culminating in the 1204 sacking of Constantinople, was the catalyst for a new 

wave of images and relics brought back to Western Europe where artists could 

view and emulate them.399  

A common form of these images was the hodegetria, meaning “she who 

shows the way.” In half- or full-length form (as in the case of the Madonna del 

Popolo), in the hodegetria, the Virgin holds the Christ child (usually) with her left 

arm while he often holds a scroll in one hand and makes a benedictory gesture 

with the other.400 Another form was the eleusa, or the Madonna of tenderness, in 

                                                
399 For the 12th- and 13th-century presence of icons in Pisa see Michele Bacci, “Pisa Bizantina: Alle 
origini del culto delle icone in Toscana,” in Intorno al Sacro Volto: Genova, Bisanzio e il 
Mediterraneao (secoli XI-XIV), ed. Anna Rosa Calderoni Masetti, College Dufour Bozzo, Gerhard 
Wolf (Venice: Marsilio, 2007): 63-78. Artists from Byzantium also traveled westward, and 
produced works on Italian soil. See Victor Lazareff, “Duccio and thirteenth-Century Greek 
Ikons,” Burlington Magazine 59 (1931): 154-169. See also Anne Derbes, “Siena and the Levant in 
the Later Dugento,” Gesta, XXVIII/2 (1989): 190-204. 
400 Betka, “Marian Images,” 61. An example of this style is the Madonna del Voto, commissioned 
for the Siena Duomo following the 1261 Battle of Montaperti against Florence, on the eve of 
which the Sienese had presented the Virgin with the keys to the city in exchange for protection in 
battle. The victorious Sienese subsequently set about a major programme of artistic devotion to 
their patroness, the Virgin. For Montaperti, see Brad Franco, The Legend of Montaperti (Siena: Betti 
Editrice, 2012). For Siena’s relationship with and devotion to the Virgin, see Diana Norman, Siena 
and the Virgin: Art and Politics in a late Medieval City State (New Haven and London: Yale 
University Press, 1999). An earlier example is the Pisan Madonna Sotto Gli Organi. For this, see 
Michele Bacci, “Pisa Bizantina: Alle origini del culto delle icone Toscana,” in Intorno al Sacro Volto. 
Genova, Bisanzio e il Mediterraneo (secoli XI-XIV), ed. Anna Rosa Calderoni Masetti, Colette Dufour 
Bozzo, and Gerhard Wolf (Venice: Marsilio, 2007):69, and Folda, Byzantine Art, 136-137. 
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which the Madonna holding the Christ child, again usually in her left arm, while 

he cranes his face towards her, leaning his cheek against hers.  

The Carmelite images fell into both of these categories. Though often 

mentioned by scholars of the order and its churches, these icons have largely 

been given only cursory attention in light of their prevalence within the visual 

culture of the order. The scholars who mention these works often note briefly 

that the Carmelites might have displayed them to draw connections to their 

Mount Carmel provenance, but have not made broad connections to the order’s 

background and liturgy, nor have they theorized how the connections might 

have been presented to a medieval audience. The true origins of most of the 

Carmelite Marian images are unknown, as textual records of them in the 13th and 

14th centuries are few. Yet Arnold de Trenqua’s account of the Toulouse Virgin, 

along with a legend that Saint Angelo of Jerusalem brought an image of the 

Virgin, painted by St. Luke on request of St. Tecla, disciple of St. Paul, to Sicily, 

along with holy relics, reveals that early in the 14th century, these images were 

not only present in Carmelite churches, but they were believed to be authentic 

works from the East, serving as a tie to the original site on Mount Carmel.401 

Of all the Carmelite Madonnas in Italy, only one’s attribution to the East is 

generally agreed to be authentic – a small panel from San Niccolò del Carmine in 
                                                
401 This painting does not seem to survive, and as Arnold wrote 100 years after William’s 
supposed journey (which would have been among the earliest of the Carmelite migrations), the 
legend may be false. However the cult of Marian devotion at the Carmelite church in Toulouse is 
known to have been strong; in 1267 an informant of Alfonse of Poitiers reported that a 
confraternity dedicated to the Virgin had 5,000 members, male and female. See Yves Dossat, “La 
Confrerie de Notre-Dame du Mont-Carmel a Toulouse (1267-1274),” in La naissance et l’essor du 
gothique méridional au XIIIe siècle, Cahiers de Fanjeaux 9 (1974): 292. Dossat points out that this 
figure was exaggerated: “Il n’y a pas a insister sur l’exageration manifeste d’une telle estimation.” 
For St. Angelo, see Ludovico Saggi, O. Carm., S. Angelo di Sicilia (Rome: Institutum 
Carmelitanum, 1962): 114, 130. See also Jotischky, The Carmelites and Antiquity, 195 
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Siena.402 (Fig. 146) Michele Bacci has compared its appearance to a dexiokratousa 

from Chilandar, as both share a treatment of the head and disposition of the 

figure.403 Other references to Byzantine origins, and specifically the original 

Hodegetria in Constantinople, are the gold braid on the Virgin’s right arm and 

the gesture of the Christ child. The precise dating of this panel is not definite, 

though it may be from the mid-13th century. It is not known when this painting 

might have arrived at San Niccolò, though a Compagnia delle laudi di Maria 

Vergine existed at the Carmine from at least 1289, known from an indulgence 

granted in this year, attesting to possible uses for Marian images.404  

Three significant early images of the Virgin are linked to the Florence 

Carmine, only one of which, the Madonna del Popolo in the Brancacci Chapel, 

discussed above, has been the subject of intense study. The other images are 

much smaller, and not visible to the public. One of these also takes the form of 

the hodegetria. This is a small panel, 29 by 18cm, displayed inside a reliquary 

which was fashioned probably around 1500. (Figs. 147) The painting itself, 

however, has been attributed to a Veneto-Byzantine painter from the early 14th 

                                                
402 Displayed for centuries in the church, the icon is currently (2014) in a Soprintendenza 
magazzino. 
403 Michele Bacci, “Toscane, Byzance et Levant: pour une histoire dynamique des rapports 
artistiques méditerranéens aux XIIe et XIIIe siècles,” in Orient et Occident méditerranéen aux XIII 
siècle: les programmes pictraux, ed. Jean-Pierre Caillet and Fabienne Joubert (Paris: Picard, 2012): 
249. 
404 Gennaro Maria Monti, Le Confraternite Medievali dell’Alta e Media Italia (Venice: Nuova Italia 
Editrice, 1927): 233, cites MS C-VI-8 of the Communale di Siena. Jaroslav Folda suggests that this 
work could have potentially been a model for the Madonna del Voto, painted for the high altar of 
the Siena Duomo likely in the late 1260s, based on certain technical and stylistic similarities. (Fig. 
13) See Byzantine Art, 164-168. 
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century.405 Like other images of the hodegetria, the Virgin has a distinctive gilded 

fringe across her right upper arm.  

Other Carmelite images took the form of the eleusa, in which the Christ 

child nestles his cheek against the Virgin’s. More common than the hodegetria in 

Carmelite churches, Emanuele Boaga suggested that the use of the eleusa could 

be connected to a Carmelite doctrine articulated early in the 14th century by John 

of Hildesheim, which stated that the mission of the order was to love Mary as 

Jesus loved her – in this case, tenderly.406 Perhaps the most famous of the 

Carmelite Madonnas, the eleusa image known as “La Bruna,” now on the high 

altar of the Carmine in Naples, is linked to the order’s earliest presence in the 

city. (Fig. 148) Both Gabriele Monaco and Emanuele Boaga suggest (without 

elaboration) a 13th-century Tuscan provenance for the work.407  In this image the 

Virgin gazes at her son, holding him with both hands; the Christ child leans his 

cheek against his mother’s, while looking out at the viewer. With his left hand he 

grasps the border of the Virgin’s robe, and with his right, he holds her chin. 

Joanna Cannon, analyzing photographs of La Bruna taken during restoration, 

states that repainting over the centuries had altered the position of the Christ 

Child’s right hand. In the present form, he cups her chin in his hand, his thumb 

on the right side of her face with his palm facing the viewer. Originally, it seems 
                                                
405 See Edward Garrison, Italian Romanesque Panel Painting: An Illustrated Index (Florence: Leo S. 
Olschki, 1949): no. 171. Miklos Boskovitz also attributed it to a 14th-century Veneto-Adriatic 
painter in The Painters of the Miniaturist Tradition: A critical and historical corpus of Florentine 
painting, (Florence: Barbera, 1984): 208 n. 3. In 2014 Michele Bacci suggested to me that I might 
consider the possibility of this image coming from Crete. 
406 Boaga, The Lady of the Place, 181. 
407 Emmanuele Boaga, La “Bruna” e il Carmine di Napoli: Fede – Storia – Arte (Pompeii: Tipografia F. 
Sicignano): 19. Gabriele Monaco, S. Maria del Carmine detta “la Bruna:” storia, culto folklore (Naples: 
Laurenziana, 1975): 27. Monaco cites the opinion of Raffaello Causa, then superintendent of the 
Gallerie della Campagnia. 
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that his hand was turned the other way, with his thumb to the left and the back 

of his hand to the viewer – a position shared with the also heavily repainted 

Madonna in Santa Maria in Traspontina in Rome.408 (Fig. 149). 

The Traspontina Madonna was originally displayed in San Giuliano, the 

first Roman Carmelite settlement.409 San Giuliano was small, at 70 by 30 palmi, 

and had only one altar, on which were images of the Virgin and Child, San 

Giuliano, and the Carmelite Sant’Angelo, painted by the Carmelite Fra Luca di S. 

Carlo.410 Though the Carmelites remained at San Giuliano until around 1675, the 

painting was brought to Traspontina at the end of the 15th century and then 

installed in the newly-built church in 1587.411 Dating this panel is difficult due to 

the effects of many centuries of repainting and coronation. It has been dated to 

the 14th, and possibly even the 15th century.412 Is it possible, then, that it could be a 

copy of La Bruna, based on the similar composition, and particularly on the 

positioning of the Christ child’s right hand, as described above? This would 

suggest intriguing levels of visual communication between Carmine convents. 

Claudio Catena noted that numerous copies were made of this image, one at the 

                                                
408 Joanna Cannon, “Pietro Lorenzetti and the History of the Carmelite Order,” in Journal of the 
Warburg and Courtauld Institutes, 50 (1987): 21 n. 31. Cannon also notes that Garrison describes a 
third work with this composition, but not known to be from a Carmelite context, in the Chiesa 
Collezione, Milan. This painting is published in Garrison, Italian Romanesque Panel Painting, no. 
71. 
409 The Carmelites were granted Santa Maria in Traspontina in 1484 by Pope Innocent VIII, who, 
as Cardinal Cybo G. Battista, had been cardinal protector of the order, on the grounds that 
Carmelite headquarters at San Martino ai Monti were too far removed from the center of Roman 
religious life. The Carmelites took possession of the church in 1498 and began the work of 
restoring it and constructing a convent. See Claudio Catena, Traspontina: Guida Storica e Artistica 
(Rome: Tipografia “Don Luigi Guanella, 1954): 17-18. 
410 Mariano Armellini, Le Chiese di Roma dal Secolo IV al XIX, v. 2 (Rome: Ruffolo,1942): 1002. 
411 Emanuele Boaga, “Santa Maria dei Carmelitani: Note di iconografia,” in Confraternite, Chiese e 
Società: aspetti e problemi dell’associazionismo laicale europeo in eta moderna e contemporanea, ed. Liana 
Bertoldi Lenoci (Fasano: Schena Editore, 1994): 658. 
412 Joanna Cannon, “Pietro Lorenzetti,”21. 
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Chiesa delle Grazie in Palestrina, another at the Carmine in Orte, which was 

brought to Traspontina in the mid-20th century (not currently visible), and a third 

at San Martino ai Monti, in Rome.413 (Fig. 150). 

To my knowledge, no reproduction of the San Martino ai Monti image has 

been published; it has been mentioned only fleetingly by Emanuele Boaga and 

Claudio Catena. The image is dated to the end of the 13th century, concomitant 

with the Carmelites’ acquisition of the church in 1299, under Boniface VIII.414 

Now kept in the convent, the image was on the high altar of the church until 

1595, when it was replaced by a new Madonna and child by Girolamo Massei.415 

The 13th-century image is now in the convent and is neither easily examined, nor 

has it been measured.416 It has been heavily repainted, and its origins are not 

known. Boaga believed it to be from the Sienese school, while Catena wrote that 

                                                
413 Catena also noted that the convent acquired copies from the Carmelite church at Orte, in 
addition to a settecento image in “cartapesta” and an “instrumentum pacem from the late 
cinquecento.” “Traspontina,” 85. 
414 Boaga, Il Titolo di Equizio e la Basilica di S. Martino ai Monti, (Rome: Tip. dell’Orso, 1990): 15. 
Bagnari, apparently unaware of this image, suggested that the painting originally at San Giuliano 
could have been brought to San Martino upon the friars’ possession of it in 1299, prior to its 
journey to Santa Maria in Traspontina, although he expresses his uncertainty at this idea, which 
is not shared by others. See Pierluigi Bagnari, Divozioni che si practicano nella chiesa della 
Traspontina in Onore di Nostra Signora del Carmine (Rome, 1728): 4. 
415 Claudio Catena, “Note storiche sulla Nostra Basilica (San Martino ai Monti, Roma)” in La 
Madonna del Carmine (edizione di S. Martino ai Monti) (1957): vi. San Martino ai Monti has 
undergone numerous works of renovation, most notably between 1635-64 under Padre Giovanni 
Antonio Filippini, however a heavy Marian presence remains. Filippini described his lavoro in 
Ristretto dell’Antichità e Veneratione della Chiesa di Santi Silvestro a Martino di Roma (Rome: 1639). 
See also Michele Metraux, “The Iconography of San Martino ai Monti in Rome,” (Ph.D. diss., 
Boston Unversity, 1979) for an analysis of Filippini’s work. Massei’s painting is, today, to the left 
of the cappella maggiore, in the chapel of the Madonna del Carmine. The original patron of the 
chapel was Caterina de’Nobili, the wife of Count Sforza di Santafiora, then later the confraternity 
of the Carmine, now at the Tre Cannelle. The chapel was renovated between 1790-1793 under 
Andrea de Dominicis. Massei’s painting, removed from the high altar in 1793, is situated inside a 
painting of the spirits of purgatory by A. Cavallucci. Massei’s virgin received a gold crown from 
the Vatican Chapter in 1659. The gold crown was taken by Napolean’s troops in 1798 and 
replaced in 1959. See Boaga, “S. Martino,” 23-25. 
416 I am grateful to Padre Giovanni Grosso, O.Carm. for providing me with a photograph of this 
image. I have not yet been granted permission to enter the convent at S. Martino to examine the 
Madonna, nor have I been able to get dimensions for the work. 
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it was of Neapolitan origins, painted on wood from Navarra.417 In need of 

restoration, the dark, repainted panel depicts an eleusa Madonna and child, their 

cheeks pressed together. The precise pose of the two figures is difficult to 

determine. The Christ child, with his left hand, reaches for the mantle of his 

mother. His right hand, however, is not visible. Unlike La Bruna and the 

Traspontina image, he does not touch the Virgin’s chin. Without closer 

examination it will remain uncertain whether or not this image belonged to the 

same typological format as the other two images. A hole punctured in the 

painted halo of the Virgin might indicate the previous presence of an attached 

metallic halo, as in Massei’s image still in the chapel, or of a crown. 

Two additional eleusa-types are found in the Tuscan churches, one in 

Florence and one in Siena. The Florence image has received little attention.418 

(Fig. 151, Fig. 152) Ugo Procacci described the work only as from the “tarda 

scuola bizantina.”419 Garrison located the painting in the sacristy of the Carmine 

and gives its dimensions as 50cm tall by 30 cm wide.420 He dated it to the early 

14th century, and believed it to be perhaps a Dalmatian production, yet noted that 

it was heavily damaged and repainted. Garrison’s attributions are often 

                                                
417 Boaga, “Santa Maria dei Carmelitani,” 655-716. Catena, “S. Martino,” vi. Neither Boaga nor 
Catena offers evidence to support their locational attributions. 
418 It appears in Garrison, Italian Romanesque Panel Painting,” 56, no. 82, and Procaccio, 
“L’incendio,” 176, n. 3. 
419 Procacci, “L’incendio,” 176, n. 3 
420 This image is not currently in the sacristy of the Carmine, nor is there record of it in the 
Fototeca of the Soprintendenza. Studies of the Carmine from recent decades, such as Angelo 
Tartuferi, “La Testimonianze Superstiti (e le Perdite) della Decorazione Primitiva (Secoli XIII-
XV)” in Le Chiesa di Santa Maria del Carmine a Firenze, ed. Luciano Berti (Florence: Casa di 
Risparmio di Firenze, 1992), which discusses the reliquary image, do not mention this work. In 
June 2014 a friar at the Carmine confirmed to me that the painting in the reliquary was inside the 
convent, but could provide no information about this image. I hope that future investigation will 
determine its location, whether it remains in the convent or is now elsewhere. I have not been 
able to ascertain the current location of this painting and thus have not been able to examine it.  
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imprecise, and the Dalmatian assignment cannot be verified. However, due to 

stylistic elements, and to the sizing closer on par with Tuscan productions such 

as the Madonna dei Mantellini, described below, I would want to examine the 

possibility that this work is instead a local production. In contrast to the other 

Carmelite images considered in this chapter, the child is on the left side of the 

picture, held in his mother’s right arm, and tenderly presses his cheek to the 

Virgin’s.  

The final eleusa image comes from Siena and is known as the Madonna dei 

Mantellini. (Fig. 153) Its name derives from the Pian dei Mantellini, the street on 

which the church is located. According to local legend, the church in its earliest 

years had an image of the Virgin painted on its façade. This image of the Virgin 

was known for her grace to children, and out of gratitude, children decorated her 

with their mantellini. Cesare Brandi hypothesized that the name of the Madonna 

might have been transferred erroneously from the fresco on the façade to this 

painting.421  

The Madonna dei Mantellini, unlike the Byzantine hodegetria in the same 

church, engages with the viewer, looking outward instead of toward her son. She 

wears red and blue robes laced with chrysography, and a white headdress over a 

red and blue coif.422 The Christ child, also unlike the hodegetria (in which he 

                                                
421 Lusini, San Niccolò, 5, and Cesare Brandi, La Regia Pinacoteca di Siena (Rome: La Libreria dello 
Stato, 1933): 21. Girolamo Gigli repeated Tommasi’s legend in his diary, initially published in 
1723. See Girolamo Gigli, Diario Senese vol. 2 (Arnoldo Forni Editore, 1974): 26 
422 The depiction of the Virgin with a white headdress seems to be a predominantly Tuscan 
phenomenon; coeval works by artists such as Guido da Siena, Giunta Pisano (in his San Raniero 
crucifix), and Dietisalvi di Speme also depict white headdresses, as does Pietro Lorenzetti’s Pala 
del Carmine nearly 50 years later. One is tempted to look for some connection to the Montaperti 
legend of the Virgin’s white mantle in the sky as protectorate, however none of the images of the 
Virgin made for the Duomo depict a white headdress. 
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addresses and blesses the viewer) looks toward his mother, leaning toward her 

cheek and reaching for her with his left arm. In his right hand he holds a scroll. 

Though the cheeks of the Virgin and child are not touching, this iconography is 

much more in line with the eleusa types seen in the cases of La Bruna, the 

Transpontina Madonna, and the San Martino Madonna. Notably, these images 

are all generally believed to have been painted in Italy, rather than abroad, 

legendary provenance notwithstanding. The imported images – in Siena, and the 

small reliquary icon in Florence, are in the style of the hodegetria. The fact that 

the images produced in Italy, presumably for the Carmelite contexts in which 

they were displayed, may support Boaga’s theory that the eleusa was connected 

to John of Hildesheim’s doctrine.423  

 Other Carmelite images of the Virgin, documented, but not surviving, 

cannot be readily categorized. The Carmelites church at Le Selve, near Lastra a 

Signa, about 12 km west of Florence, was consecrated in 1344, years after the 

order’s other establishments in the region. As discussed in II.I, the Carmelites 

had possibly been present in the Gangalandi area for at least 20 years, and their 

establishment of a rural, rather than an urban convent demonstrates the desire of 

some members of the order to return to their eremitical roots. Carmelite presence 

there was also eventually tied to a miraculous appearance of the Virgin. 

According to Castagna’s vita, after Andrea Corsini was ordained in the 1320s, he 

elected to celebrate his first mass in the Dardi del Pace oratory, near the land that 

                                                
423 Boaga, The Lady of the Place, 181. Though John of Hildesheim wrote in the 14th century, he may 
have been codifying pre-existing sentiments about the Virgin. 
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would eventually host the convent. During the celebration, the Madonna 

miraculously appeared to him, imbuing the church with special significance.424 

 The convent at Le Selve contained multiple venerated images of the 

Virgin. In addition to an alabaster statue of the Virgin, said to have spoken to 

Andrea Corsini, there were two painted panels.425 In 1400, the first altar to the 

right upon entering the church was that of the Madonna delle Grazie, also 

known as the Madonna Greccha, dedicated to the Madonna del Carmelo. 

Records of this altar date to 1390, and it was greatly venerated, drawing pilgrims 

from as far away as Pistoia.426 The Madonna is mentioned at the end of the 

Trecento by Florentine writer Franco Sacchetti in a list of venerated images of the 

Virgin.427  This image was probably the one inserted into a new altarpiece by 

painter Neri di Bicci for the Soderini family in 1454. Neri placed this image, 

which he described as “painted in the very old Greek style,” into a tabernacle 

with images of Carmelite saints and God the father. This image remained in the 

church until the 19th century, when Guido Carocci described it as: “del secolo XII 

di carattere bizantino, entro un tabernacolo dipinto da Neri di Bicci.”428 

                                                
424 See Gioia Romagnoli, Selve e Lecceto: due conventi a Lastra a Signa ed un grande mecenate, Filippo 
Strozzi (Florence: Edizioni Polistampa, 2005): 19. She notes that Le Selve was mentioned in the 
first biography of Corsini, written by Carmelite Pietro del Castagno just after 1400. 
425 Cathleen Hoeniger, The Renovation of Paintings in Tuscany, 1250-1500 (Cambridge and New 
York: Cambridge University Press, 1995): 49. 
426 Giuseppe Bacchi, “Santa Maria delle Selve (Lastra a Signa),” in Rosa del Carmelo (1926): 14-16. 
See Michele Bacci, Il pennello, 300, who cites "L'immagine e' definita "dipinta alla grecha molto 
anticha" by Neri di Bicci, in Le Ricordanze, 10 marzo 1453-24 aprile 1475, ed.di B. Santi (Pisa: Marlin, 
1976). 
427 Romagnoli, Selve, 21, and Franco Sacchetti, I Sermoni Evangelici, Le lettere ed altri Scritti Inediti o 
Rari di Franco Sacchetti, ed. Ottavio Gigli (Florence: Felice le Monnier, 1857): 218. 
428 Guido Carocci, Comune di Lastra a Signa (Florence: Tipografia Minori Corrigendi, 1895): 13. 
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Unfortunately, this tabernacle was lost in the 19th century, perhaps shortly after 

Carocci described it, and the form of the Virgin is not known.429.  

The second painting of the Virgin had been on the second altar to the right 

of the nave.430 No descriptions of this image survive, but Hoeniger suggests that 

it might have borne similarities to Carmelite Madonnas like those in Siena. 

Hoeniger then makes the argument that this image might have been 

incorporated into a second altarpiece by Neri di Bicci, this one for the Strozzi 

family. Filippo Strozzi had a chapel in the church, as well as in SS. Filippo e 

Giacomo at Lecceto, where Neri’s altarpiece is today.431 (Figs. 154) The central 

panel of Neri’s altarpiece has undergone analysis, revealing that the wood 

comprising the virgin’s head and halo was different than what surrounded it. 

Hoeniger suggests that this piece of wood might have borne the original 

duecento image, which was cut down and inserted later into the full panel, 

which was eventually painted over by Neri.432 We can thus imagine that Filippo 

Strozzi simply transferred the image from Le Selve to Lecceto and incorporated it 

in his new commission.433 

                                                
429 Holmes, Fra Filippo Lippi, 56. 
430 Hoeniger, The Renovation, 49-51. 
431 Eve Borsook, notes a document stating that in 1478 Filippo Strozzi sent a wax effigy of his son 
to Le Selve and the Chapel of the Virgin. See Borsook, “Documenti Relativi alle Cappelle di 
Lecceto e delle Selve di Filippo Strozzi,” in Antichità Viva IX (1970). 
432 Hoeniger, The Renovation, 46-48. I have not had the opportunity to examine this altarpiece 
myself.  
433 I should also address a less likely theory of the whereabouts of one of the Le Selve Madonnas. 
Miklos Boskovits has raised the question of whether or not the icon of the Virgin in Santa Maria 
Maggiore in Florence, known to have been there only since the 17th century, could be one from Le 
Selve. The Carmelites of the Congregazione di Mantova took possession of Santa Maria Maggiore 
in 1521, and the icon has been referred to as the “Madonna del Carmine” since Giuseppe Richa 
described it as such in the 18th century. See Richa, Notizie Istoriche delle Chiese Fiorentine, vol. 3 
(Florence: Pietro Gaetano Viviani, 1760): 280. The icon has historically been linked to the circle of 
Coppo di Marcovaldo in the third quarter of the 13th century, although Boskovits notes that 
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Carmelite churches also acquired other images of the Virgin. In 1380, the 

Carmelites in Lucca were given the responsibility of storing a relic, brought from 

the Holy Land, of the “sacra frontale” of the Virgin, which she wore when 

entering the temple.434  The church of Santa Maria del Carmine in Morrocco, a 

frazione just south of Florence, was built in the 15th century to contain an image of 

the Virgin of Mount Carmel, which had been left nearby by pilgrims.435 

                                                
recent studies of the gesso and the wood, along with analysis of a relic found inside the panel, 
suggest that the panel might date instead from the early 12th century. See Miklos Boskovits, 
“Ancora sulla Madonna del Carmine in Santa Maria Maggiore,” in Medioevo: immagini e ideologie: 
Atti del Convegno internazionale di studi Parma, 23-27 settembre 2002, ed. Arturo Carlo Quintavale 
(Milan: Electa: 2005): 302. In the early 1600s, the painting was covered by a tela showing 
Carmelite saints, which no longer survives. This “tavola con alcuni S. Carmelitani et altre figure” 
was painted by Giovanni Bilivert for the Orlandi chapel in S. Maria Maggiore. See Roberto 
Contini, Bilivert: Saggio di ricostruzione, (Florence: Sansoni Editore, 1985): 54. I should note that 
there were painted organ doors decorated with images of Elijah and Albert on the interior and 
the Annunciation on the exterior at the Carmini in Venice. For these doors, painted by Cristoforo 
Caselli, see Joseph Hammond, “Negotiating Carmelite Identity: The Scuola dei Santi Alberti e 
Eliseo at Santa Maria dei Carmini in Venice,” in Art and Identity: Visual Culture, Politics and 
Religion in the Middle Ages and the Renaissance, ed. Sandra Cardarelli, Emily Jane Anderson, and 
John Richards (Newcastle upon Tyne: Cambridge Scholars Publishing, 2012): 223. This Madonna, 
however, is drastically different than other images from known Carmelite provenance. Full 
length, and at 250 by 123cm, she is significantly larger than other panels, with the exception of 
the Madonna del Popolo. She is a sculptural relief, modeled in stucco and projecting outward 
from the wooden background of the painting. The enthroned Madonna holds the Christ child in 
the center of her lap. He offers a blessing with his right hand. Painted in two dimensions in the 
background are two panels which flank the Virgin. Below the throne are painted scenes of the 
Annunciation and of the women at the empty tomb of Christ. The twelve apostles are painted on 
the borders of the frame. See also Belting, Likeness and Presence, 387-389. But could the Madonna 
del Carmine of Santa Maria Maggiore be originally from Le Selve? Walter and Elisabeth Paatz 
also made a similar suggestion to Boskowitz’s. See Paatz and Paatz, Die Kirchen von Florence III 
(Frankfurt am Main: Klostermann, 1952). Julian Gardner, however, wrote that there is no reason 
to believe that the panel originated elsewhere than in Santa Maria Maggiore. See “‘Sanctae Dei 
Genetricis imago(…)reverenter compacta et sanctorum reliquis cavato loco insignita,’  The 
altarpiece in Santa Maria Maggiore,” in L’ “Immagine Antica” della  Madonna col Bambino di Santa 
Maria Maggiore: Studi e Restauro ed. Marco Ciatti and Cecilia Frosinini (Florence: Edifir, 2002): 57-
61 See also Jaroslav Folda, Byzantine Art, 198- 202. I also do not believe that the painting was used 
in a medieval Carmelite context. While it is perhaps feasible that the Santa Maria Maggiore 
Madonna could have been kept at Le Selve prior to finding its present home, its drastic difference 
from other Carmelite works makes it unlikely that it was made for a Carmelite context. 
434 Megan Holmes, Fra Filippo Lippi, 250, n. 5. 
435 See Firenze e provincia, Touring Club Italiano (Milan: Touring Editore, 2007): 708. Neri di Bicci 
also worked for this church; altarpieces by him are now in the museum in Tavarnelle val di Pesa. 
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6. Images of Mary as Evidence of Provenance and Antiquity 

The Eastern origins of the Byzantine Madonna in San Niccolò del Carmine 

in Siena are attested to in 1575, in the record of an apostolic visit made by 

Monsignor F. Bossio, now in the Archivio Arcivescovile in Siena: “Visitavit altare 

sub titulo beatae Virginis nuncupatam la Madonna di San Luca.”436  The 

attribution to was perpetuated in later chronicles, such as Giovacchino Faluschi’s 

1784 Breve Relazione delle Cose Notabili della Citta di Siena, in which he describes 

the high altar and how “…Si venera in quest’Altare un’Immagine molto bella di 

M. Santissima del Carmine, che secondo la volgar tradizione, si dice essere stata 

colorita da S. Luca.”437 

La Bruna in Naples was also linked to the east. Like the Toulouse 

Madonna, it was believed not only to have been brought to Naples by the 

Carmelites when they first fled the Holy Land, but also to have been the image 

venerated by the earliest hermits on Mount Carmel, painted by St. Luke, though 

textual records for this legend do not survive until the 15th century.438 La Bruna 

has long had a dedicated cult, dually attributed to her purported connection to 

St. Luke and to the miracles she performed. Historical sources give wide 

approximations of her history. Though the Carmelites had settled in Naples in 

the mid-13th century, a 1475 bull from Sixtus IV stated that Neapolitans had been 

venerating the image for over 300 years – impossible, as this predates the 
                                                
436 Monsignor F. Bossi, transcribed in Sara Recupero, “I Carmelitani a Siena: Note Storico,” in 
Istituto Storico Diocescano: Annuario (2003): 412-418, esp. 415. 
437 Giovacchino Faluschi, Breve Relazione delle Cose Notabili della Citta di Siena, (Siena, 1784 Per 
Francesco Rossi, Stampa del Pubblico): 66. 
438 For the legend of La Bruna, see Monaco, La Bruna. The 1484 “Cronistoria del Carmine 
Maggiore di Napoli” by R.P. Pier Tommaso Moscarella, in the Biblioteca Nazionale, Napoli (MS 
X, AA 2-3) states that the Carmelites brought the image with them when they fled the Saracens. 
Cf. Monaco, La Bruna. 22. See also Emanuele Boaga, La Bruna. 
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Carmelites’ existence, let alone their presence in Naples.439 Caputo also shared a 

legend that the image was brought to Naples by Queen Costanza, who 

purportedly brought it to free her son Corradino from Charles of Anjou, and 

then donated it to the church when she arrived to find he had already been 

executed, but writes that he believes the legend to be unfounded.440  

The Traspontina Madonna is also said to have been brought from Mount 

Carmel, as in Ottavio Panciroli’s I tesori nascosti nell’alma città di Roma from the 

early 17th century.441 In the 18th century, Pierluigi Bagnari, writing about 

Traspontina, was cognizant of the multiplicity of images of the Virgin and 

explained how, when the Carmelites fled the Holy Land: 

Di fatto essendo passati ad abitare molte Citta' d'Europa, non mancavano di 
subitamente esporre per privato, e publico culto ne'loro Oratorj, o 
Capellette qualche Immagine di Maria Vergine. Per questa ragione Napoli 
gode la prodigiosa Immagine del Carmine Maggiore; Palermo ne venera 
un'altra nella sua cattedrale donatagli da S. Angelo Martire Carmelitano e 
Roma tuene il vantaggio di averne quella della Traspontina (Lezana Mar: 
Pat. cap. 10 in Pancirolo Tesori nascosti della Citta' di Roma trattando della 
Traspontina.) E molte atre stanno in altri Conventi d'Europa trasportate da 
que'santi Luoghi, o da Religiosi dell'Ordine, o da'divoti della Religione, e 
donate alla Religione medesima, le quali in oggi colla frequenza de'Prodigj, 
ne ricevono una distinta venerazi one.442 
 

7. The Role of Eastern Imagery in Carmelite Churches 

Though revered as the work of St. Luke, what purpose did these Marian 

images serve within the Carmelite churches? While the Madonna del Popolo can 
                                                
439 Monaco, La Bruna, 19. Bull of 20 June 1475. 
440 Filocalo Caputo, Il Monte Carmelo, in cui si tratta della miracolosa imagine di Nostra Signora del 
Regio Convento di Napoli (Naples, 1636). 
441 Ottavio Panciroli, I tesori nascosti nell’alma città di Roma (Rome: 1625): 505. 
442 Pierlugi Bagnari, Divozioni che si praticano nella chiesa della Traspontina in Onore di Nostra Signora 
del Carmine (Rome, 1728): 2. Just a few years earlier, Andrea Mastelloni wrote a similar, slightly 
briefer history of the image. See Andrea Mastelloni, La Traspontina: Notitie Historiche della 
Fondatione, ed Immagine di Nostra Signora del Carmine di Roma detta Traspontina (Naples: Antonio 
Abri, 1717): 43-44. Both Bagnari and Mastelloni write that the Carmelites arrived in Rome in 1219, 
decades before generally accepted. 
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be reasonably connected to the activities of the laudesi community, medieval 

evidence for other images is slim. For instance, in 1506 the small Florence 

hodegetria was donated in a reliquary by Fra Michele Aldovrandi, (Figs. 147) 

along with a similar reliquary containing a panel of the Virgin and Child flanked 

by John the Baptist and John the Evangelist.443 The donation of the reliquary with 

the John the Baptist and John the Evangelist is recorded in a church inventory: 

“Uno reliquerio com-molte reliquie et uno cherubimo di sopra con una Vergine 

Maria in-mezo con-Sancto-giovanni batista et vangelista”444  

The donation of this image within a reliquary raises some questions about 

the life of the panel in the Carmine prior to the donation. The inventory states 

that Fra Michele donated the reliquaries, the relics, and the images – where did 

he acquire them? Had he used the images in private veneration? Had they been 

displayed in the Carmine prior to the 16th century? Could Fra Michele simply 

have donated reliquaries for sacred images already in the convent? An inventory 

of the sacristy from 1391 lists an image of the Virgin and child.445 This listing does 

not refer to the Madonna del Popolo, discussed below, which was not kept in the 

sacristy, but possibly to this image, or the second Virgin and Child described 

below.446 Though the inventory does not give an idea of the display or use of the 

                                                
443 Garrison, Italian Romanesque Panel Painting, 77. Angelo Tartuferi suggests that the Madonna col 
Bambino between John the Baptist and John the Evangelist is attributed to the Master of the 
Codice of San Giorgio from around 1325. See Angelo Tartuferi, “La Testimonianze Superstituti (e 
le Perdite) della Decorazione Primitiva (Secoli XIII-XV)” in La Chiesa di Santa Maria del Carmine a 
Firenze, ed. Luciano Berti (Florence: Casa di Risparmio di Firenze, 1992): 171.  
444 ASF, Conv. Soppr., 113, no. 19, fol. 123v. Boskovits, The Painters of the Miniaturist Tendancy, 208 
n. 1, See also Prisca Giovannini and Sergio Vitolo, Il Convento del Carmine di Firenze: caratteri e 
documenti (Florence: Tipografia Nazionale, 1981): 82. 
445 Ibid..  
446 Also suggested by Joanna Cannon, “Pietro Lorenzetti,” 20, n.18. 
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image, it does offer rare proof of the medieval presence and location of these 

types of images in Carmelite churches and convents.447 

The third Florentine image was inserted into a tabernacle below a painted 

image known as the crucifix of Provvidenza. (Fig. 151, Fig. 152) The tabernacle 

had been assembled in 1483, and in 1636 transferred from the Serragli Chapel to 

the Chapel of the Crucifix. It is uncertain when this work might have entered the 

Florence Carmine, and if it was present there before it was inserted in the 

tabernacle in 1483, but it is worth considering the possibility that this might be 

the image referred to in the 1391 sacristy inventory.448 

In the case of La Bruna, a more elaborate narrative traces the journey of 

the image from Mount Carmel to the high altar of the Carmine Maggiore. La 

Bruna is said to have moved with the friars from their first settlement in Naples, 

a small chapel outside the walls dedicated to S. Nicholas of Bari, to their later 

church in the market square, where it was placed in a grotticella.449 After gaining 

notoriety for performing miracles, La Bruna was famously carried to Rome 

during the Jubilee of 1500.450  

17th-century Carmelite Filocalo Caputo described the image and its 

history: 

E pennelleggiata questa bella Imagine, di mezza statura, col manto sul 
capo, che cadendo per gli homeri, con un fregio d’oro termina fra le 
bracchie, lasciandosi la parte posterior di quello fin/sin cola’ oue termina 

                                                
447 We also have evidence of friars in the Florence Carmine possessing images for personal 
devotion. See Patrick McMahon, “Servant of Two Masters: The Carmelites of Florence, 1267-
1400,” (Ph.D. diss, New York University, 1994): 105. 
448Procacci, “L’Incendio,” 175-177. 
449 Monaco, S. Maria del Carmine, 23.  
450 See Emanuele Boaga, “Il pellegrinaggio de “La Vergine Bruna” nel giubileo del 1500” in 
Analecta Ordinis Carmelitarum, 49 (1998): 164-173. 
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la figura, e ripiegandosi innanzi finisce con gratioso modo, secondo la 
costumanza greca; tiene nella parte destra, vicino al petto, una stella d’oro, 
che forma uno scintillante Cometa; stringe nelle braccia il Bambino, che 
ella caramente se l’accosta al seno, e facendo egli sembiante di baciarla; lei 
scambieuolmente di ribaciarlo dimostra, stende il fanciullo sul collo della 
Madre il sinistro braccio, e con la destra mano accarezzando il mento di lei 
spiega un tenerissimo assetto/affetto; somiglia si fattamente il Figliuolo 
alla sua Genitrice, che paiono naturalmente conformi, e di carnaggione, e 
di lineamenti. Posa il Bambino il manco piede, sul destro braccio della 
Madre, & destro cadente dietro di quello, forma un maraviglioso scorcio, 
egli e’ de delicatissimo bisso coverto, come lei con gonna di 
fiammeggiante grana, & il manto d’azzuro oltramarino; la carnaggione di 
tutte dua, e’ alquanto bruna per l’antichita’, che pero’ fu chiamata Santa 
Maria della Bruna, ma al naturale si vede, che ella e’ di colore, come a 
punto scrive Nicesero, fusse la Vergine Madre. Colore fuit frumentum 
referente, capillo flave, oculis acribus subflavas, & tanquam olea colore pupillas 
babentibus, super cilia inflexa, & decenter nigra, nasus longior, labra florida, & 
verborum suavitate plena, facies non rotunda, & acuta, sed aliquante longior, 
manus simul, & digiti longiores; e tale a punto vedesi chiaramente essere 
l’imagine di Nostra Signora del Carmine di colore somigliante al grano, di 
capelli biondi, di ciglia inarcate, e nere, cogli occhi vivaci, e colle pupille 
colorate in guisa d’olive, col naso longhetto, colle labra fiorite, col volto 
proportionatamente lungo, colme etiandio il collo, le mani, e le dita.451 
 

Capito states that La Bruna was, prior to its trip to Rome, kept in a dark place, 

while on the high altar of the church was an image of the Assumption of the 

Virgin. When La Bruna returned from Rome, the Assumption was taken to the 

chapter house, and was, in the 17th century, was in a chapel to the right of the 

door through which one entered the cloister from the church.452 La Bruna today 

remains on the high altar of the Carmine. 

Like La Bruna, the Madonna in Santa Maria di Traspontina was highly 

venerated and frequently covered with ex-votos by the faithful. In 1641, the 

Traspontina Madonna was one of the first images to be crowned by the Capitole 

                                                
451 Filocalo Caputo, Il Monte Carmelo, in cui si tratta della miracolosa imagine di Nostra Signora del 
Regio Convento di Napoli (Naples 1636): 7-8. 
452 Caputo, Il Monte Carmelo, 9-10. 
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Vaticano, and the first Carmelite image to receive that honor.453 Still today on the 

high altar, designed by Carlo Fontana at the end of the 17th century, the Madonna 

is positioned underneath a baldachin and flanked by marble angels.  

In 1575, Monsignor Bossi described the Byzantine Madonna in San 

Niccolò del Carmine in Siena as greatly celebrated, and carried through the city 

in processions: 

Visitavit altare sub titulo beatae Virginis nuncupatam la Madonna di San 
Luca, eo quod depictam fuisse asseritur a santo Luca, quod altare est 
lateritium cum petra sacra quam mandavit cooperiri tela et equari mensa 
vel supra aditis tabulis pro ut sunt alia altaria. Aderant candelabra ferrea 
et duo lignea. Icona vero erat parva cum imagine gloriossimae virginis 
Mariae magnae devotionis, quam deferri asseruit dictus provincialis 
quandoque processionaliter per civitatem pro obtinenda aliqua gratia. 
Ornamentum dicti altaris est statue sancti Lucae et sancti Antonii operae 
elevate.454 
 
The second Sienese image, the Madonna dei Mantellini, is perhaps that 

described by Bossi as present on the altar of Santo Stefano.455 The first known 

record of its presence in the church comes about a decade later when Francesco 

Vanni was commissioned to insert it into a new painting as a focus of adoration – 

a common Counter-Reformation typology.456 Though nothing is known of its 

origins, despite legend attributing the Madonna dei Mantellini to St. Luke, 

                                                
453 Claudio Catena, Traspontina: Guida Storica e Artistica (Rome: Tipografia “Don Luigi Guanella”, 
1954): 87-88. Catena reproduces a letter written by Fr. Teodoro Straccio, Generale de’Carmelitani 
dell’antica Osservanza Regolare to the Ill.mi e Rev.mo Canonici asking for the image to be 
coronated. In the letter he describes miracles performed by the image for the faithful. 
454 Recupero, I Carmelitani, 415. 
455 Recupero, I Carmelitani, 369, 415. 
456 For the Counter Reformation practice of inserting medieval icons into new paintings, and 
particularly for the Vanni painting, see Martin Warnke, “Italienische Bildtabernakel bis zum 
Frühbarock” in Münchner Jahrbuch der Bildenden Kunst 19 (1968): 76-77 and Martina Igendaay, 
Sienesische Altarbilder des Sechzehnten Jahrhunderts: Studien zur Typologie und thematik mit 
einem Katalog sienesischer Altarbilder von 1500 bis 1620 Vol. 2 (PhD Thesis, Rheinischen 
Friedrich-Wilhelms-Universitat, Bonn, 1976): 609. The original Madonna dei Mantellini is today 
in the Siena Pinacoteca. A copy remains in the church today, still situated in Vanni’s painting. 
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scholars have long considered it to be a Tuscan, and more specifically, Pisan, 

production.457 

The Madonna dei Mantellini has, however, been connected to other works 

not linked to a Carmelite context. In the Siena Pinacoteca, the Madonna dei 

Mantellini is attributed to Gilio di Pietro, the artist of a 1258 biccherna cover. This 

attribution is based on Luciano Bellosi’s conclusion that Gilio was the artist not 

only of the Mantellini, but also of two other Tuscan productions from around the 

same time: the Virgin and Child with Two Angels, stolen in 1970 from the 

National Gallery in London, (Fig. 155) and the Virgin and Child in the Harvard 

Art Museums in Cambridge, Massachusetts. (Fig. 156) Links between these three 

paintings have long been speculated, but Bellosi was the first to make the 

(probably questionable) attribution to Gilio di Pietro.458 Decades earlier, Garrison 

attributed the Madonna dei Mantellini to the Pisan Cosmas and Damiano master, 

which leads to a plausible date of 1275-1285, though Marco Ciatti believes that it 

could be even earlier.459 An argument for the earlier date might be supported by 

                                                
457 Garrison, Italian Romanesque Panel Painting, 65. Belting, without elaboration, considered this to 
be a work for the local confraternity. Likeness and Presence, 341. Jaroslav Folda poses the intriguing 
question of why the Sienese Carmelites might have selected a Pisan painter to create an image for 
their church. He suggests that the artist might have been part of an inter-city consortium, and 
was selected due to being the artist best able to produce an image in the particular Byzantine-
inspired style, with the particular type of chrysography that the friars desired. Folda, Byzantine 
Art, 185-189. To this I would add that frequent communication between the Carmelite churches 
of Pisa and Siena might have made the Sienese friars well aware of Pisan art and artists, 
particularly if an artist had completed a similar (though now non-extant) work for the friars in 
Pisa. 
458 Enzo Carli, Pittura Medievale Pisana (Milan: Aldo Martello Editore, 1958): 55. See also Luciano 
Bellosi. “Approfondimenti in margine a Cimabue,” in Mitteilungen Kunsthistorischen Institutes in 
Florenz 44 (2000): 44-63, esp. 52. In the 19th century the work was attributed to either Pietro di Lino 
or Guido di Ghezzo. See Nuova Guida della Citta di Siena per gli Amatori delle Belle-Arti, dedicate al 
nobil uomo Sig. Giulio del Taja (Siena, nella Stamperia Mucci, 1822): 55. 
459 Marco Ciatti, “‘Madonna col Bambino’ detta ‘dei Mantellini’: Maestro dei Santi Cosma e 
Damiano, secolo XIII Siena, chiesa di San Niccolo’ al Carmine,” in Rivista dell;Opificio delle Pietre 
Dure e Laboratori di Restauro di Firenze 2 (1990): 161. 
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comparisons to the National Gallery panel, which has been dated to the early 

1260s.460 This is a smaller image, at 36.5 by 26.5 cm. The Virgin gazes at the 

viewer, wearing a white headdress over a red and blue cap. The Christ child 

leans toward his mother’s cheek, reaching for her with his left hand; his right 

hand is not visible. The virgin wears a blue dress with a red mantle. 

Interestingly, a red band with gold pseudo-kufic surrounds her right upper arm. 

The two figures are recessed, situated under a raised arch, in the spandrels on 

either side of which are angels. In the background on either side of the Virgin are 

the letters MP OY – Mother of God. 

 The strong similarities between the two paintings suggest an obvious 

relationship between the two, however significant differences in the modeling 

and highlighting of the Virgin’s face and headdress, along with strong variations 

in the chrysography do not indicate that the works were done by the same artist. 

The images also seem to have served different functions as the London panel was 

part of a diptych, paired with a Crucifixion scene.461  

 The Fogg image is a closer match to the Madonna dei Mantellini. Larger 

than the London image, at 64.5 x 44.2cm, it is dated between 1265-1285 and 

attributed to the Master of the Saints Cosmas and Damian Madonna.462 The 

chrysography and modeling are much more closely aligned to that of the 
                                                
460 The accession number of this painting is NG 4741. Precise provenance of this image is 
unknown; it was purchased in Assisi around 1890 by W.B. Chamberlain and donated to the 
National Gallery in 1934. See Dillian Gordon, The Italian Paintings before 1400 (London: National 
Gallery Company Limited and Yale University Press, 2011): 410-412. 
461 Gordon, The Italian Paintings, 410. For a brief discussion of the diptych and the crucifixion 
image, today in the Museum of Fine Arts, Budapest, see Hans Belting, The Image and its Public in 
the Middle Ages: Form and Function of Early Paintings of the Passion (New Rochelle, NY: Aristide D. 
Caratzas, 1990): 12. 
462 Edgar Peters Bowron, European Paintings Before 1900 in the Fogg Art Museum, Harvard 
University Art Museums (Cambridge, MA, 1990):119, 279, repr. b/w cat. no. 472. 
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Madonna dei Mantellini, although not identical, for example, in the way the 

white headdress drapes on the Virgin’s right shoulder and in the highlighting of 

her dress near her right hand. Like the London image, however, the Virgin is 

situated under an arch, however unlike both other images, angels are not 

present, nor are the letters MP OY. However, we cannot discount the significance 

of repainting that might have taken place. The Fogg acquired the painting in 

1926, though its earlier provenance is not known. Oddly enough, there is no 

record of a Byzantine or Byzantine-inspired image of the Virgin in the Pisa 

Carmine, but one could reasonably assume that one was there, given the 

multiplicity of images in Siena and Florence. There is no basis on which I can 

argue that the Fogg Madonna could have come from the Carmine in Pisa (and 

was perhaps removed during 16th century renovations before the church was 

described by chroniclers) but given frequent communication between the 

convents and artistic exchange between the cities, I would suggest that it is 

plausible.463 

 The existence of these three connected images poses the problem of trying 

to analyze the Carmelites’ use of images of the Virgin Mary. They were not alone 

in their devotion to her. Though the Mantellini later developed a reputation of 

having been imported from the East, if she was placed in the Carmelite church at 

the time of her production in the 13th century, when the Carmelites themselves 
                                                
463 Garrison states without elaboration that the Fogg image is said to have come originally from 
Barga, near Lucca, however this information is not repeated in other sources. See Italian 
Romanesque Panel Painting, 77 n. 170. Pisa had a rich tradition of eastern-inspired Marian imagery. 
This is seen in the Madonna sotto gli organi, which Michele Bacci notes is similar to an early 13th-
century icon from the monastery of Grottaferrata believed to have Cyprian provenance, as well as 
in an icon from Santa Chiara, now in the Museo San Matteo, which he suggests is a copy of an 
icon in Kaftoun, made in the third quarter of the 13th century by a traveling Arab workshop. See 
Bacci, Toscane, Byzance et Levant, 241-242. See also Bacci, Pisa Bizantina, 2007.  
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were newly arrived, could the order have made a claim about her origins? Or 

would she simply have served to emphasize their strong devotion to the Virgin? 

8. Curious Augustinian Copies 

Hans Belting and others have hypothesized that the Byzantine Madonna 

in Siena served as the model for an image in the church of Santa Maria del 

Popolo in Rome, venerated as an image painted by St. Luke.464 (Fig. 157) The 

current church of Santa Maria del Popolo was built by Sixtus IV beginning in 

1472 on the site of an older church erected by Paschal II. According to legend, 

Gregory IX had installed on the altar of Paschal’s church (of which the 

Augustinian order would take control in 1250) an icon said varyingly to have 

come from St. Peter’s or the Sancta Sanctorum.465 The dating of this image on the 

high altar is not certain. Historically, it was dated to the 13th century, but Michele 

Bacci has suggested that it might be a more recent production.466 Nagel and 

Wood date the image to around 1300, and proclaim it to be a copy of the Siena 

image, which in turn copied the original hodegetria.467 Regardless, this image 

seems unlikely to be old enough to have been the one on Gregory IX’s altar. 

 The two icons do contain similarities such as the distinctive gold braid 

and fringe crossing the upper portion of the Virgin’s right arm and the folds of 

her maphorion over the patterned coif on her head. There are, however, 

substantial differences in the portrayal of the Christ child. In the Siena image he 

                                                
464 Belting, Likeness and Presence, 341. Alexander Nagel and Christopher Wood, Anachronic 
Renaissance (New York: Zone Books, 2010): 109-110. 
465 Paschal’s chapel was built on the site of Nero’s suicide. The site was believed to be haunted by 
his spirit until Paschal had a chapel and altar erected on the site. See Bacci, Il Penello, 271. 
466 Bacci, Il pennello, 272, n. 107. 
467 Nagel and Wood, Anachronic Renaissance, 109-111. 
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holds a scroll in his left hand, while in Rome his hand rests in that of the Virgin. 

In Siena his raised right hand forms a benedictory gesture by touching his thumb 

to his third finger, leaving the others extended, while in Rome he extends only 

his index and middle finger. Are the similarities distinctive enough to say 

confidently that the Roman image intentionally copied the Siena one?  

 An answer is hard to provide. The braid across the Virgin’s arm, though 

not a feature in the other images I discuss here, and not particularly common in 

Italy, was seen on the Constantinople hodegetria, and the Siena image provides 

one possible explanation for how this trope might have been transmitted to the 

artist of the Rome image. Travel between Siena and Rome was frequent via the 

Via Francigena. However, other versions of the hodegetria could also have easily 

been copied. The Straus Madonna at the Metropolitan Museum of Art, for 

example, painted by the artist Berlinghiero from Lucca before 1236, also takes the 

form of the hodegetria, and includes the gold braid draped across the Virgin’s 

shoulder.468 (Fig. 158) 

 If, however, the Madonna del Popolo Virgin was a deliberate copy of the 

Siena image, one can only speculate what the motivation might have been. Why 

copy an image from Siena, itself a copy of the hodegetria, instead of the local and 

highly venerated San Sisto Madonna Avvocata? If the image was produced for 

Santa Maria del Popolo, as opposed to having been executed elsewhere, it would 

seem possible that the Augustinians wished to distinguish themselves from the 

Dominicans and Franciscans. I am unaware of early ties between Santa Maria del 
                                                
468 A similar image of the Virgin, also with the gold braid on the Virgin’s shoulder, from the circle 
of the Berlinghieri family from c. 1230-1240 is in the collection of the North Carolina Museum of 
Art, accession number GL.57.16.1. (Fig. 159) 
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Popolo and Siena, though the Augustinians certainly would have communicated 

between churches of their order. Explicit connections between the church and 

Siena through the Chigi family would not begin until the 15th century at the 

earliest – and it was in 1507 that Julius II gave Agostino Chigi permission to 

build a family chapel within Santa Maria del Popolo.469 

 This also demands the assumption that the Siena image was sufficiently 

celebrated to warrant copying (in the manner of the San Sisto Madonna). Though 

the first known mention of it comes from Bossi’s 1575 testimony, it would have 

played an active role in devotion at San Niccolò. At Santa Maria del Popolo, in 

1472, Sixtus offered an indulgence to those who went to church on feast days 

associated with the Virgin, thus perhaps inspiring additional devotion to the 

image.470  

 Was this an instance of copying? We cannot know for certain – for most of 

the parallels between the Rome image and the Siena image, there is also a 

discrepancy. An interesting point to raise is that the Augustinians also had 

another venerated image of the Virgin in Rome – this one at the church of 

Sant’Agostino.471 (Fig. 160) The Augustinian friars established a convent at this 

church, then called San Trifone, in 1286. A new church was begun in 1296, 

completed in 1446, and then rebuilt on a larger scale soon after under Sixtus IV. 

Today on the high altar sits a Madonna, which, legendarily, was brought to 

                                                
469 Interestingly, the Chigi Chapel contains statues of the prophet Elijah and Jonah, who was 
sometimes linked to the Carmelite order, by the sculptor Lorenzetto in the early 16th century. 
470 Nagel and Wood, Anachronic Renaissance, 109. 
471 The Augustinians did practice some special devotion to the Virgin. The order’s settlement at 
Palermo initiated devotion to Our Lady of Help, or the Madonna del Soccorso, in the early 14th 
century.  



 331 

Rome following the fall of Constantinople in 1482. Though this artwork has not 

been the subject of detailed study, I believe that this image reveals striking 

similarities to the second Madonna held within San Niccolò del Carmine in Siena 

– the Madonna dei Mantellini. 

To my knowledge, the similarities between the Sant’Agostino Madonna 

and the Madonna dei Mantellini have never been noted. The Sant’Agostino 

Madonna has been in the church since 1482 when it was donated by Clemente da 

Toscanella. This was shortly after the fall of Constantinople, when many 

religious objects from the city were being dispersed, and legend holds that this 

Madonna, painted by St. Luke, came from the church of Hagia Sofia.472 The 

image was highly venerated for its provenance and for the miracles it performed; 

its current location on the high altar was constructed between 1626-1628 and it 

was crowned by the Vatican in 1641.473 Damaged in the 18th century when its 

crown and donated jewels were stolen, the Madonna has been heavily repainted, 

making an accurate estimation of its age and provenance difficult.474 However, 

the work is generally considered to be a 14th-century Italian production. 

Margherita Maria Breccia Fratadocchi suggested that the work might have come 

from the circles of Barnaba da Modena or Nicola da Voltri, both of whom were 

active in Genoa at the end of the 14th and beginning of the 15th century. This 

period of Genoese painting was marked by the influence of Pisan painters living 

                                                
472 Benedetta Montevecchi, Sant’Agostino (Rome: Istituto Nazionale di Studi Romani: Fratelli 
Palombi Editori, 1985): 128-129. 
473 Montevecchi, Sant’Agostino, 129, cites Ambrogio Landucci, Origine del tempio dedicato in Rome 
alla Vergine Madre di Dio Maria, presso alla Porta Flaminia (Rome, 1646). 
474 See Margherita Maria Breccia Fratadocchi, S. Agostino in Roma: arte, storia, documenti (Rome: 
Editrice del Carretto s.r.l., 1979): 57. 
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in the city at the time, which offers a vague, if plausible explanation for the 

strong similarities between the Sant’Agostino icon and the Madonna dei 

Mantellini and its sister paintings. 

 Similar to the London painting, the Sant’Agostino work is situated in a 

recessed area underneath an arch, on either side of which is an angel. Like the 

Mantellini and Fogg images, the Sant’Agostino Madonna is close-cropped – she 

has no space between her body and the edge of the painting. In all four images, 

the Virgin’s hands are almost identically positioned and represented, with a 

noticeable gap between her index and middle fingers on each hand. The most 

notable similarities, however, are the Virgin’s garments. Although there are 

variations in the chrysography patterns of her red and blue robes, she wears a 

white headdress over a red and gold coif. The modeling of the folds is similar to 

that of the Siena and Fogg Madonnas, as is the border, which consists of small 

gold rhombuses interspersed between longer, darker shapes. The virgin’s head is 

positioned at the same angle, and she gazes at the viewer, rather than her son. 

 It is the figure of the Christ child that offers the most striking dissimilarity 

between the images. The Sant’Agostino image is not of the eleusa type, but rather 

the hodegetria. The Christ child does not lean or reach toward his mother; rather, 

he makes a benedictory gesture with the index and middle fingers of his right 

hand, holding a small book in his left. The recipient of his blessing is unknown; 

he does not address the viewer, but rather an invisible presence to the left side of 

the painting. Why such a strong variance in an otherwise strongly similar 

representation? Can it be chalked up to the eleusa falling out of fashion by the 

latter 14th century? Was the eleusa less appealing outside of the Carmelite 
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context? Or was the closer emulation of the hodegetria a conscious effort to make 

the work appear even more like a Byzantine production? If the Sant’Agostino 

Madonna was a product of 14-century Genoan-Pisan exchange, more questions 

emerge – why copy the Mantellini or one of its sisters? Was its legendary Lucan 

provenance already known in the 14th century? Was its connection to the Sienese 

Carmine known? Did Pisan artists believe it to be a Byzantine prototype? These 

Augustinian images reiterate the obvious problem that Marian icons were far 

from unique to medieval Carmelite churches. Edward Garrison’s 1949 

compendium lists nearly 200 half-length Marian images alone. Yet the 

multiplicity of these images in Carmelite churches, considered alongside the 

centrality of the Virgin and Mount Carmel to the order’s identity, warrants 

special consideration.  

Though text and liturgy document the order’s intense devotion to the 

Virgin, no internal regulations dictated that each Carmelite church must have an 

image of Mary.475 Legends from Toulouse, Naples, and Rome reveal the belief 

that the original foundation on Mount Carmel displayed a painting of Mary. 

While archaeological studies of the oratory on Mount Carmel have not yielded 

information about interior decorations, the existence of a small niche in the wall 

of the prior’s cell might indicate the use of images for private devotion.476   

The Carmelites publicized legends that their Marian images came from 

Mount Carmel. But considering that other orders possessed images that were 

                                                
475 In 1524 the General Chapter at Venice declared that every church should have an altar of S. 
Albert. See Hammond, Negotiating Carmelite Identity, 224. 
476 Friedman, The Latin Hermits, 159-160. The use of images for private devotion by religiosi was 
common in the later Middle Ages and Renaissance. See, for example, Cannon, Religious Poverty, 
Visual Riches, 202-208. 
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also said to be from the East, and to be painted by Saint Luke, why is the 

Carmelites’ use of these images special? Alexander Nagel and Christopher Wood 

in Anachronic Renaissance argue that these Eastern images attested to a “pure and 

primitive Christianity” and awakened in the Western sensibility the notion of the 

lost continuity between early Christianity and the present.477 As discussed earlier, 

the authority and authenticity of ancient images from the East was 

acknowledged by the Franciscans and Dominicans, probably as a way of 

attaining this lost continuity. The Carmelites, based on their medieval historical 

tradition of continuous succession from Elijah, were the continuity between early 

Christianity and the medieval present. 

These Marian images attest to that continuity. While documents relating 

to their production do not survive, their prevalence in the 14th century, the time 

when the order was emphasizing both its connection to the Virgin and its lineage 

from Elijah, suggest that they were part of the order’s strategy of self-promotion 

following its near dissolution at Lyons.478 The two Siena Madonnas are outliers 

among the known Italian examples in that one of the images was produced in the 

13th century and the other authentically Byzantine. The other half-length 

Carmelite icons are more probably 14th-century Italian productions.479 Yet while 

                                                
477 Nagel and Wood, Anachronic Renaissance, 106. 
478 A possible precedent for the use of specific types icons to promote an institutional ideology 
might be seen in the exportation of the eleusa from Constantinople throughout the Byzantine 
Empire. See Annabel Jane Wharton, “Tenderness and Hegemony: Exporting the Virgin Eleousa,” 
in World Art: Theme of Unity in Diversity, Vol.1 ed. Irving Lavin (University Park and London: The 
Pennsylvania State University Press, 1989). 
479 The legacy of these images might be visible in a painting by Matteo di Giovanni, dated to the 
1470s, today in the Walters Art Museum (37.1038). (Fig. 161) The painting, 75 by 54.5 cm, depicts 
the Virgin and Christ child flanked on the left by an angel and St. Jerome, and on the right by 
another angel and St. Bernardino of Siena. Though the presence of St. Bernardino might cast a 
Carmelite provenance in doubt, an inscription along the Virgin’s halo reads 
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they were created in the 14th century, they were created in an antiquated style 

that imitated earlier works – likely a conscious attempt to bolster proof of the 

order’s Eastern and ancient origins. Further research on these images is 

necessary, however it is my suspicion that both stylistic types (Byzantine and 

Crusader) served the Carmelites by making reference to the Holy Land and their 

ancient past. The “lady of the place,” through her painted visage, thus bestowed 

the Carmelites with a special authenticity. 

                                                
“VIRGHO.DECV(S).CARMELI.” No provenance record exists prior to the 1920s, so there is no 
indication of a connection to San Niccolò, although it must be considered that this work could 
have been displayed in the context of the Mantellini and Byzantine Madonna. See Federico Zeri, 
Italian Paintings in the Walters Art Gallery (Baltimore: The Walters Art Gallery, 1976): 127, and 
Erica Trimpi, “Matteo di Giovanni: Documents and a Critical Catalogue of his Panel Paintings” 
(PhD diss., University of Michigan, 1987): 104-105, although neither source mentions a possible 
Carmelite provenance.  
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Part IV 

I. Conclusion 

The medieval Carmelite settlement on Mount Carmel was difficult to 

access in the 13th century, and remains so today. The ruins are isolated, well off 

the road, and no other structures are in the immediate vicinity. It is a site suitable 

for the hermetic life. The brothers who lived here until the foundation was 

abandoned in 1291 were well positioned to lead the solitary lives outlined in the 

first Carmelite rule, in which they were to pass the days in prayer and 

contemplation in their cells. By contrast, the modern Carmelite settlement on the 

mountain, the 19th-century Stella Maris monastery, is accessible by road, trail, 

and an aerial gondola, raised and lowered on cables to and from the base of the 

mountain. This site is one of active lay pilgrimage and worship. Visitors alight 

from tour buses to enter the church, where they can descend into a small cave 

below the high altar containing a statue of the prophet Elijah.1 The dome of the 

church is painted with instructive scenes from the lives of Elijah and the Virgin 

Mary, the founder and patron of the order, respectively.  

 The structures on Mount Carmel exemplify the paradox and complexity of 

the Carmelite order. Since the 13th century, when the brothers first began to leave 

their original foundation to settle in the west, the order has emphasized its 

eremitical origins while building and decorating churches in which to actively 

minister to the laity. In the west, the Carmelites petitioned for a mitigation of 

                                                
1 The site was built and is operated by the Discalced Carmelites, who came to Mount Carmel in 
the 17th century. Another, larger cave associated with Elijah, is located near the base of the 
mountain. 
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their rule to permit them to settle in populated areas, rather than only in the 

isolated locations suitable for the hermetic life. The mitigation, granted in 1247, 

was the catalyst for the Carmelites’ transition into a mendicant order. As such, 

they adopted the religious model of the Franciscans and Dominicans while at the 

same time claiming their eastern origins in the days of the Old Testament. This 

paradox has instigated the central questions of this dissertation: to what extent 

did the Carmelites’ origins in the Holy Land inform the art and architecture they 

produced in Italy, and, conversely, to what extent were the visual manifestations 

of this new order generated instead by local mendicant practices? 

 Though not the site of the Carmelites’ first western settlements, central 

Italy and the Provincia Toscana offer perhaps the strongest surviving evidence of 

the order’s artistic and architectural dual identity. Pietro Lorenzetti’s 1329 

altarpiece for San Niccolò del Carmine in Siena contains the first depiction of the 

prophets Elijah and Elisha as Carmelite brothers and also narrates the early 

history of the order, making a strong visual claim for Carmelite antiquity. Shortly 

thereafter, with the foundation of the convent of Le Selve, the Tuscan friars made 

what might be considered a literal attempt to bring the historic hermetic life of 

Mount Carmel to the west, in stark contrast to their urban convents built over the 

course of the past century. With these urban settlements the Carmelites 

increasingly adopted the example of the established mendicant orders, for which 

central Italy was also a major center of ministry and artistic production.   

 The Carmelites were thus suspended in a liminal position. As mendicants 

they were thriving in their new urban locations. Yet their eremitical origins 

remained an important component of the order’s identity, particularly at the 
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institutional level. White their rule and constitutions continued to mandate that 

the brothers spend the majority of their time in individual cells, their convents 

generally contained communal dormitories, probably with provisional partitions, 

better suited for the spatial constraints of urban convents. 

 Analysis of the spaces in which the Carmelites lived and ministered is 

critical to understanding their change from an eremitic to a mendicant order. 

Previous scholarship, however, has not given detailed consideration to the 

order’s approach to architecture. Select Carmelite churches have been studied 

individually, but there has been no broad comparison of the order’s churches in 

Italy, nor are Carmelite churches generally discussed in studies of mendicant 

architecture. Though more physical and archival research on individual 

Carmelite churches is needed, I offer here a preliminary outline of medieval 

Carmelite architectural practices in Italy, based on an analysis of legislative 

documents such as the order’s rule and constitutions and archival records of 

interactions with lay patrons and communal governments, consideration of 

surviving physical evidence, and comparison to the more extensive architectural 

legislation produced by the Franciscan and Dominican orders. This nuanced 

methodology allowed me to conclude that, whereas the Carmelites from an early 

date built churches aligned to mendicant norms and cultivated relationships 

with lay patrons and confraternities, their institutional identity remained (at 

leasat in theory) that of an order of hermits. 

The Carmelites of central Italy, however, would not have been mistaken 

for hermits. Their presence in Pisa is documented from 1249, two years after the 

mitigation of the rule that permitted the order to settle in cities. From the earliest 
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days in Pisa the Carmelites were ministering to the laity, for example, investing 

benefactor Bonaventura del fu Stefano with the Carmelite habit. These practices 

expanded as the order increasingly received pastoral privileges from the papacy. 

The sharp dichotomy between the eremitical and mendicant life was an issue not 

limited to Italy, as demonstrated by Nicholas of Narbonne’s Ignea Sagitta of 1270, 

in which the elderly prior general bemoaned the corrupting influence of the 

sinful cities on the Carmelite brothers, who, he said, should instead be praying in 

solitude in their cells. Yet it was in central Italy that the order’s hybrid identity is 

best manifested through visual culture. 

 The architectural implications of this hybridity, however, were perhaps 

most important for the Carmelite brothers, rather than lay worshipers. While the 

brothers were increasingly clericalized and involved with active ministry, they 

would have been reminded of their eremitical origins by the constitutional 

insistence that they spend the majority of their time in individual cells. More 

immediately obvious to the laity would have been the Carmelites’ use of the 

liturgy of the Holy Sepulchre and creation of paintings that communicated 

elements of the order’s history. Through these elements, these friars emphasized 

how they differed from the other mendicant orders – chiefly, that they were 

connected to an Old Testament prophet and to the Holy Land. Though Nicholas 

of Narbonne had fretted about the corrupting influence of the city on Carmelite 

communities, it may have instead been the case that they were seen as an 

especially pure and pious presence in the cities by virtue of their provenance. 

Unfortunately, the medieval archival records for this order are incomplete at 

best, and the documents recording donations are primarily transactional in their 
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nature and do not contain details about the donor’s relationship with or thoughts 

on the Carmelites. In reality, the attraction to the Carmelites for some donors 

may have been proximity rather their presumed piety. As I noted in Section II.II, 

as the middle class population grew and cities expanded in size, the Carmelites 

built their churches and convents in developing neighborhoods. In many cases, 

the residents of these neighborhoods became strong supporters of the order, as I 

demonstrated in the discussion of the churches of Pisa, Siena, and Florence. For 

many, choosing to donate to or be buried with the Carmelites rather than the 

Dominicans, Franciscans, Augustinians, or Servites might have been a simple 

matter of convenience. 

Carmelite visual culture, however, professed a strong and distinct 

message about the prestige of the order that lay patrons would be hard pressed 

to overlook. My suggestion that predella panels from Pietro Lorenzetti’s 

altarpiece for San Niccolò in Siena are early examples of Thebaid imagery forges 

a connection between the Carmelites and the desert fathers, a prestigious link in 

the vein of that to their adopted founder, Elijah. Elijah is a compelling figure in 

evaluating the Carmelite balance between the eremitic life and mendicancy. 

While ideal eremitic qualities are central to Elijah’s biography, he had also been 

evoked by the other mendicant orders as a model of chastity, asceticism, and 

devotion to God: elements from the prophet’s life were incorporated into the 

hagiographies of their founders and illustrated in altarpieces and fresco cycles. 

Adopting Elijah as founder demonstrates the extent to which the Carmelites 

simultaneously sought to distinguish themselves from the other mendicant 

orders as well as to emulate them. The prophet exemplified the Carmelites’ 
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antiquity, which set them apart from the other friars, yet he could serve the same 

purpose as the popular founding saints Francis and Dominic, whose charismatic 

lives were strong draws to lay worshipers. My analysis of Elijah within and 

outside of the Carmelite context illustrates the way in which the prophet served 

both the hermetic and mendicant identities of the nascent order. 

 Notable too is the order’s frequent display of Byzantine and Byzantine-

inspired images of the Virgin Mary, mentioned by scholars but never considered 

collectively in detail. The images I discuss (one of them to the best of my 

knowledge previously unpublished) differ stylistically yet coalesce to 

communicate a cohesive message. Despite the absence of medieval 

documentation related to these images, through an analysis of the role of the 

Virgin Mary in Carmelite legislation, liturgy, and theology in the 13th and 14th 

centuries, I reconstruct a hypothetical context of Marian devotion in which they 

might have been displayed and situate the significance that they might have had 

as “authentic” and tangible ties to the Holy Land within developing Carmelite 

historiography. 

 The odd reality of the Carmelite order, however, is that it apparently 

never sought to return to Mount Carmel. Though the Crusades were probably 

responsible for bringing many of the earliest members to the order’s first 

settlement, the Carmelites seem not to have been active in later Crusading 

efforts.2 Nor did they receive custody of sites in the Holy Land, which passed 

instead to the Franciscans in the 14th century. Following the 1291 fall of Acre, 

                                                
2 For these crusades, see Norman Housley, The Later Crusades, 1274-1580: from Lyons to Alcazar 
(Oxford: Oxford University Press, 1992). 



 342 

Carmelite presence in the east was limited and, on Mount Carmel itself, 

nonexistent. This is in spite of the fact that the attraction of the Terra Santa was 

strong in medieval Italy, where cultures of crusade and pilgrimage loomed large, 

even if the reality of journeying there was difficult and dangerous at best.  By the 

time of the Carmelites’ arrival in Italy, copies and literal importations of Holy 

Land sites already existed (such as Santo Stefano in Bologna and the Campo 

Santo in Pisa) and more would follow (including several Sacri Monti and the 

House of the Virgin at Loreto, of which the Carmelites would briefly take 

custody at the end of the 15th century). Carmelites brought elements of this exotic 

and precious culture with them to the western cities through their liturgy and 

art. Their connections to the Old Testament and the Holy Land suggested special 

piety, and it is possible that the prayers of the brothers of Mount Carmel would 

have been considered especially valuable and effective by lay patrons seeking the 

salvation of their souls.  

Perhaps the idea of Mount Carmel was so central to the friars’ identity in 

the west, as communicated through text, image, and space, that they did not 

need to return. As I have demonstrated in this dissertation, they continued to 

emphasize their eremitical past even as they became increasingly active in the 

Italian cities, producing significant works of art and architecture that enabled 

them to minister to lay worshipers. Though the Carmelites did not reach the size 

or stature of the earlier mendicant orders, their dual identity ensured that they 

were, in fact, “interesting or important in their relation to art.”3 Divided between 

                                                
3 Anna Jameson, Legends of the Monastic Orders as represented in the Fine Arts (London: Longmans, 
Green, and Co., 1867): 411. 
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the eremitic and the mendicant life, they brought Mount Carmel to the 

commune. 
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Appendix 

Catalogue of the Churches of the Provincia Toscana 

Pisa, Siena, and Florence were the earliest and largest of the churches in the 

Provincia Toscana. Though their archival records are incomplete, enough 

information survives about them to reconstruct significant aspects of their early 

histories and construction. Of the other churches, less is known, with the 

exception of San Martino ai Monti in Rome. Archival information on each of 

these churches conserved in the Archivium Generale Ordine Carmelitanum is 

generally limited to the 16th century and later. Further research into the Archivi di 

Stato of the respective cities of these churches will be necessary to uncover 

additional information about their construction and patronage. The following is 

intended as a general reference and starting point for future research. As they 

feature in this dissertation, I have included the Roman churches which merged 

with Siena and Arezzo in 1333 to form the Provincia Romana. 
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Arezzo 
Founded: 1311 
Province: Toscana, to 1333, after 1406, Romana 1333-1406 
Church: Santa Maria del Carmine 
Suppression: 1652 
Select Bibliography: 
Archival Records from the 17th century in AGOC.  
 
Arezzo seems to have been the least prosperous church of the Provincia Toscana. 
Along with Siena, it left the province in 1333, returning only in 1405. Between its 
return to the province and 1491, it never hosted a meeting of the provincial 
chapter. Financial records from those chapters show it has having the least 
income, at times having nothing to report. 
 
 
Civitavecchia 
Founded: Legendarily visited in 1219 by St. Angelo of Jerusalem following his 
miraculous bringing of fire from heaven upon Saracens in Sicily. In 
Civitavecchia, he is said to have given relics from the Holy Land to Federico di 
Chiaramonte before traveling onward to Rome. The actual founding date, 
however, is traditionally given as 1284. 
Province: Toscana 
Select Bibliography: 
Sabatini, Andrea. “Origini e antichità della provincia Toscana dei Carmelitani.”  
 AOCD 14 (1949): 187-201. 
Saggi, Ludovico, O.Carm. S. Angelo di Sicilia Studio sulla Vita, Devizione, Folklore.  
 Rome: Institutum Carmelitanum, 1962. 
Saggi, Ludovico, O.Carm. Santi del Carmelo: Biografie da Vari dizionari. Rome:  
 Institutum Carmelitanum, 1972. 
 
 
Florence  
Founded: By July 1, 1268 
Province: Toscana 
Settlement: Oltrarno, gonfalone of the Green Dragon 
Church: Santa Maria del Carmine 
Suppression: 1799, restored 1817 
Significant Artworks: 
See chapters II.II, III.I, III.II, III.III. 
Select Bibliography: 
Berti, Luciano, ed. La Chiesa di Santa Maria del Carmine a Firenze. Florence: Casa di  
 Risparmio di Firenze, 1992. 
Eckstein, Nicholas. Painted Glories: the Brancacci Chapel in Renaissance Florence.  
 New Haven: Yale University Press, 2014. 
Giovannini, Prisca and Sergio Vitolo. Il Convento del Carmine di Firenze: Caratteri e  
 document. Florence: Tipografia Nazionale, 1981. 
Holmes, Megan. Fra Filippo Lippi: Carmelite Painter. New Haven: Yale University  



 346 

 Press, 1999. 
McMahon Patrick, O.Carm. Servant of Two Masters: the Carmelites of Florence,  
 1267-1400. Ph.D. diss., New York University, 1994. 
Zoccatelli, Flavia Daniela. “Il Carmine di Firenze nella Seconda Metà del  
 Quattrocento.” Tesi di Laurea. Università degli Studi di Firenze, 1979. 
Figs. 80-90, Fig. 114, Fig. 120, Fig. 124, Fig. 145, Fig. 147, Fig. 151-152 
 
 
Le Selve 
Founded: March 22, 1344 
Province: Provincia Toscana, began “osservanza” in 1413-1414, August 9, 1942 
“la prov. Toscana si e’ presa l’amministrazione della chiesa,” left soon after. 
Settlement: Lastra a Signa 
Consecration: April 18, 1344 
Significant Medieval and Renaissance Artworks: 
Alabaster statue of the Virgin, said to have spoken to St. Andrea Corsini 
Madonna Greccha, probably incorporated into 1454 Soderini altarpiece by Neri 
di Bicci 
Image of Virgin from second altar on right side of nave, perhaps incorporated 
into second altarpiece by Neri di Bicci for the Strozzi family. 
Select Bibliography: 
Bacchi, Giuseppe. “Santa Maria delle Selve (Lastra a Signa).” In Rosa del Carmelo  
 (1926). 
Holmes, Megan. Fra Filippo Lippi: Carmelite Painter. New Haven: Yale University  
 Press, 1999. 
Romagnoli, Gioia. Selve e Lecceto: due conventi a Lastra a Signa ed un grande  
 mecenate, Filippo Strozzi. Florence: Edizioni Polistampa, 2005. 
Fig. 14, Fig. 15, 154 
 
 
Lucca 
Founded: 1284 
Province: Provincia Toscana, the Congregazione Mantovana in 1458, the 
Provincia Romana in 1783, the Provincia Toscana in 1902, abandoned shortly 
thereafter 
Settlement: outside the Porta San Donato, moved inside the walls in 1315. 
Cloister constructed in the early 15th century 
Church: San Pier Cigoli 
Suppression: 1866. Converted to civic market. 
Significant Artworks 
-Two 14th-century tomb slabs for members of the Gualandi family, today in the 
garden of the Museo Nazionale di San Matteo 
-c. 1456 frescoes by Borghese di Piero Borghese 
Select Bibliography 
Barsali, Isa Belli. Guida di Lucca. Lucca: Maria Pacini Fazzi Editore, 1970. 
Concioni, Graziano. Chiese, Clero e Cura d’Anime in Diocesi di Lucca nella vista  
 pastorale del domenicano Matteo da Pontremoli (146501467). Lucca: Maria  
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 Pacini Fazzi Editore, 2012. 
Fig. 19, Fig. 20, Fig. 109, Fig. 162 
 
 
Montecatini 
Founded: 1294 or 1296 
Province: Toscana 
Settlement: northern promontory of Montecatini Alta, at the “torre 
dell’orologio,” from the fortress of Mezzogiorno. Church renovated 1764. 
Church: Santi Giacomo e Filippo 
Suppression: 1652, restored February 26, 1654, abandoned 19th century 
Select Bibliography: 
Toscana.Touring Club Italiano. Milan: Touring Club Italiano, 2003: 263-264. 
Fig. 163 
 

Orvieto 
Founded: c. 1300 
Province: Toscana to 1333, Romana from 1333 
Settlement: Loggia dei Mercanti 
Church: Santa Maria del Carmine 
Suppression: 1811-1814 
Significant Artworks: 
Madonna and Child Enthroned with fragment of John the Baptist at Left, late 
13th-century 
Select Bibliography: 
Garrison, Edward B. Italian Romanesque Panel Painting: An Illustrated Index.  
 Florence: Leo S. Olschki, 1949. p. 231, n. 642. 
Umbria. Touring Club Italiano. Rome: Gruppo Editoriale L’Espresso SpA, 2004. P.  
 620. 
Fig. 164 
 

Perugia 
Founded: 1285  
Province: Provincia Toscana, transferred in 1333 to Provincia Romana 
Settlement: Erected on the site of an earlier building, rebuilt c. 1377 with new 
orientation utilizing stones of the demolished fortress of Porta Sole. 
Church: San Simone del Carmine 
Suppression: closed 1986 
Significant Artworks: 
Bartolo di Fredi, Altarpiece 
Benedett Bonfigli, stendardo with the Madonna and Child, c. 1470s 
Select Bibliography: 
Umbria. Touring Club Italiano. Rome: Gruppo Editoriale L’Espresso SpA, 2004. P.  
 160. 
Fig. 126, 165 
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Pisa 
Founded: 1249 
Province: Toscana 
Settlement: Cafaggio (1249-1320s), Kinzica (1324-present) 
Church: Santa Maria e Margherita, S.S. Trinita, Santa Maria del Carmine 
Current Status: Parish church, Carmelites still live in convent 
Significant Medieval and Renaissance Artworks:  
Fresco fragments from the cloister depicting heads of prophets and the 
annunciation 
Masaccio’s polyptych from Ser Giuliano di Colino, now dispersed 
Select Bibliography: 
Borsacchi, Michele and Marco Felicioli. “Chiesa di S. Maria del Carmine in Pisa.”  
 Tesi di Laurea, Università degli Studi di Firenze, 1991. 
Caioli, Paolo. “Il ‘Carmino’ da Pisa.” Carmelus 3 (1956): 107-142. 
Ceccarelli Lemut, Maria, and Franco Paliaga. La Chiesa di Santa Maria del Carmine.  
 Pisa: Edizioni ETS, 2002. 
Figs. 21-41 
 
 
Pistoia 
Founded: 1291 
Province: Toscana, joined Congregazione Mantovana in 1515 
Settlement: reconstructed in the 18th century 
Church: Madonna del Carmine (?), entitled to SS Sacramento in 1430 
Suppression: 1808  
Select Bibliography 
R. Agnoletti, G. Pasquini, A. Supressa, Regesto delle chiese italiane: 1. Pistoia (Milan:  
 Di Baio Editore, 1996) 
Melani, Vasco. Itinerari Pistoiesi. Pistoia: Edizioni Tellini, 1970. 
Fig. 166 
 
 
Prato 
Founded: 1293/1294 
Province: Toscana 
Settlement: Church destroyed in bombing of 1944, completely rebuilt in 1950s. 
Church: San Bartolomeo 
Suppression: 1784 
Significant Artworks: 
Wooden Crucifix, trecento, Florentine school 
Crucifix, trecento, Pistoia school 
Select Bibliography: 
Pelagatti, Gioacchino, Can. Dott. Il Crocifisso del Carmine a S. Bartolomeo in Prato.  
 Prato: Tipografia Giachetti, Figlio E C., 1899. 
Fig. 123,  Fig. 167, Fig.  168 
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Roccastrada 
Founded: 1348, by friars from Siena with permission from bishop Angelo 
Malavolti 
Province: Romana to 1360, Grosseto to 1405, Toscana 
Settlement: Received the church of Sant’Ansano from the commune of 
Roccastrada in 1360 
Church: Sant’Ansano (today Santa Maria della Grazie) 
Suppression: 18th century 
Select Bibliography: 
Farinelli, Roberto. Roccastrada e il suo territorio. Sovicille: Banca CRAS, 2005. 
Grottanelli, Lorenzo. La Maremma Toscana: Studi Storici ed Economici. Siena:  
 Ignazio Gati, Editore-Libraio, 1873. 
Fig. 169 
 
 
Rome (San Giuliano) 
Founded: 13th century, legendarily by St. Angelo, but almost certainly in the 
1280s. 
Province: Sicily to 1300, Toscana to 1333, Romana 
Settlement: On the Esquiline hill, near the church of Sant’Eusebio 
Church: Chiesa di San Giuliano 
Suppression: The Carmelites left the church around 1675. It was destroyed in 
1874 with the construction of the Piazza Vittorio Emanuele II. 
Significant Artworks: 
Madonna and Child, c. 1300, currently in Santa Maria in Traspontina 
Select Bibliography: 
Armellini, Marco. Le Chiese di Rome dal Secolo IV al XIX. Rome: Ruffolo, 1942. 
Boaga, Emanuele. La soppressione innocenziana dei piccolo conventi in Italia. Rome:  
 Edizioni di Storia e Letteratura, 1971. 
Lombari, Ferruccio. Roma: Le chiese scomparse. Rome: Fratelli Palombi Editori,  
 1996. 
Fig. 149 
 
 
Rome (San Martino ai Monti) 
Founded: Boniface VIII gave the church to the Carmelites in 1299. The church 
was originally founded by Sylvester I in the 4th century. 
Province: Sicily to 1300? Toscana to 1333, Romana 
Settlement: Rione Monti 
Church: San Martino ai Monti, Santi Silvestro e Martino ai Monti 
Significant Medieval and Renaissance Artworks: 
Madonna and Child, late 13th century 
Select Bibliography: 
Boaga, Emanuele. Il Titolo e la Basilica di S. Martino ai Monti. Rome: Tip. dell’Orso,  
 1990. 
Catena, Claudio, O.Carm. “Note Storiche sulla Nostra Basilica (S. Martino ai  
 Monti, Roma).” La Madonna del Carmine (edizione di S. Martino ai Monti)  
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 (1957). 
Metraux, Michele. “The Iconography of San Martini ai Monti in Rome.” Ph.D.  
 diss. Boston University, 1979. 
Fig. 150, Fig. 170 
 
 
Siena 
Founded: by 1256 
Province: Toscana (to 1333, after 1406), Romana (1333-1406) 
Settlement: Terzo della città 
Church: San Niccolò del Carmine 
Suppression: 1808 
Current: operated by diocese, oratory of the Contrada della Pantera 
Significant Medieval and Renaissance Artworks: 
See chapters II.II, III.I, III.II, III.III 
Select Bibliography: 
Cannon, Joanna. “Pietro Lorenzetti and the History of the Carmelite Order.” In  
 Journal of the Warburg and Courtauld Institutes 50 (1987). 
Francovich, Riccardo and Marco Valenti. C’era una Volta: La Ceramica Medievale  
 nel Convento del Carmine. Florence: Polistampa, 2002. 
Liberati, A. “Chiese, monastery, oratori e spedali senesi (Ricordi e notizie).” BSSP  
 XVIII (1940): 159-162. 
Lusini, Vittorio. San Niccolò del Carmine in Siena. Siena: Tip. Edit. S. Bernardino,  
 1907. 
Fig. 17, Fig. 42-79, Fig. 91-104, Fig. 146, Fig. 153 
 
 
Viterbo 
Founded: 1284-1285  
Province: Sicily to 1300, Toscana to 1333, Romana 
Initial Settlement: Outside the walls, outside the Porta di Piano Scarlano, which 
became known as the Porta del Carmine. 
Suppression: 19th century 
Select Bibliography: 
Gimma, Maria Giuseppina. Il Centro Storico di Viterbo: Chiese, Conventi, Palazzi,  
 Musei e Fontane. Viterbo: Betagamma editrice, 2001. 
Pagani, Alba. Viterbo nei Secoli XI-XIII. Manziana: Vecchiarelli, 2002. 
Signorelli, Giuseppe. Viterbo nella Storia della Chiesa. Viterbo: Tipografia Cionfi,  
 1907. 
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Figure 1: Map of Tuscany 
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Figure 2: Map of Mount Carmel. 
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Figure 3: View from Mount Carmel, 2014 
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Figure 4: 1235 Pilgrim’s Map of Mount Carmel, from Friedman, The Latin 

Hermits, Appendix 2. 
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Figure 5: Map of Mount Carmel. From Friedman, The Latin Hermits, Map 4 
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Figure 6: Excavations on the Wadi ‘Ain es Siah. Image from Pringle, Churches 

of the Crusader Kingdom, 252.  
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Figure 7: Double Cell of the Prior on Mount Carmel. Image from Friedman, 

The Latin Hermits, plate 15. 
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Figure 8: Oratory, Mount Carmel, from Pringle, Churches of the Crusader 

Kingdom, 253 
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Figure 9: Oratory Entrance, Mount Carmel. From Pringle, Churches of the 

Crusader Kingdom, 254. 
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Figure 10: Cells at Camaldoli. Image from Wikimedia Commons.  
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Figure 11: Dormitory, San Marco, Florence. Image from ArtStor/Scala. 
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Figure 12: Tommaso da Modena, Cardinal Nicholas of Rouen, from the 

chapterhouse of San Niccolò, Treviso. Image from Artstor/SCALA. 
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Figure 13: Reconstruction of the Tramezzo at Santa Croce, Florence. From Hall, 

“The Tramezzo in Santa Croce Reconstructed,” 333. 
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Figure 14: Campanile, Santa Maria delle Selve 
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Figure 15: Santa Maria delle Selve 
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Figure 16: Francesco Vanni, 1595 Veduta of Siena. Image from 

www.maremagnum.com 
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Figure 17: San Niccolò del Carmine, detail from Vanni, 1595. Image from 

nicolavalente.it  
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Figure 18: Taxonomy of Mendicant Churches from Schenkluhn, Architektur, p. 

70. 
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Figure 19: Plan, San Pier Cigoli, Lucca. Image from the Comune di Lucca, 

http://percorsi-risorgimentali.comune.lucca.it/ 
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Figure 20: Nave, San Pier Cigoli, Lucca 
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Figure 21: Map of the Cafaggio area of Pisa, from Borsacchi and Felicioli, 1992, 

11. 
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Figure 22: Map of the medieval neighborhoods of Pisa. From Tolaini, Forma 

Pisarum, 1979, 12. 
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Figure 23: Interior, Santa Maria del Carmine, Pisa. Image from Wikiwand. 
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Figure 24: Santa Maria del Carmine, north exterior wall. 
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Figure 25: Santa Maria del Carmine, current and former lateral entries on north 

exterior wall.  
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Figure 26: Santa Maria del Carmine, brick arches on north exterior wall. 
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Figure 27: Santa Maria del Carmine, stone base, north exterior wall. 
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Figure 28: Santa Maria del Carmine, windows, north exterior wall. 
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Figure 29: Paolo Tronci, drawing of Santa Maria del Carmine. From Borsacchi 

and Felicioli, Santa Maria del Carmine, 1992, cover. 
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Figure 30: Santa Maria del Carmine, Façade. 
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Figure 31: Santa Maria del Carmine, Cappella Maggiore 
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Figure 32: Santa Maria del Carmine, Chapel. 
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Figure 33: Santa Maria del Carmine, Chapel. 
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Figure 34: Santa Maria del Carmine, Cloister. 
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Figure 35: Santa Maria del Carmine, 19th-c. plan with hypothetical location of 

tramezzo. From Rowlands, Masaccio, 63. 

  

 



 431 

 

Figure 36: Santa Maria del Carmine, frescoes of prophets from cloister. From 

Burresi, Affreschi, 194.  
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Figure 37: Santa Maria del Carmine, fresco of annunciation from cloister. From 

Burresi, Affreschi, 194. 
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Figure 38: Virgin Annunciate, Museo Nazionale di San Matteo, Pisa. 
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Figure 39: Reconstruction of Masaccio’s Pisa altarpiece after Gardner von 

Teuffel. Image from Wikimedia Commons.  
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Figure 40: Carmelite Saint from Masaccio’s Pisa altarpiece. Image from 

Rowlands, Masaccio, 50 
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Figure 41: Carmelite Saint from Masaccio’s Pisa altarpiece. Image from 

Rowlands, Masaccio, 51. 
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Figure 42: Map of Siena with Phases of Medieval Walls. From Norman, Siena, 

Florence, and Pisa, Vol. 1, 11. 
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Figure 43: Hypothetical drawing of San Niccolò del Carmine. Image courtesy 

Marco Valenti and Marie Ange Causarano. 
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Figure 44: San Niccolò del Carmine, Siena. 
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Figure 45: San Niccolò del Carmine, Siena, stone base of exterior wall. 
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Figure 46: San Niccolò del Carmine, probable evidence of Cappella di San 

Bartolomeo. 
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Figure 47: Plan of San Niccolò del Carmine, from SBAP. 
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Figure 48: Roof, San Niccolò del Carmine. 
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Figure 49: Hypothetical phases of construction on San Niccolò del Carmine. 

Image courtesy of Marco Valenti and Marie Ange Causarano. 

The phases shown are the 14th century (with dormitory highlighted, the 16th 

century, and the 17th century) 
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Figure 50: Plan of convent of San Niccolò del Carmine, from SBAP. 
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Figure 51: San Niccolò, stone cornice on exterior wall. 
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Figure 52: San Niccolò, brickwork. 
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Figure 53: San Niccolò, façade. 
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Figure 54: San Niccolò, entrance to 16th-century cloister. 

  



 450 

 

 

Figure 55: San Niccolò c. 1903. Image from ASPT. 
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Figure 56: Girolamo Macchi, drawing on San Niccolò c. 1700. Image from 

Fiorini, Siena: immagini, 261. 
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Figure 57: San Niccolò, Cappella Maggiore. 
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Figure 58: San Niccolò, vaulting of Cappella Maggiore. 
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Figure 59: San Niccolò, Sepoltuario, ASS Ms. D16. 
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Figure 60: San Niccolò, pulpit on south wall of nave. 
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Figure 61: Ambrogio Lorenzetti, Crucifix, Pinacoteca Nazionale di Siena. 
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Figure 62: Niccolò di Segna, Crucifix, Pinacoteca Nazionale di Siena. 
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Figure 63: Hypothetical drawing of construction of dormitory. Image courtesy 

of Marco Valenti and Marie Ange Causarano. 

  



 459 

 

Figure 64: San Niccolò, 16th-century cloister. 
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Figure 65: Cappella di San Sigismondo indicated on plan from SBAP. 
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Figure 66: Cappella di San Sigismondo, exterior view from the northeast. 
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Figure 67: Cappella di San Sigismond, interior. From Lusini, San Niccolò, 51. 
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Figure 68: Giacomo Cozzarelli, Statue of San Sigismondo. Image from Lusini, 

San Niccolo, 55 
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Figure 69: Cappella del Sacramento. 
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Figure 70: Cappella del Sacramento, plan. After Recupero, I Carmeltani, 380. 



 466 

 

 

Figure 71: Leonardo de Vegni and Vincenzo Rust, Piazza del Carmine. From 

BCS, SA C 63.  
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Figure 72: 14th-c. burial marker of Leonardo and Giacomo di Simone, north 

exterior wall of San Niccolò. 
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Figure 73: San Niccolò del Carmine, 14th-c fresco of the Virgin and Child, south 

interior wall. 
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Figure 74: San Niccolò del Carmine, 14th-c. fresco of the Virgin Annunciate, 

south interior wall. 
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Figure 75: San Niccolò, fresco of the Virgin and Child, south interior wall. 
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Figure 76: San Niccolò del Carmine, Assumption of the Virgin, south interior 

wall. 
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Figure 77: San Niccolò del Carmine, detail of St. Lawrence on inner niche, 

Assumption of the Virgin, south interior wall.  
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Figure 78: San Niccolò del Carmine, interior nave. 
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Figure 79: Giovanni di Paolo, Man of Sorrows with Cross, Holy Ghost, Last 

Judgement. Image from Artstor. 
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Figure 80: Catena Veduta of Florence with mendicant churches indicated. 

Image from library.brown.edu. 

From left to right: Santa Maria Novella (Dominican), Santissima Annunziata 

(Servite), Santa Croce (Franciscan), Santo Spirito (Augustinian), Santa Maria del 

Carmine (Carmelite) 
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Figure 81: Oltrarno, Florence c. 1300, from Bossi, Ricostruzione, (no page 

numbers). 
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Figure 82: Master of the Dominican Effigies, “Christ Entombed with 40 

Saints,” from the Laudario di Sant’Agnese, National Gallery of Art, 

www.nga.gov. 
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Figure 83: Santa Maria del Carmine c. 1300, from McMahon, “Servant of Two 

Masters,” 333. 
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Figure 84: Façade and exterior wall of Santa Maria del Carmine. 
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Figure 85: Santa Maria del Carmine c. 1400, from McMahon, “Servant of Two 

Masters,” 334. 
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Figure 86: Santa Maria del Carmine, sacristy. 
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Figure 87: Santa Maria del Carmine, frescoed tympanum over sacristy portal. 
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Figure 88: Santa Maria del Carmine, cloister. 
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Figure 89: Santa Maria del Carmine, current interior state of nave. 



 485 

 

 

Figure 90: Domenico di Bartolo, Madonna and Child, Princeton Art Museum, 

artmuseum.princeton.edu/collections/objects/28956.  
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Figure 91: Pietro Lorenzetti, Pala del Carmine. Reconstruction from Cannon, 

“Pietro Lorenzetti and the History of the Carmelite Order,” plate 1. 
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Figure 92: Pietro Lorenzetti, central panal, Pala del Carmine. Image from 

Artstor. 
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Figure 93: Pietro Lorenzetti, St. Agnes. Pinacoteca Nazionale di Siena. Image 

from Artstor. 
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Figure 94: Pietro Lorenzetti, Elisha. Image from Norton Simon Museum, 

www.nortonsimon.org. 
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Figure 95: Pietro Lorenzetti, John the Baptist. Image from Norton Simon 

Museum, www.nortonsimon.org. 
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Figure 96: Pietro Lorenzetti, St. Catherine of Alexandria. Pinacoteca Nazionale 

di Siena. Image from Artstor. 
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Figure 97: Pietro Lorenzetti, gable, Yale University Art Gallery. Image from 

artgallery.yale.edu. 
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Figure 98: Pietro Lorenzetti, gable. Image from Artstor. 
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Figure 99: Pietro Lorenzetti, gable. Image from Artstor. 
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Figure 100: Pietro Lorenzetti, The Dream of Sobach. Image from Artstor. 
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Figure 101: Pietro Lorenzetti, Carmelites at the Fountain of Elijah. Image from 

Artstor. 
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Figure 102: Pietro Lorenzetti, Albert of Vercelli gives the rule to the Carmelites. 

Image from Artstor. 
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Figure 103: Pietro Lorenzetti: John XXII confirms the Rule. Image from Artstor. 
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Figure 104: Pietro Lorenzetti, Honorius IV confers the new habit. Image from 

Wikimedia Commons. 
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Figure 105: Guido da Siena, Maesta, San Domenico, Siena. Image from 

Wikimedia Commons. 
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Figure 106: Guido da Siena, detail. Image from Wikimedia Commons. 
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Figure 107: 13th-century Thebaid tabernacle in private collection. Image from 

Martin, “The Death of Ephraim,” plate 5.  
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Figure 108: Lippo d’Andrea, Virgin and Child Enthroned with Saints. Yale 

University Art Gallery. Image from artgallery.yale.edu. 
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Figure 109: Battista di Gerio, from Rowlands, Masaccio, 84. 
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Figure 110: Filippo Lippi, Madonna and Child with Saints and Angels. Image 

from Web Gallery of Art, wga.hu.  

  



 506 

 

Figure 111: Filippo Lippi, Madonna Trivulzio. Image from Wikimedia 

Commons. 
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Figure 112: Filippo Lippi, St. Albert, Santo Stefano, Prato. Image from Holmes, 

Fra Filippo Lippi, 162.  
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Figure 113: Taddeo di Bartolo, St. Albert, Palazzo Pubblico, Siena. Image from 

ASPT. 
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Figure 114: Lippo d’Andrea, St. Cyril, Santa Maria del Carmine, Florence. 

Image from the Archivio Fotografico – SBAPSAE Firenze. 
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Figure 115: Michele Lambertini da Bologna and Giovanni da Forli, Beato 

Franco, Siena Baptistery. Image from ASPT. 
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Figure 116: Ugolino di Nerio, Crucifixion. Courtauld Gallery of Art. Image 

from http://www.courtauldprints.com/image/173703/ugolino-di-nerio-

crucified-christ-with-donors. 
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Figure 117: The Death of Jerome, copied from Starnina by Jean-Baptiste Séroux 

d’Agincourt. From De Vries, “Starnina,” 190. 
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Figure 118: Death of a Saint, in Bonnefantenmuseum in Maastrict. From De 

Vries., “Starnina,” 193. 
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Figure 119: Masaccio and Masolino, St. Peter Preaching in Antioch. Brancacci 

Chapel, Santa Maria del Carmine, Florence. Image from Wikimedia Commons. 
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Figure 120: Filippo Lippi, The “Confirmation of the Carmelite Rule,” Santa 

Maria del Carmine, Florence. Image from wikiart.org. 
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Figure 121: Sassetta, Arte della Lana altarpiece, Reconstruction from Israëls, 

“Sassetta,” 533. 
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Figure 122: Sassetta, predella detail of exorcism, Arte della Lana altarpiece. 

Image from Gardner von Teuffel, “The Carmelite Atlarpiece,” 2. 
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Figure 123: Crucifix, San Bartolomeo, Prato. 
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Figure 124: Andrea di Bonaiuto, Madonna and Child with Saints, From Santa 

Maria del Carmine. Image from Wikimedia Commons. 
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Figure 125: Neapolitan image of the Prophet Elijah. Image from Van Os, “A 

Jewish Prophet,” fig. 1. 
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Figure 126: Bartolo di Fredi, Perugia altarpiece, Galleria Nazionale di Perugia. 

Image from Gardner von Teuffel, “Masaccio,” 55. 
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Figure 127: The Prophet Elijah, Santa Maria del Carmine, Genoa. 
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Figure 128: Arca di Sant’Agostino. Image from Wikimedia Commons. 

  



 524 

 

 

 

Figure 129: Benozzo Gozzoli, Cappella Maggiore, Sant’Agostino, San 

Gimignano. Image from Wikiart.org. 
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Figure 130: Simone Martini, Sant’Agostino Novello. Image from Wikimedia 

Commons. 
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Figure 131: St. Francis Preaching before the Sultan, San Francesco, Assisi. 

Image from Wikimedia Commons. 

  



 527 

 

Figure 132: Nicola Pisano and workshop, the Burning of the Books, Arca di 

San Domenico. Image from ArtStor/Harvard. 
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Figure 133: Elijah in the Fiery Chariot, Window, Santa Croce. 
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Figure 134: St. Francis in the Fiery Chariot, San Francesco, Assisi. Image from 

Wikimedia Commons. 
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Figure 135: Taddeo Gaddi, St. Francis in the Fiery Chariot. Image from 

Artstor/Scala. 

  



 531 

 

 

Figure 136: Giovanni da Tarante, San Domenico, Capodimonte. Image from 

Artstor/Scala. 
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Figure 137: Santa Maria della Scala, Siena, Elijah, image from Alinari, 

alinariarchives.it. 
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Figure 138: Santa Maria della Scala, Siena, Elisha, image from Alinari, 

alinariarchives.it. 
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Figure 139: Domenico Beccafumi, Floor, Siena Cathedral. Image from Artstor. 
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Figure 140: Bolla Sabatina, image from Holmes, Fra Filippo Lippi, 185. 
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Figure 141: Nicosia. Image from Gardner von Teuffel, “The Carmelite 

Altarpiece,” 7. 
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Figure 142: Duccio, Madonna dei Francescani, Siena Pinacoteca. Image from 

sienafree.it. 
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Figure 143: After Tommaso di Vigilio, Madonna del Carmine from Corleone. 

Image from Gardner von Teuffel, “The Carmelite Altarpiece,” 29. 
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Figure 144: Coppo di Marcovaldo, Madonna del Bordone. Image from 

Wikimedia Commons. 
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Figure 145: Madonna del Popolo, Santa Maria del Carmine. Image from Web 

Gallery of Art, wga.hu 
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Figure 146: Madonna del Carmine, San Niccolò del Carmine. Image from 

Belting, Likeness and Presence, plate VI. 
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Figure 147: Santa Maria del Carmine, Florence, reliquary. Image from Berti, 

Santa Maria del Carmine, plate 42.  
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Figure 148: Carmine, Naples, La Bruna. Image from Wikimedia Commons. 
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Figure 149: Virgin and Child, Santa Maria in Traspontina. Image from Catena, 

Traspontina. 
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Figure 150: Virgin and Child, San Martino ai Monti. Image courtesy of Fr. 

Giovanni Grosso, O.Carm. 
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Figure 151: Virgin and Child, Florence, from Procacci, “L’Incendio,” fig. 3.  
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Figure 152: Virgin and Child, Florence, detail. Procaccio, “L’Incendio,” fig. 3. 
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Figure 153: Madonna dei Mantellini, Pinacoteca Nazionale di Siena. 
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Figure 154: Neri di Bicci, Madonna and Child with Saints. Image from 

lastraonline.it. 
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Figure 155: The Virgin and Child with two Angels, National Gallery of Art, 

London. Image from nationalgallery.org.uk. 
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Figure 156: Madonna and Child, Fogg Museum, Image from Harvard Art 

Museums, harvardartmuseums.org. 
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Figure 157: Madonna del Popolo, Santa Maria del Popolo, Rome. Image from 

laboratorioroma.it. 
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Figure 158: Berlinghiero, Metropolitan Museum of Art. Image from 

metmuseum.org. 
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Figure 159: Berlinghieri, North Carolina Museum of Art, Raleigh. Image from 

ncartmuseum.org. 



 555 

 

Figure 160: Madonna and Child, Sant’Agostino, Rome. 
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Figure 161: Matteo di Giovanni, Madonna and Child with Saints and Angels, 

Walters Art Museum. Image from art.thewalters.org. 
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Figure 162: San Pier Cigoli, Lucca, currently the Mercato Centrale 

  



 558 

 

 
Figure 163: Santi Giacomo e Filippo, Montecatini, and the Torre dell’Orologio 
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Figure 164: Santa Maria del Carmine, Orvieto 
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Figure 165: San Simone del Carmine, Perugia 
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Figure 166: Pistoia, S. Maria del Carmine 
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Figure 167: San Bartolomeo, Prato, prior to 1944. Image from Wikimedia 

Commons. 
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Figure 168: San Bartolomeo, Prato, Current State 
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Figure 169: Roccastrada. Image from Wikimedia Commons. 
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Figure 170: San Martino ai Monti, Rome. Image from Wikimedia Commons. 


