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4 1 NARRATIVE, RITUAL, EXEGESIS: THE NEW TESTAMENT CYCLE 

Much of this corresponds closely to the baptistery fresco. Some aspects of the fresco, though 

scripturally based, are uncommon in late medieval Italian painting. Generally, one angel suffices 

to explain the empty tomb to the women; Giusto, like Giotto before him, includes two angels, as in 

the liturgical drama. More unusual is Mary Magdalen's intense scrutiny of the sepulcher; when the 

women appear, they more often either recoil in fear from the angel or converse with him.212 Still 

rarer is the compositional attention to the pallium. Though in the fresco it is the angel rather than 

one of the women who displays it, medieval Italian painters often leave out the cloth entirely. When 

it does appear, it is typically a minor element, perhaps draped over the side of the tomb, as in Duccio's 

panel from the Maesta; the cloth is seldom held up for our scrutiny by either an angel or one of the 

women. 213 Here, then, it is almost surely a reference to the liturgical drama enacted in the cathedral, 

next door to the baptistery. Still another element - more difficult to spot, but equally telling - would 

have been recognized by attentive local viewers. The second angel, whose body is partially concealed 

by theHoly Woman in front of him, carries a leafy stalk that can only be a lily; its foliage is very close 

to that of the lily carried by Gabriel in the Annunciation on the west wall. The Liber ordinarus informs 

us that the angels at the tomb held lilies in their hands: "liliis in manibus." Finally, though the small 

ointment jars that two of the women hold are often seen in depictions of the Visit to the Tomb, 

these, too, also correspond to the drama, for an inventory from the cathedral lists three ivory boxes 

("cassitule de ebore") that were carried by the Marys on the feast of the Resurrection.214 All of these 

aspects of the fresco - the pair of angels, Mary Magdalen's peering into the tomb, the display of the 

grave cloth, the angel's lily, and the ointment jars - point again to the baptistery's interconnections 

of ritual and image, collapsing the distance between sacred history, local liturgical practice, and 

visual narrative. The lengthy ritual performed at the baptistery on Easter Sunday would have given 

congregants ample time to take in the details of the fresco, and to note their relevance. 

Pilate washing his hands represents the people cleansed by baptism 

Candidus of Fulda, Opusculum de passione Domini2 15 
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l___ But while Fina surely discussed her plans for the baptistery with others, the last word regarding 
most decisions about the space and its program was almost certainly hers. The images align so 
strongly and so consistently with Fina's interests that it is difficult to explain them otherwise. The 
virtuous women in the baptistery's narratives are seen behaving in ways that accord with the 
portrait of Fina that emerges from her will. They are pious to be sure, but they are neither passive nor 
submissive. These images remind us of Fina' s voice in the will, where she emerges as an authoritative
woman not unlike Pilate's wife- a woman accustomed to power, to issuing commands. Both in 
her will and inside the baptistery, Fina's voice, silenced by the chroniclers and muffled even by 
some scholars, speaks clearly enough for an attentive visitor to take note. The baptistery's frescoes 
depict two figures, Zacharias and the woman in the Miracles of Christ, whose mute voice is 
restored. One goal of this book is to restore Fina's. 
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