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ABSTRACT 
 

 Papal primacy rests on a single line of scripture: Matthew 16:18, “You are Peter 

and on this rock I will build my church.” The question of whether or not Christ vested the 

full authority of the Christian Church to Peter alone allowed secular rulers and reformers 

alike to dispute the legitimacy of the papal institution. In the period leading up to the 

opening of the Council of Trent, papal primacy became a fundamental concern. Popes 

claimed that any threat to their plenitudo potestatis jeopardized the unity of the faith, 

while their opponents saw it as the main hurdle towards religious and civic autonomy. 

During this time, a series of ongoing papal commissions beginning with Paul III Farnese 

(1534-1549) and continuing through the pontificate of Gregory XIII Boncompagni (1572-

1585) sourced pictorial content from the Acts of the Apostles and the Life of Peter. These 

pontiffs were able to legitimize and bolster their authority by investing in Petrine and 

Pauline imagery that promoted the Apostolic identity of the church at a crucial turning 

point when the very definition of doctrine was intensely debated.  

 This project traces how a coherent and consistent program for leveraging cultural 

capital emerged across five decorative programs within the Apostolic Palace: the Pauline 

Chapel (1542-45/1573-76/1580-85), the Casino of Pius IV (1562-63), a previously 

unknown series of frescoes for the landings of the palace staircases (1572), the second 

loggia (c. 1574/75), and the area above the portico of Saint Peter’s Basilica (c. 1575/76). 

Over the course of forty years, the papacy employed artists such as Michelangelo 

Buonarroti, Perino del Vaga, Giorgio Vasari, Lorenzo Sabbatini, Federico Zuccaro, and 

many others to visually concretize these Apostolic-focused narratives. Besides painted 

programs, the larger visual strategy capitalized on a broader scope of media. This 
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included cope decorations, carved marble reliefs, and papal medals, which helped 

circulate and solidify the thematic typological associations between the Apostolic age and 

the Tridentine era. By the end of the sixteenth century, the systematic development of the 

papacy’s Apostolic identity had taken such a firm hold that it continued with Clement 

VIII Aldobrandini (1592-1605) in the altarpieces chosen for the small nave of new St. 

Peter’s Basilica, and with Paul V Borghese (1605-1621) at his eponymously named 

Pauline Chapel. What emerges from this analysis is the collective organization of a papal 

identity built around the lived and witnessed experience of the disciples that predates the 

full expression of a Counter-Reformation ideology.  
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To Bob,  

Genius knows no country, genius sprouts anywhere. Genius is like light, air, 

the patrimony of everybody: cosmopolitan like space, like life, like God. 

José Rizal, Madrid: June 25, 1884. 
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CHAPTER 1: 
INVESTING IN ACTS 

 
 

Preface 
 

Jesus Christ created the Christian faith, but it was the Apostles who truly founded 

Christianity. While the synoptic gospels carried forth an image of Christ through his 

parables, it was the writings and deeds of the disciples, particularly that of Peter and Paul, 

which propagated a new religious movement throughout the Roman Empire.1 Apostolic 

propaganda shaped the identity of the early church, which historians and theologians 

refer to as the Apostolic age. When Martin Luther King Jr. assumed his only permanent 

pastoral role at Decatur Baptist church in Montgomery, Alabama, he delivered a sermon 

titled, “Propagandizing Christianity.”2 Originally known as the Second Colored Baptist 

Church, the red brick structure was built in 1889 and could trace its history back to 1877, 

standing approximately one-thousand feet from Jefferson Davis’s residence at the First 

White House of the Confederacy. Dr. King’s September 12th sermon delivered a 

provocatively evangelical message that reflected his training in systematic theology, and 

his preamble to the day’s scripture opened with:  

For the average person, the word propaganda has evil and vicious overtones. 
Propaganda is considered something used by the demagogue to spread evil 
ideologies. Because of the high state of development that propaganda has 
reached in totalitarian nations, it is readily dismissed as something to be 
condemned and avoided. But propaganda does not have to be evil. There is 
a noble sense in which propaganda can be used. Remember that the term 

 
 1 Paula Fredriksen, “Hellenism and Christianity,” in From Jesus to Christ: the Origins of the New 
Testament Images of Jesus (New Haven: Yale University Press, 2000), 63.  
 
 2 Martin Luther King Jr., “Propagandizing Christianity,” in The Papers of Martin Luther King Jr., 
vol. 6, Advocate of the Social Gospel, September 1948 to March 1963, ed. Clayborne Carson, Susan 
Carson, and Tenisha Hart Armstrong (Berkeley: University of California Press, 1992, 185. 
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originated in the Catholic Church. Propaganda is simply an attempt to 
disseminate principles or ideas by an organized effort.3  
 

His invocation of the Catholic Church as the historical roots of propaganda can be 

considered a partial truth, in that his point was directed at the early foundation of the 

Congregatio de Propaganda Fide. What is known today as the Congregation of the 

Evangelization of Peoples began with Pope Gregory XIII Boncompagni (1572-1585) 

appointing three cardinals with the mission of promoting reunification between Rome 

and the Christian East in 1571, following the victory at the Battle of Lepanto.4 This initial 

step led to his successor, Pope Gregory XV Ludovisi (1621-1623), formally establishing 

a permanent congregation of thirteen cardinals and two prelates through a series of papal 

bulls issued in 1622: Inscrutabili divinae providentia (6 January); Decet Romanorum 

pontificem (12 March); and Cum inter multiplices (14 December).5 Taking its etymology 

from the Latin propagare—to sow—the agrarian metaphor fit well with the Church’s 

objectives of promoting local congregations and their clergy, supporting the development 

of seminary colleges, and encouraging the growth of missionary activities into new 

territories. Between the Church’s original concept and Dr. King’s description, the term 

propaganda underwent a semantic change that assumed more negative, biased, and 

 
 3 Martin Luther King Jr., “Propagandizing Christianity,”185. 
 
 4 Peter Guilday, “The Sacred Congregation de Propaganda Fide (1622-1922),” The Catholic 
Historical Review 6, no. 4 (1921): 480; and A. Castellucci, “Il risveglio dell’attiva missionaria e le prime 
origine della S. C. ‘de Propaganda Fide’ nella seconda meta del XVI secolo,” Le Conferenze del Laterano 
Marzo-Aprile 1923, ed. Pontificio Seminario Roma Maggiore (Rome: Tipografia Pontificia Nell’Istituto 
Pio IX, 1924), 117-254. 
 
 5 Because of Gregory XV’s short reign (1621-23), the true execution of the propaganda de fide 
fell to his successor, Urban VIII (1623-1644), who formed a fully-fledged collegium de propaganda for the 
training of missionaries. See Maria Teresa Prendergast and Thomas A. Prendergast, “The Invention of 
Propaganda: A Critical Commentary on and Translation of Inscrutabili Divinae Providentiae Arcano,” in 
The Oxford Handbook of Propaganda Studies, ed. Jonathan Auerbach and Russ Castronovo (New York: 
Oxford University Press, 2013), 23.  
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manipulative connotations. The most extensive explanation of this transformation appears 

in Evonne Levy’s book, Propaganda and the Jesuit Baroque (2004) where she 

methodically demonstrates how the French Revolution, World War I, and World War II 

drastically affected the definition of propaganda. It slowly became a political strategy for 

indoctrination and a commercial approach for economic gain.6 Our current use of the 

term as a form of mis- or dis-information correlates to the rise and availability of social 

media platforms like Facebook, Instagram, Twitter, Snapchat, and TikTok, which 

accelerate the dissemination of content on an instantaneous, global scale that neither 

Edward S. Herman nor Noam Chomsky could have anticipated.7 Yet, if we return to Dr. 

King’s sermon, the entire foundation of his excursus on propaganda relies exclusively on 

the Acts of the Apostles.  

 Written between 70 and 90 AD by Saint Luke the Evangelist, the Acts of the 

Apostles captures the only historical account of the disciples after Christ’s resurrection. 

Unlike the synoptic gospels or the epistolary letters written by Paul, the book of Acts 

stands as a unique chronicle of the church’s first years of activity. It charts the 

movements of Peter and Paul as they follow Christ’s command in Acts 1:8, in which 

Christ says to them, “You will be my witness in Jerusalem, and in all Judea and Samaria, 

and to the ends of the earth.” It was this exact phrase that Dr. King highlighted in his 

sermon, explaining to the congregation, “[…] for in these words Jesus is calling upon his 

 
 6 Evonne Anita Levy, “Rhetoric versus Propaganda,” in Propaganda and the Jesuit Baroque 
(Chicago: University of Chicago Press, 2004), 56-60. 
 
 7 Edward S. Herman and Noam Chomsky, “A Propaganda Model,” in Manufacturing Consent: 
The Political Economy of the Mass Media (New York: Pantheon Books, 1988; New York: Pantheon Books, 
2002), 1-37; and Christian Fuchs, “Propaganda 2.0: Herman and Chomsky’s Propaganda Model in the Age 
of the Internet, Big Data and Social Media,” in The Propaganda Model Today: Filtering Perception and 
Awareness, ed. Joan Pedro-Carañana, Daniel Broudy, and Jeffery Klaehn (London: University of 
Westminster Press, 2018), 71-92.  
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disciples to be true propagandizers. […] Jesus is still saying to Christians everywhere, ye 

shall be my witness, ye shall be my propaganda agents, ye shall be the spreader of my 

truth.”8 Unmistakably, Dr. King’s ideas about the definition and use of propaganda 

stemmed from a post-World War II mentality, which he articulated in the sermon by 

explaining, “Never underestimate the power of words. If Hitler could do all of this with 

an evil idea it seems that we could rock the world with the truth of the saving power of 

the gospel.”9 Of the radically evangelical points to cite in the New Testament, Dr. King 

chose Acts to underscore his point about the responsibility of Christians to operate as 

“propaganda agents.” This choice speaks volumes about the power of Luke’s history to 

frame a Christian identity of action. The popes of the mid-sixteenth century similarly 

harnessed this aspect in their attempts to re-frame the papal identity at the Vatican 

Apostolic Palace and beyond during a critical turning point in early modern history.  

The term apostolic—from the Latin apostolicus and the Greek άποστολικός—

means “of or pertaining to the Apostles.”10 One might assume a convention to its use in 

 
 8 King Jr., “Propagandizing Christianity,” 185. 
 
 9 This was not the first time that King Jr. used the concept of propaganda to describe the work of 
Christians. In a sermon written between 1948-1954, titled “Propagandizing Religion,” he makes a similar 
claim:  
 

Have we as Christians properly and adequately propagandized Christianity? I can 
imagine that many of you are now quite astonished after hearing me use the word 
propaganda in relation to religion. The word propaganda for most of you has 
usually carried an unpleasant connotation. We often think of propaganda as a 
means of propagating evil and vicious ideologies. Yet we can by no means limit 
the word propaganda to such narrow confines. Propaganda may be good or bad 
depending on the merit of the cause urged. If you will turn to your Funk and 
Wagnalls' Dictionary you will find the word defined thus: 1. Any institution or 
scheme for propagating a doctrine or system. 

 
King Jr., 185, n 2. 
 
 10 “Apostolic, n.1.” OED Online. March 2020. Oxford University Press. 
http://www.oed.com/viewdictionaryentry/Entry/1477 (accessed February 8, 2020). 
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scripture and Christian texts, but as Peter van Deun has shown, the word does not appear 

in the Septuagint or the New Testament.11 Instead, second century patristic writers like 

Ignatius of Antioch initially used the term to make a distinction for those like the 

apostles, and more specifically, likened to Paul.12 Overwhelmingly, its earliest use 

appears in dogmatic texts that address issues of canon law and liturgy. In these instances, 

it is joined with the adjective καθολικός—universal—and came to describe the 

foundation of the Church by the Apostles.13 A distinction between the Eastern and 

Western uses of the term becomes necessary from the fourth century onward. For the 

East, the notion of an Apostolic Church was less fundamental given the role of the 

emperor in ecclesiastical matters, and only in the seventh century does the term become 

more commonplace in the Christian East.14 By contrast, the West and the Church of 

Rome’s use of the term coincides with the Christological controversies that occurred 

during the fourth and fifth centuries, particularly the Council of Constantinople’s decree 

that the Eastern capital was the “new Rome.”15 At this point, the concept of papal 

primacy, apostolic succession, and the exclusive reverence of Rome became explicit as a 

 
 11 Peter Van Deun, “The Notion of ΑΠΟΣΤΟΛΙΚΟΣ: A Terminological Survey,” in The Apostolic 
Age in Patristic Thought, ed. Anthony Hilhorst (Leiden: Brill, 2004), 42.  
 
 12 Deun, “The Notion of ΑΠΟΣΤΟΛΙΚΟΣ,” 45. 
  
 13 Deun, 47. 
 
 14 Deun, 47-48. 
 
 15 Averil Cameron, “Old and New Rome: Roman Studies in Sixth-Century Constantinople,” in 
Transformations of Late Antiquity. Essays for Peter Brown, ed. Philip Rousseau and Manolis Papaoutsakis 
(London: Routledge, 2009), 15-36; Lucy Grig, “Competing Capitals, Competing Representations: Late 
Antique Cityscapes in Words and Pictures,” in Two Romes: Rome and Constantinople in Late Antiquity, ed. 
Lucy Grig and Gavin Kelly (New York: Oxford University Press, 2012), 32-52; A.D. Lee, From Rome to 
Byzantium AD 363 to 565: the Transformation of Ancient Rome (Edinburgh: Edinburgh University Press, 
2013), 46; and J. M. Pigott, New Rome Wasn’t Built in a Day: Rethinking Councils and Controversy at 
Early Constantinople 381-451 (Turnhout: Brepols, forthcoming 2020).  
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means to preserve the hierarchical nature of the Church’s leadership between the 

episkopoi (overseerers), the presbyteroi (local leaders), and the diakonoi (deacons). Later 

centuries would look to the writings of this period for evidence in support of the Pope’s 

authority. For example, Pope Innocent I’s letter to Decentius, the Bishop of Gubbio in 

416, made the powerful claim that only the Bishop of Rome in the Almighty Chair of 

Peter, with full Apostolic authority, was the arbiter of ecclesiastical issues, thereby 

introducing the phrase “auctoritas apostolicae sedis.”16 Similarly, the term domnus 

apostolicus (apostolic lord) was introduced as an epithet for the Bishop of Rome to 

distinguish his role in contrast to the Eastern Patriarchs.17   

 Slowly, throughout the fifth and sixth centuries, the institutional identity of the 

Roman papacy further evolved its primacy through ever increasing consolidations of 

ecclesiastical authority. From 501 to 506 CE, Pope Symmachus (498-514 CE) built the 

first structures that would eventually become the Palatium Apostolicum Vaticanum 

(Vatican Apostolic Palace).18 This was done out of simple necessity. Although we are 

accustomed to identifying the Vatican Palace as the official residence of the pope, its 

original locates was instead at the Lateran Palace on the Caelian Hill.19 When the 

 
 16 Martin Connell, Church and Worship in Fifth-Century Rome: the Letter of Innocent I to 
Decentius of Gubbio, Gorgias Liturgical Studies 50 (Piscataway, NJ: Gorgias Press, 2010).  
 
 17 The first time Peter is called the Bishop of Rome is in 354 with the Liberian Catalogue from an 
unknown compiler. See Henry Chadwick, “Athanasius, Marcellus, and the Gathering Storm,” in The 
Church in Ancient Society: from Galilee to Gregory the Great (New York: Oxford University Press, 2001), 
236-239. 
 
 18 Deoclecio Redig de Campos, “The Apostolic Palace,” in The Vatican, Spirit and Art of 
Christian Rome, ed. John Daley (New York: the Metropolitan Museum of Art, 1983), 91.  
 
 19 Christopher Walter, “Papal Political Imagery in the Medieval Lateran Palace,” in Prayer and 
Power in Byzantine Papal Imagery (Brookfield: Ashgate, 1993), 155-176; and Iben Fonnesberg-Schmidt, 
“Visitor Experiences: art, architecture and space at the papal curia, c. 1200,” Journal of Medieval History 
44, no. 3 (2018): 294-310. 
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conclave in 498 resulted in a schism and King Theoderic’s disputed verdict led to a 

territorial feud in Rome, each claimant occupied an important symbolic location: the 

priest Laurentius took the Lateran palace and the bishop Symmachus acquired Saint 

Peter’s basilica.20 Without an actual palace, Symmachus constructed two episcopal 

residences adjacent to the basilica, and through the eighth and ninth centuries, additional 

buildings were added.21 Under Eugenius III Pignatelli (1145-1153) a larger palace 

structure was erected, and subsequently when Innocent III di Segni (1198-1216) fled the 

outbreak of civil wars, he too took refuge in the Vatican and began adding new 

structures.22 From 1216 to 1277, the palace remained unchanged, but on the election of 

Nicholas III Orsini (1277-1280), he initiated the construction of a new fortification-like 

structure that called for a square building with battlements and towers at the corners.23  

 The Babylonian captivity and the Avignon Papacy caused the Apostolic Palace to 

fall into disarray. Nicholas V Parentucelli (1447-1455) reinstated the dignity of the 

papacy by concentrating on the Vatican and renovating the palace and the borgo.24 

Besides massive walls and artillery towers, Nicholas added a new northern wing to his 

 
 20 John Moorhead, “The Laurentian Schism: East and West in the Roman Church,” Church 
History 47, no. 2 (1978): 125-163; and George E. Demacopoulos, “The Petrine Discourse in Theodoric’s 
Italy and Justinian’s Empire,” in The Invention of Peter: Apostolic Discourse and Papal Authority in Late 
Antiquity (Philadelphia: University of Pennsylvania Press, 2013), 103-107. 
 
 21 Redig de Campos, “The Apostolic Palace,” 91; Suzanne Boorsch, “The Building of the Vatican: 
The Papacy and Architecture,” The Metropolitan Museum of Art Bulletin 40, no. 3 (1982-1983): 40.  
 
 22 Redig de Campos, 91.  
 
 23Redig de Campos, 91-94.  
 
 24 Carol Westfall, In This Most Perfect Paradise: Alberti, Nicholas V, and the Invention of Urban 
Planning in Rome, 1447-55 (University Park: Pennsylvania State University Press, 1974); Christoph L. 
Frommel, “Papal Policy: the Planning of Rome during the Renaissance,” the Journal of Interdisciplinary 
History 17, no. 1 (1986): 39-65; Flavia Cantatore, “The Palace of Nicholas V: Continuity and Innovation in 
the Vatican Palaces,” in A Renaissance Architecture of Power, The Medieval Mediterranean, vol. 104, ed. 
Silvia Beltramo, Flavia Cantatore, and Marco Folin (Leiden: Brill, 2016), 290-319.  
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predecessor’s palace in a new Renaissance style.25 After his death, the final wing that 

enclosed the Cortile del Pappagallo was built, thus completing the original plans of his 

predecessors.26 From the election of Sixtus IV della Rovere in 1471 onward, the 

Apostolic Palace underwent an almost constant evolution, expanding to include much of 

the structure that we are familiar with today such as the library, the Sistine Chapel, the 

Belvedere and its Cortile, the Torre Borgia, and the Logge. 

 
 

The Papal Investment in Acts: 1542 and Beyond 
 

This dissertation is the first sustained analysis of papal patronage spanning from Paul III 

Farnese (1534-1549) to Gregory XIII Boncompagni (1572-1585) that examines a 

coordinated program of imagery collectively invested in apostolic-focused narratives for 

the Vatican Apostolic Palace.27 What has until now been understood as a series of 

disconnected artistic projects over forty years (1542-1585) that, in reality, represents a 

strategic re-branding of the papal image using the book of Acts and the narrative of 

Peter's life. These programs promote a unique model of papal identity by focusing almost 

exclusively on the personal apostolic experiences of Peter and Paul, and the discursive 

power of their narrated identities. At the heart of this systematic recalibration is conscious 

leveraging of “cultural capital” that not only builds upon previous artistic commissions 

but locates avenues for enriching this narrative scheme through new media and 

 
 25 Redig de Campos, 94.  
 
 26 Redig de Campos, 94-95.  
 
 27 Following Deoclecio Redig de Campos, I will use the convention of calling this site the 
Apostolic Palace to make a distinction between it and the Lateran Palace.  
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modalities.28 As a result, the slow evolution of a refocused papal brand responds to the 

longstanding criticism of apostolic authority issued by its reformed adversaries when 

religious identity politics played out in the court of public opinion. What began as a tactic 

for reclaiming the central figures of the papacy’s foundation, which had been co-opted by 

Protestant reformers in both theology and image, transformed into a full-scale 

mobilization of historical content designed to reposition the papacy in a new era.29  

Tracing the long-term development of a papal brand requires toggling between a 

micro-historical analysis of a single project and a macro-historical awareness of how that 

project fits into the larger scheme of the Apostolic Palace.30 This constitutes one of the 

difficulties that has plagued studies of this scale: without a clear understanding of both 

the individual commission and the relational network that connects the physical 

structures of the palace, it is almost impossible to recognize how each pontificate 

developed these apostolic thematic associations between various artistic interventions. 

Compounding the nuance of this project is a requisite familiarity with the Church's 

history, specifically the papal history that informed the relative decision making of each 

commission. This dissertation’s analysis of the Apostolic Palace chronologically unpacks 

five sites: the Pauline Chapel (Cappella Paolina), the Casino of Pius IV (Casina Pio IV), 

the landings of the palace staircases (caposcale), the second loggia (seconda loggia,) and 

 
 28 Pierre Bourdieu “Ökonomisches Kapital, kulturelles Kapital, soziales Kapital” in Soziale 
Ungleichheiten, Soziale Welt Sonderband 2, ed. Reinhard Kreckel (Goettingen: Otto Scharts & Co, 1983), 
183-198; Bourdieu, “The Forms of Capital,” in Handbook of Theory and Research for the Sociology of 
Education, ed. John Richardson (New York, Greenwood Press, 1986), 241-258.  
 
 29 John W. O’Malley, “Conclusion,” in Trent and All That. Renaming Catholicism in the Early 
Modern Era (Cambridge: Harvard University Pres, 2009), 119-140. 
 
 30 Deoclecio Redig de Campos, I Palazzi Vaticani (Bologna: Cappelli, 1967); Maurizio Calvesi, 
Treasures of the Vatican: St. Peter’s Basilica, the Vatican museum and galleries, the treasures of St. 
Peter’s, the Vatican grottoes and necropolis, the Vatican palaces, trans. James Emmons (Geneva: Skira, 
1962).  
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the area above the portico (sopra portico) of Saint Peter’s Basilica. Each of these projects 

epitomizes one of the more unique qualities of papal patronage: its constant engagement 

with a present past that actively exerts agency on the current pontiff. Successive 

transformations of the Apostolic Palace were under the aegis of a singular author and the 

continuation of an inherited program or schema. Rarely, if ever, were architectural or 

pictorial interventions at this particular site entirely devoid of historical baggage or 

unaware of predecessors. Papal commissions were never conceived in a vacuum; they 

were, instead, conversant with one another, and this trait was reflected in the alterations 

that occurred throughout the palace structure. The five main sites discussed in this project 

should be considered nodes in a larger artistic matrix that relied on additional 

components to form a symbolic visual panorama whose efficacy depended on a 

consciously curated image that indexed its power and authority from the acts of Peter and 

Paul.  

Each chapter here represents a segment of papal history and its corresponding 

patronage; nevertheless, these should not be considered isolated case studies. Every 

episode opens a window onto a visual topos that not only connects these pontificates 

through their commissions, but reveals a type of discursive longue durée, to borrow from 

Fernand Braudel and Michel Foucault, that advanced through shared apostolic-focused 

depictions.31 The first chapter begins with the pontificate of Paul III Farnese (1534-

1549), who inherited a post-sack Rome; the unresolved threats posed by the Reformed 

 
 31 Fernand Braudel, The Mediterranean and the Mediterranean world in the age of Philip II, trans. 
Siân Reynolds (Berkeley: University of California Press, 1995); and Michel Foucault, The Archaeology of 
Knowledge and the Discourse on Language, trans. A.M. Sheridan Smith (Paris: Éditions Gallimard, 1971; 
New York: Pantheon Books, 1972), 31-39.  
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faiths; and the quickly eroding diplomatic relations between the Holy Roman Emperor, 

Charles V (1519-1556), and the King of France, Francis I (1515-1547). The task of 

reform ultimately fell to Paul III. In the course of his papacy, the Council of Trent was 

first convened, marking a crucial turning point in Church history and in Early Modern 

history. During this period, Paul III initiated a series of architectural interventions at the 

Apostolic Palace that significantly transformed its ceremonial and liturgical nucleus. His 

dynamic approach to papal patronage cultivated the first stages of this apostolic-focused 

thematic re-branding campaign. It took root in three different iterations: the frescoes of 

his eponymous Pauline Chapel, the Pauline Hall (Sala Paolina) at the Castel 

Sant’Angelo, and a series of cope decorations designed by Perino del Vaga. In my 

examination of Michelangelo's Pauline Chapel frescoes of the Conversion of Saint Paul 

(1542-1545) and the Crucifixion of Saint Peter (1546-1550), I recognize the combined 

subject matter as a strategic attempt by Paul III to reclaim the identities of the twin 

founders of Roman Christianity from a Protestant opposition who had undermined the 

authenticity of Peter’s authority in scripture and in tradition, and fully assimilated Paul’s 

image into its own branding enterprises. The first part of this chapter examines the role of 

Pauline imagery for the papacy and for the Protestants, which Luther cultivated into a 

rhetorical strategy that cast Peter/Rome in contradistinction to Paul/German States. This 

allowed Pauline theology to transform into a distinct type of Pauline imagery that 

appeared on the title pages of several foundational Reformed works, including Luther's 

New Testament. By the time Paul III decided upon the Conversion of Saul for the Pauline 

Chapel, Saint Paul had been equivocally stolen from Rome and functioned as a hallmark 

of Protestant identity. Similarly, the second half of the chapter addresses the scandal of 
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the leaked Papal Admonition (1544) to Charles V, a text that was issued in response to 

his negotiations and concessions to the Schmalkaldic League without the pope’s 

knowledge or approval. This document fed the flames of an already-seething Protestant 

fire, sparking a series of publications aimed at destroying Paul III’s character and 

discrediting the concept of papal authority as represented in the traditio claves (giving of 

the keys). Paul III’s commissioning of the Conversion of Saint Paul and of the 

Crucifixion of Peter represents a necessary corrective action towards the identity politics 

that threatened the papacy's power and spiritual sovereignty. To fully grasp how this 

imagery shifted the internal mechanics of papal identity, we have to examine it alongside 

additional Acts imagery that further signaled the Church's foundational narratives in 

different but complementary modalities. 

Chapter Two jumps to the pontificates of Pius IV Medici (1559-1565) and Pius V 

Ghislieri (1566-1572), where the stakes of papal commissions went hand-in-hand with 

redefining the papacy’s character. These two popes could not have been more 

diametrically opposed in their liberalism and conservatism; each one retroactively 

corrected the measures enacted by his predecessor, pushing the social pendulum back and 

forth. Even though Pius IV brought the Council of the Trent to a close and Pius V set the 

initial course for its enactment as a reform agenda, their artistic patronage, arguably, has 

not received the same scholarly attention. This shadow leaves gaps in the overall picture 

of the papacy’s continuous development of its visual culture. Two projects emerged 

during this period that helped propel the trajectory of the papacy’s investment in its 

apostolic-focused identity. First, the Casino of Pius IV, to which Federico Zuccaro 

contributed a series of images in 1562-63 representing: Peter Kneeling before Christ after 
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the Miraculous Draught of Fishes, Christ and Peter Walking on Water; and Christ 

Calming the Storm. Second, at the end of Pius V's life, a project was initiated for a Life of 

Saint Peter series of frescoes adorning the landings of palace staircases (caposcale). This 

little known—and until now, assumed destroyed—commission can still be seen in some 

stairwells. Due to the disparate sites of its constituent parts and ongoing renovations in 

the eighteenth century, the full impact of these images, as part of the larger papal visual 

culture, has never been fully studied. Pius V died before the program was executed, and it 

was left to his successor, Gregory XIII, to complete. The confusion about its authorship 

and execution is resolved in an archival document found in the Vatican Library that 

firmly places the majority of its production under the supervision of the Bolognese 

painter, Lorenzo Sabbatini, in 1572.32 Of the extant scenes, all repeat the same formula of 

Petrine narratives employed previously by Paul III and Pius IV. Both of these 

commissions demonstrate the papacy’s conscious attempt to articulate its rebranding by 

further adapting a Petrine history into a coherent schema. Here, I rely on Paul Ricoeur’s 

theories on the role of narrative, particularly foundational ones, to formulate self-identity 

through narration.33 Retelling leads to reliving; or in the case of the visual arts, the re-

presenting of these founding histories allows for the refiguration of the papacy's 

history—not as a story of elected popes who have continued Peter's legacy, but as an 

apostolic history grounded in witnessing Christ's ministry, participating in his miracles, 

and performing acts of thaumaturgy. 

 
 32 Sabbatini’s work in the Pauline Chapel is discussed at length in Chapter Three, section 
“Sabbatini’s Stake in the Pauline Chapel.” 223-228. 
 
 33 Paul Ricoeur, Temps et Récit. L’intrigue et le Récit historique, 2 vols., (Paris: Ed du Seuil, 
1984); Paul Ricoeur, Time and Narrative, ed. Kathleen McLaughlin and David Pellauer, 3 vols., (Chicago: 
University of Chicago Press, 2012).  



14 
 

Chapter Three will focus on the pontificate of Gregory XIII Boncompagni (1572-

1585) whose work solidifies the blueprint for manufacturing an apostolic-focused papal 

identity by completing the narrative arc and finishing a series of outstanding projects left 

by his predecessors. Besides completing Pius V’s concept for the landings of palace 

staircases (caposcale), Gregory XIII also finished the decorative program for the former’s 

second loggia (seconda loggia), thereby extending the original frescos executed by 

Raphael and his workshop for Pope Leo X Medici (1513-1521). Again, under the 

direction of Lorenzo Sabbatini, a program representing the Life of Christ (c.1574) was 

produced that logically continued from the Old Testament scenes in Raphael’s bibia 

(c.1519). Much like the program for the palace staircases, the Life of Christ frescoes have 

received very little scholarly attention, and yet, these narratives illustrate one of the more 

cogent demonstrations of how the papacy consciously employed a strategy of 

refiguration to reorient its image. This project explores the types of narratives selected, 

and again, relying on Ricoeur’s theories, points to the type of emplotment used to shape 

Christ’s ministry as it was experienced by the disciples and through their unique 

perspective.34 By focusing almost entirely on the corpus of miracles performed by Christ, 

the Second Loggia frame the Church's history as an apostolic history, like Zuccaro’s 

frescoes for the Casino of Pius IV. This becomes even more clear in the frescoes 

commissioned for the Pauline Chapel which exemplifies the papacy's overt investment in 

Acts. Returning to Paul III's original project, Gregory XIII commissioned Lorenzo 

Sabbatini to execute frescoes on the adjacent lateral walls that frame Michelangelo’s final 

frescoes. From 1572 until his untimely death in 1576, Sabbatini executed three scenes: 

 
 34 These terms are defined below in the section, “Narrative Identity in Acts and the Life of Peter: 
Ricoeur.” 36-41.  
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the Stoning of Saint Stephen, the Fall of Simon Magus, and the Baptism of Saint Paul. 

Four years later, Federico Zuccaro inherited the unfinished project and completed the 

final wall representing the Baptism of Cornelius/Peter’s Dream of the Unclean Animals 

(1580-81). Shortly after, a calamitous feud over his maligned altarpiece for Monsginor 

Paolo Ghiselli led to the artist’s trial and subsequent excommunication from the papal 

states. Only as a result of the Duke of Urbino’s intervention was Zuccaro allowed to 

return to the papal court, where he resumed the vault decorations for the Pauline Chapel 

(1583-1585). The full magnitude of the book of Acts appears in Zuccaro’s vault frescoes, 

orchestrating a visual typology between Peter and Paul through their miracles of healing, 

raising the dead, and controlling nature. My review of the originally proposed projects by 

the collaboration of Giorgio Vasari and Vincenzo Borghini, compared to Sabbatini’s and 

Zuccaro’s final products, presents a clear prioritization of narratives that followed the 

thematic models established in the previous decades. From an analysis of these 

narratives, I argue that the type of emplotment achieved by the vault intentionally mirrors 

that of the Second Loggia, thus allowing for clear parallels between Christ and his 

disciples. Gregory XIII’s application of the apostolic-focused formula led him to 

incorporate it onto the exterior area above the portico (sopra portico) of Saint Peter’s 

basilica, where a series of five frescoes (c.1575), representing additional scenes from the 

Life of Peter, were executed. On a personal level, Gregory adopted a particular Petrine 

narrative, Christ Washing Peter’s Feet, which he commissioned as a sculpted marble 

relief from Taddeo Landini (1578-79) to go over the exterior door of his newly erected 

eponymous chapel in Saint Peter’s basilica, the Gregorian Chapel (Cappella 

Gregoriana). Remarkably, over the course of these pontificates, and despite their 
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consistent use of these apostolic narratives, no scholar has remarked on how the same 

scenes appear on the papal medals issued concurrently, and this chapter concludes with a 

discussion of how the entirety of these visual modalities contribute to the discursive 

progression that transpires with each successive artistic contribution. It is only from this 

elongated perspective, spanning four decades and multiple pontificates, that we can 

identify the techniques for leveraging cultural capital across commissions, and the 

process by which this visual formula was codified, eventually leading to its 

concretization in the early seventeenth century.  

The conclusion of this dissertation serves as an epilogue and examines how Paul 

V Borghese (1605-1621) and Clement VIII Aldobrandini (1592-1605) refined their 

approach to the deployment of apostolic-focused imagery. First, in 1617, Paul V moved 

Landini’s marble relief for Gregory XIII to the door above his Pauline Chapel at Palazzo 

del Quirinale, extending its function as a signifier of the papal identity, and 

simultaneously placed it on a commemorative medal. Finally, with the complete 

renovation of Saint Peter’s basilica came the opportunity to install new altarpieces in the 

centralized small nave (navi piccole). Beginning in 1599, Clement VIII commissioned six 

altarpieces: Cristofano Roncalli’s Punishment of Sapphira (1599-1604), Domenico 

Passignano’s Crucifixion of Peter (1602-1605), Francsco Vanni’s Fall of Simon Magus 

(1602-1603), Cigoli’s Peter Healing the Cripple at the Golden Gate (1604-1606), 

Giovanni Baglione’s Raising of Tabita (1604-1605), and Bernado Castello’s Peter 

Walking on Water (Navicella, 1604-1605).35 With the exception of Castello’s Peter 

Walking on Water, every altarpiece shared imagery with the Pauline Chapel’s vault 

 
 35 Louise Rice, “Clement VIII” in The Altars and Altarpieces of New St. Peter’s. Outfitting the 
Basilica, 1621-1666 (Cambridge: Cambridge University Press, 1997), 27-28.  
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program. However, in a more comprehensive sense, the subjects cemented the narrative 

identity of the papacy in its most sacred liturgical site.  

 
 

The Practice of Patronage 
 

Patronage is an investment; its returns cannot be quantitatively measured. Quite unlike 

any other commercial market, the act of cultural patronage does not produce a tangible 

yield—we cannot say definitively that a portrait increased the sitter’s renown by a 

percentile, or that a new church altar catalyzed the resurgence of devotion by a certain 

margin. Unanimously, the definition of patronage as “the action of a patron in supporting, 

encouraging, or countenancing a person, institution, work, art, etc.,” has endured since 

the 1950s, and, with it, an entire field of studies that crosses among history, art history, 

economics, sociology, anthropology, and gender studies, holds the understanding of this 

process as its aim.36 Two books arguably set the stage for a comprehensive analysis of 

artistic patronage: Francis Haskell’s Patrons and Painters: A Study in the Relations 

between Italian Art and Society in the Age of the Baroque (1963), and David Chamber’s 

Patrons and Artists in the Italian Renaissance (1970).37 Where Chambers triangulated 

the relationship among patron, object, and artist by ushering forth a full spectrum of 

archival documents, Haskell, by contrast, examined the “mechanics of Sixteenth Century 

 
 36 Werner L. Gundersheimer, “Patronage in the Renaissance: an Exploratory Approach,” in 
Patronage in the Renaissance, ed. Guy Fitch Lytle and Stephen Orgel (Princeton: Princeton University 
Press, 1981), 3-26. For the historiography of patronage studies, see Tracy E. Cooper, “Mecenatismo or 
Clientelismo: The Character of Renaissance Patronage,” in The Search for a Patron in the Middles Ages 
and the Renaissance, ed. David Wilkins and R. Wilkins (Lewinston: the Edwin Mellen Press, 1996), 19-32; 
and Kate Lowe, “The Progress of Patronage in Renaissance Italy,” Oxford Art Journal 18 (1995): 148-149. 
 
 37 David Chambers, Patrons and Artists in the Italian Renaissance (Columbia: University of South 
Carolina Press, 1971); Francis Haskell, Patrons and Painters: A Study in the Relations between Italian Art 
and Society in the Age of the Baroque (New York: Harper and Row, 1971). 
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Patronage” through its deeper institutional structures.38 These were followed in the 1980s 

by a series of publications that interjected methodological and theoretical nuance to the 

field, beginning with the edited volume by Guy Fitch Lytle and Stephen Orgel, 

Patronage in the Renaissance (1981).39 In the decades that followed, patronage studies 

expanded significantly, exploring new avenues of framing the original patron/artist 

relationship, readdressing issues of power and class, and examining market forces that set 

the demand for luxury items and their commodification. Here, the work of F.W. Kent, 

Patricia Simons, Bram Kempers, and many others advanced the field through a wave of 

publications that showcased the many subfields of artistic patronage, but also positioned 

the scholarship of the 1990s to cultivate a more critical eye towards its historiography as 

a whole.40  

In her 1995 review of the latest scholarly contributions to the topic of early 

modern patronage, Kate Lowe asked, “But what do we learn about the subject from these 

new studies that we did not already know?”41 Lowe’s description of these books reflected 

 
 38 Chambers claimed in his introduction that the purpose of his study was “to display as wide a 
range as possible of documentary records which illustrate the patronage and working practice of artists 
during this period, including letters, contracts, extracts from books of payments and other memoranda 
about artists and their artwork." Francis Haskell, by contrast, explained in her introduction that “I have 
been forced to think again and again about the relationships between art and society, but nothing in my 
research has convinced me of the existence of underlying laws which will be valid in all circumstances.” 
Chambers, Patrons and Artists in the Italian Renaissance (1971), xx-xxiii; Haskell, Patrons and Painters 
(1971), xviii.  
 
 39 Lytle’s and Orgel’s anthology was the result of a symposium on Patronage in the Renaissance 
held at the Folger Library, Washington, D.C., in 1981. 
  
 40 Rona Goffen, Piety and Patronage in Renaissance Venice: Bellini, Titian, and the Franciscans 
(New Haven: Yale University Press, 1986); Bram Kempers, Painting, Power and Patronage. The rise of 
the professional artist in the Italian Renaissance, trans. Beverly Jackson (New York: Penguin Books, 
1987); Fiona W. Kent and Patricia Simons, Patronage, Art and Society in Renaissance Italy (Oxford: 
Clarendon Press, 1987); and Robin Cormack, The Byzantine Eye: Studies in Art and Patronage (London: 
Variorum, 1989). 
 
 41 The four books reviewed were: Francis Ames-Lewis, Cosimo ‘il Vecchio’ de’ Medici, 1389-
1464 (Clarendon Press: Oxford, 1995); Richard Goldwaithe, Wealth and the Demand for Art in Italy, 1300-
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a methodological fatigue that had settled in the field, explaining: 

Only one of the five books under discussion attempts to change the way 
patronage has been perceived hitherto, by redrawing a section of the 
outlines of the continent and striding purposefully into the interior, the other 
four are content to hug the coast or occasionally to take a few steps away 
from the path, but without losing sight of the sea; a couple could be accused 
of using tracing paper to replicate the original map, albeit rather 
painstakingly or stylishly or with the addition of a bit of colour.42 
 

Diversifying the portfolio of patronage studies meant seriously considering the role of 

women, nuns, confraternities, cardinals and other clerics, courts beyond the 

Roman/Florentine binary, untraditional and un-commissioned forms of patronage, as well 

as the true nature of clientelismo versus mecenatismo. Thanks to the scholarship of Tracy 

Cooper, Pamela M. Jones, Catherine King, Marjorie Och, Sheryl E. Reiss, Clare 

Robertson, Rose Marie San Juan, Paola Tingali, and Carolyn Valone, the field began to 

make new strides against what had become an overly conventional discourse that fell 

back on Jacob Burckhardt and Johan Huizinga for its tropes.43 These contributions fueled 

 
1600 (Baltimore: John Hopkins University Press, 1993); Mary Hollingsworth, Patronage in Renaissance 
Italy from 1400 to the Early Sixteenth Century (London: John Murray, 1994); John R. Spencer, Andrea del 
Castagno and his Patrons (Durham: Duke University Press, 1991); and David Thomson, Renaissance 
Architecture: Critics, Patrons, Luxury (London: Manchester University Press, 1993). 
 
 42 Kate Lowe, “The Progress of Patronage in Renaissance Italy,” Oxford Art Journal 18 (1995): 
148-149. 
 
 43 Jacob Burckhardt, The Civilization of the Renaissance in Italy (New York: Modern Library, 
2002; Die Kultur der Renaissance in Italien, Basel: Schweighauser, 1860); Johann Huizinga, The Autumn 
of the Middle Ages, trans. Culrich Mammitzsch and Rodney J. Payton (Chicago: University of Chicago 
Press, 1996); Tracy E. Cooper, “Mecenatismo or Clientelismo: The Character of Renaissance Patronage,” 
in The Search for a Patron in the Middles Ages and the Renaissance, ed. David Wilkins and R. Wilkins 
(Lewinston: the Edwin Mellen Press, 1996), 19-32; Pamela M. Jones, Federico Borromeo and the 
Ambrosiana: art patronage and reform in seventeenth-century Milan (Cambridge: Cambridge University 
Press, 1993); Catherine King, Renaissance Women Patrons. Wives and Widows in Italy c. 1300-1550 
(Manchester: Manchester University Press, 1998); David G. Wilkins, “Introduction: Recognizing New 
Patronage, Posing New Questions,” in Beyond Isabella: Secular Women Patrons in Renaissance Italy, eds. 
Sheryl E. Reiss and David Wilkins, (Kirksville: Truman State University Press, 2001), 1-17; Marjorie Och, 
“Portrait Medals of Vittoria Colonna: Representing the Learned Woman,” in Women as Sites of Culture: 
Women’s Roles in Cultural Formation from the Renaissance to the 20th Century, ed. Susan Shifrin 
(Hampshire: Ashgate, 2002), 153-66; Clare Robertson, Il Gran Cardinale: Alessandro Farnese, Patron of 
the Arts (New Haven: Yale University Press, 1992); Rose Marie San Juan, “The Court Lady’s Dilemma: 
Isabella d’Este and Art Collecting in the Renaissance,” Oxford Art Journal 14 (1991): 67-78; Paola Tinagli 
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a more distilled understanding of gender construction and identity theory that 

simultaneously adopted an interest in network analysis.44 Jonathan Nelson’s and   

Richard J. Zeckhauser’s use of game theory in their book, The Patron’s Payoff: 

Conspicuous Commissions in Italian Renaissance Art (2008), represents recent attempts 

to reframe the social history of patronage by emphasizing the power of influence in the 

patron/artist relationship.45 As the field continues to expand, and our understandings of 

social agency and subjectivity refine our characterization of this process, scholars will 

develop new approaches to these original concepts that defined the patron/artist 

archetype.46 Even the most ambitious projects that introduce contemporary media 

theories to analyze patronage rely on the same conventional framework to discuss the 

more enigmatic qualities that drive the initial investment. Questions of “why” and “to 

what end” lie somewhere between the act of commissioning and the execution of the 

commission, and these concepts cannot be explained in the raw historical data alone. 

 
and Mary Rogers, Women in Italian Renaissance Art (Manchester: Manchester University Press, 1997); 
Carolyn Valone, “Women on the Quirinal Hill: patronage in Rome, 1560-1630,” The Art Bulletin 76 
(1994): 129-146; and Evelyn S. Welch, Art and Authority in Renaissance Milan (New Haven: Yale 
University Press, 1995). 
 
 44 Jill Burke, Changing Patrons: Social Identity and the Visual Arts in Renaissance Florence 
(University Park: The Pennsylvania State University Press, 2004); Patricia Lee Rubin, Images and Identity 
in Fifteenth-century Florence (New Haven: Yale University Press, 2007); Jill Burke and Michael Bury, Art 
and Identity in Early Modern Rome (Burlington: Ashgate, 2008); Louise Bourdua, The Franciscans and 
Art Patronage in Late Medieval Italy (Cambridge: Cambridge University Press, 2004); and John T. Paoletti 
and Gary M. Radke, Art, Power and Patronage in Renaissance Italy (Upper Saddle River: Pearson/Prentice 
Hall, 2005). 
 
 45 Jonathan K. Nelson and Richard J. Zeckhauser, The Patron’s Payoff: Conspicuous Commissions 
in Italian Renaissance Art (Princeton: Princeton University Press, 2008). 
 
 46 Sally Anne Hickson, Women, Art and Architectural Patronage in Renaissance Mantua: 
Matrons, Mystics, and Monasteries (New York: Routledge, 2012); Stefanie Solum, Women, Patronage, 
and Salvation in Renaissance Florence: Lucrezia Tornabuoni and the Chapel of the Medici Palace 
(Burlington: Ashgate, 2015); Kathleen Christian and David Drogin, Patronage and Italian Renaissance 
Sculpture (New York: Routledge, 2017); and Maria DePrano, Art Patronage, Family, and Gender in 
Renaissance Florence: the Tornabuoni (Cambridge: Cambridge University Press, 2018).  
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Uncovering the more intangible qualities of patronage—such as motivation, ambition, or 

inspiration—remains an elusive target because the impulse to invest does not necessarily 

explain the intent of the investment. To put it another way, the patron's decision to enter 

into the social practice of patronage does not address the fundamental purpose of the 

commission.47 My project attempts to incorporate the role of cultural capital into an 

analysis of institutional patronage, thereby asking how a series of commissions 

undertaken by different actors produce, sustain, and develop a distinct form of symbolic 

value.   

 
 

Pope/Prince/Patron 
 

The institution of papal patronage belongs to a category all its own. Unlike any other 

form of group or organizational patronage, the papacy operates within a matrix of 

complex socio-cultural relations that problematize any straightforward reading of 

function, purpose, or significance. Paolo Prodi’s book, The Papal Prince: One Body and 

Two Souls. The Papal Monarchy in Early Modern Europe (1987) was the first to 

articulate the “sacred double-edged sword” of spiritual and secular authority that 

governed the papal identity during this period.48 With the rise of the papal states and the 

investiture of political power that accompanied this, the pope’s dual role as king and 

shepherd posed significant doctrinal and juridical obstacles that the early decades of the 

 
 47 Here I am drawing a distinction between motive and intent, which traditionally refers to mens 
rea versus motive in a juridical discourse. The moral philosophies described by Plato and Aristotle can 
similarly be applied to the mental elements of patronage, though this discussion requires a more substantive 
analysis than this introduction allows. See Michael Baxandall, Painting and Experience in Fifteenth 
Century Italy. A Primer in Social History of Pictorial Style (Oxford: Oxford University Press, 1988). 
  
 48 Paolo Prodi, The Papal Prince. One Body and two souls: the papal monarchy in early modern 
Europe, trans. Susan Haskins (Cambridge: Cambridge University Press, 1987), 23.  
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sixteenth century threw into high relief.49 These concepts played into artistic papal 

patronage, so that commissions operated as surrogates of papal identity, the complexity 

of which deserves some explanation. The act of commissioning, on the one hand, 

remained an enterprise of the elite, a type of social responsibility for a monarch; thus, a 

papal commission reflected the conscious projection of its equivalence to other political 

rulers by virtue of its ability to mirror these cultural conventions. On the other hand, 

investments made towards the aggrandizement and exaltation of the Church, particularly 

through religious subject matter or architecture, served as a necessary requirement of 

Christianity’s supreme leader. On some level, this absolved papal patrons from the 

criticism of self-indulgence, ostentation, and vainglory because their commissions were 

directed towards the benefit of the Church as an institution.50 Even a figure like Julius II, 

who razed Old Saint Peter’s Basilica, and whose identity took on the imperial 

associations of Julius Caesar—whether intentional or not—could claim the benevolence 

of his actions as enhancing not himself, but the Holy See.51 As the scale, resources, and 

worth of the papal projects approached—and sometimes outdid—those of its secular 

counterparts, these commissions were inevitably subjected to harsh scrutiny, which drew 

the inverse critique that the pope prioritized his secular image over his spiritual duty. 

Papal patronage, like the dual spiritual and secular “bodies” of the pope, remained a true 

 
 49 Prodi, The Papal Prince, 30. While Prodi does provide a chapter on “Power and Image,” his 
purview is not strictly art historical, taking a much wider approach to cultural patronage that includes the 
fine arts, architecture, music, and literature. 
 
 50 Tracy E. Cooper, “Palladio and his Patrons: The Performance of Magnificenza,” Annali di 
architettura 22 (2010): 89-100. 
 
 51 Marie Tanner, Jerusalem on the Hill: Rome and The Vision of St. Peter's in the Renaissance 
(Turnhout: Brepols Publishers, 2010); and Nicholas Temple, Renovatio Urbis; Architecture, Urbanism and 
Ceremony in the Rome of Julius II (New York: Routledge, 2011). 
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paradox: the standardized practice of cultural patronage and the signifiers used for self-

fashioning were counterintuitive to the moral objectives of Peter’s successors. Further 

complicating this system, the biological papal family was another significant 

responsibility of the elected pontiff who could wield his current power and influence to 

secure its social standings beyond the tenure of his reign. We need only look at the 

actions of Paul III Farnese to appreciate the lengths he went to ensure his family’s 

stability. Besides manufacturing two familial duchies (Parma and Piacenza, and Castro), 

he leveraged political power through marriage alliances, most notably between Ottavio 

Farnese and Margaret of Austria, daughter of Emperor Charles V.52 This type of future 

planning also influenced the diversity of Paul III’s artistic patronage, as well as those of 

his family members who invoked his image and history in their pictorial programs.53 Like 

Prodi’s double-edged sword, the confluence of personal and institutional dynastic 

ambitions created a papal double-image, which was, at once, both the representation of 

Peter’s successor and the real personage of a noble family. Any number of papal 

portraits, such as Raphael’s portrait of Leo X with Cardinals Giulio de’ Medici and Luigi 

de’ Rossi (1518-19), illustrate how this duality was manufactured in the representation of 

papal identity.54  

 
 52 Clare Robertson, “Patronage Rivalries: Cardinal Farnese and Pietro Aldobrandini,” in Art and 
Identity in Early Modern Rome, ed. Jill Burke and Michael Bury (Burlington: Ashgate, 2008), 95-111. 
Besides Ottavio, another instance of Paul III’s brokered marriages is Vittoria Farnese, who was originally 
promised to Cosimo I. Later contracts were drawn with the Duke d’Aumale to ensure a tie with the French 
royal family, only to finally marry Guidobaldo II della Rovere, Duke of Urbino. 
 
 53 Of the many projects commissioned by Cardinal Alessandro Farnese, Giorgio Vasari’s frescoes 
in the Sala dei Cento Giorni, the frescoes of Farnese history at Palazzo Farnese in Caprarola, or the 
construction of Il Gesù in Rome represent just a few of the projects that made conspicuous overtures to his 
grandfather, Paul III. 
 
 54 Opher Mansour, “Prince and Pontiff: Secular and Spiritual Authority in Papal State portraiture 
between Raphael’s Julius II and the portraits of Pius V and Clement VIII,” in Art and Identity in Early 
Modern Rome (2008), 209-229. 
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No other subfield of patronage studies shoulders greater blame for the rise of the 

“Big Man” narrative.55 Papal patronage was built on this very premise from its inception, 

and papal historians who vested a distinct character in individual pontiffs helped color 

appraisals of their artistic patronage. We need only to look at Leopold von Ranke’s and 

Ludwig von Pastor’s histories of the “warrior pope” (Julius II), the “lazy hypocrite pope” 

(Paul IV), and the “saintly pope” (Pius IV) to see how their rhetoric shaped conceptions 

about individual papal patrons. Sheryl Reiss recently constructed a “Taxonomy of Art 

Patronage in Renaissance Italy,” labeling various forms as: Corporate Patronage; 

Individuals and Families; and Papal and Curial.56 While she admits that these categories 

are, in reality, far more flexible, it is her discussion of the primary goal of papal 

patronage, “to enhance maiestas papalis,” that signals how the entire enterprise has been 

portrayed by art historians and informs my contribution to this topic.  

Papal patronage has undergone its own historiographic taxonomy. It focuses first 

on the operations of a single pontiff; second on the history of a single monument; and 

third on the transformations made within a type of form or category of patronage. These 

divisions have artificially engineered distinct breaks in what is, and what was, a historical 

continuity between pontificates. If we analyze only the efforts of Julius II, then we risk 

ignoring how Sixtus IV and Alexander VI informed his approaches, as well as how he 

shaped the efforts of Leo X or of Paul III.57 Similarly, if we focus on a single monument, 

 
 55 Scholars working primarily on female or corporate familial patronage were the first to point out 
the inequality of these “Big Man” narratives, which marginalized the role of similarly powerful and 
influential patrons. 
 
 56 Sheryl E. Reiss, “A Taxonomy of Art Patronage in Renaissance Italy,” in A Companion to 
Renaissance and Baroque Art, ed. Babette Bohn and James M. Saslow (Oxford: Wiley-Blackwell, 2013), 
23-43.  
 
 57 Christine Shaw, Julius II: The Warrior Pope (Oxford: Blackwell, 1997); Ian Verstegen and 
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such as Saint Peter’s Basilica, whose transformation occupied the greater part of the 

sixteenth century (beginning in 1506), the traditional strategy has been to isolate a single 

pope or a single architect, thus abandoning the adjacent contemporary projects.58  One of 

the more challenging monuments to unpack in a comprehensive history is the Apostolic 

Palace due to its constant modifications, the shifting centrality of the Lateran Palace, and 

the addition of the Quirinal Palace.59 If, instead, we focus on the contributions made 

within a particular category, such as papal portraiture, papal medals, urban or civil 

engineering, again, the same problem arises that restricts a deeper, holistic understanding 

of these papal investments.60  
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Libreria Editrice Vaticana, 2004); Tristan Weddigen, Sibile De Blaauw, and Bram Kempers, Functions and 
Decorations: art and ritual at the Vatican Palace in the Middle Ages and the Renaissance (Turnhout: 
Brepols, 2003; Carlo Pietrangeli, Il Palazzo Apostolico Vaticano (Firenze: Nardini, 1992). 
 
 60 Evelyn Kicklin, “Papal Portraiture in the Renaissance: a prototype for the Image of Power,” 
(PhD diss., University of Oxford, 2016); Jochen Sander, Raffael und das Portäit Julius’ II: das Bild eines 
Renaissances-Papstes (Petersberg: Imhof, 2013); Nicholas Temple, Renovatio Urbis, 2011; Opher 
Mansour, “Prince and Pontiff,” 209-229;  Francesco Petrucci, Papi in Posa: 500 years of papal portraiture 
(Rome: Gangemi, 2005); Ingrid Szeiklies-Weber, “The Significance of Papal Medals for the Architectural 
History of Rome,” Studies in the History of Art 21 (1987): 283-297; John Varriano, “The Architecture of 
Papal Medals,” in Projects and Monuments in the Period of Baroque Rome, ed. Hellmut Haer and Susan 
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In the case of my project, the pontificates of Paul III, Pius IV, Pius V, and 

Gregory XIII demonstrate completely different fortune critiche, revealing the inherited 

historical biases that not only privilege certain papacies over others, but, more 

importantly, favor the methodological lacunae that require reconsideration. As part of the 

Cambridge series: Artistic Centers of the Italian Renaissance, the anthology edited by 

Marcia B. Hall on Rome (2005) remains the last fully exhaustive treatment of papal 

patronage from the early-fourteenth century to the Counter-Reformation. Over a decade 

later, the contributions by Ingrid D. Rowland, Meredith J. Gill, Clare Robertson, and 

Steven F. Ostrow provide expertly analyzed periodic cross-sections of papal artistic 

patronage; nonetheless, many of their critiques about the status of the field and their 

points regarding the direction of future research have yet to be taken up by subsequent 

scholars.61  For example, we still await a monograph devoted to Paul III’s patronage that 

accounts for the complexity of his diverse projects.62 Paul III’s prolific interventions 

across the Eternal City have supplied numerous case studies, and his relationships with 

artists like Michelangelo, Titian, and Antonio da Sangallo have guaranteed his legacy in 

 
Scoot Munshower (University Park: Pennsylvania State University Press, 1984), 69-81; Carroll William 
Westfall, In This Most Perfect Paradise: Nicholas V, and the Invention of Conscious Urban Planning in 
Rome, 1447-55, 1974; and Konrad Oberhuber, “Raphael and the state-portrait: the Portrait of Julius II,” The 
Burlington Magazine 113 (1971): 124-131. 
 
 61 Ingrid D. Rowland, “Cultural introduction to Renaissance Rome,” in Rome, Artistic Centers of 
the Italian Renaissance, ed. Maria B. Hall (Cambridge University Press, 2005), 1-14; Marcia B. Hall, 
“Introduction to the Art History of Renaissance Rome,” in Rome, 15-26; Meredith J. Gill, “The Fourteenth 
and Fifteenth Centuries,” in Rome, 27-106; Marcia B. Hall, “The High Renaissance, 1503-1534,” in Rome, 
107-183; Clare Robertson, “Phoenix Romanus: Rome 1534-65,” in Rome, 184-245; and Steven F. Ostrow, 
“The Counter Reformation and the end of the Century,” in Rome, 246-320. Prior to this publication, see 
Charles L. Stinger, The Renaissance in Rome (Bloomington: Indiana University Press, 1998); Paul A. 
Ramsey Rome in the Renaissance: the city and the myth, Medieval and Renaissance Studies, vol. 18., 
(Binghamton: Center for Medieval and Early Renaissance Studies, 1982) attempted the same 
comprehensive approach. 
 
 62 Helge Gamrath, Farnese: Pomp, Power and Politics in Renaissance Italy (Roma: L’erma di 
Bretschneider, 2007). 
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the field of early modern studies.63 Nevertheless, the central monument that frames my 

discussion of Paul III—the Cappella Paolina—has similarly awaited a monographic study 

since Margaret Kuntz's PhD dissertation, The Pauline Chapel: Before and After 

Michelangelo (1997). By contrast, both Pius IV and Pius V present radically different 

approaches to the mechanics of patronage: the former heavily invested in architectural 

programs, while the latter exhibited a more focused aim towards his pictorial 

commissions. As a result, neither has received a dedicated artistic monograph. Instead, 

case studies by Maria Giulia Aurigemma, Daria Borghese, Claudia Conforti, Sible de 

Blaauw, and Graham Smith provide some of the only serious attempts re-inscribe the 

significance of these popes against tempering their impact in generalized surveys of the 

period.64 In the last decade, Gregory XIII’s legacy has undergone its own scholarly 

renaissance, bringing into focus his consequence as a patron of the arts during the years 

immediately after Trent and before the full undertaking of the Counter-Reformation. 

Thanks to Ingrid Rowland and Marco Ruffini, in particular, two anthologies have 

highlighted the range of interests and programs accomplished during this pontificate: Art 

and Science in the Rome of Gregory XIII Boncompagni (1572-1585) (2010) and Unità e 

Frammenti di Modernità: Arte e Scienza nella Roma di Gregorio XIII Boncompagni 

 
 63 Erin Christine Sutherland, “Michelangelo and Pope Paul III, 1534-49: Patronage, Collaboration 
and Construction of Identity in Renaissance Rome” (PhD diss., University of Washington, 2015); Michelle 
DiMarzo, “Titian and the Culture of Mid-Century Rome: the Venetian Among the Ruins” (PhD diss., 
Temple University, 2017). 
   
 64 Maria Giulia Aurigemma, “Torre Pia in Vaticano: architettura, decorazione, committenza, 
trasformazioni di tre cappelle vasariane,” Römisches Jahrbuch der Biblioteca Hertziana 39 (2009/2010): 
65-163; Daria Borghese, La storia della Casina di Pio IV (Torino: Allemandi, 2010); Claudia Conforti, 
“Giorgio Vasari al servizio di Pio V: affermazione artistica o ostaggio diplomatico?” in L’immagine del 
rigore, ed. Luisa Giordano and Gianpaolo Angelini (Pavia: Studia ghisleriana, 2012), 77-99; Sible de 
Blaauw, “Pio V, la liturgia e le chiese antiche di Roma,” in Il tempo di Pio V, Pio V nel tempo, ed. Fulvio 
Cervini and Carla Enrica Spantigati (Alessandria: Edizioni dell’Orso, 2006), 79-103; and Graham Smith, 
The Casino of Pius IV (Princeton: Princeton University Press, 1977).  
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(1572-1585) (2012). The date of these publications obscures the timing of earlier work in 

the 1990s that came out of the Institute of Fine Arts by Nicola Courtright (Torre dei 

Venti), Jack Freiburg (Lateran Palace), and Margaret Kuntz (Pauline Chapel).65 While 

these publications have revealed the importance of Gregory XIII’s patronage, their 

singularity has not produced any synthesis; ironically, the fragments remain as such, and 

we have yet to incorporate these pieces into a truly monographic examination of 

pontifical patrons.66  

Across the entire field of papal patronage, time is the biggest hurdle for any and 

all analyses. Papal commissions typically have two different temporal structures: that of 

the project and that of the patron’s life. Borrowing from linguistics, we could speak of the 

patron’s life as synchronic and the project’s life as diachronic. A pope’s reign marks a 

discrete point in time, beginning with his election and ending at his death; whereas an 

artistic commission unfolds over the course of time, and can stretch or evolve through 

multiple pontificates. For example, the second loggia was initiated by Pius V as a way to 

complete the loggia constructed by Leo X, but its decorative program belongs almost 

entirely to Gregory XIII. These two temporal formats are difficult to reconcile if we are 

 
 65 Nicola Margot Courtright, “Gregory XIII’s Tower of the Winds in the Vatican” (PhD diss., 
NYU IFA, 1991); Nicola Courtright, The Papacy and the art of reform in the Sixteenth-Century Rome: 
Gregory XIII’s Tower of the Winds in the Vatican (Cambridge: Cambridge University Press, 2004); Jack 
Freiberg, “The Lateran and Clement VIII” (PhD diss., NYU IFA, 1988); Freiberg, Jack. “The Lateran 
Patronage of Gregory XIII and the Holy Year 1575” Zeitschrift für Kunstgeschichte 54 (1991): 66-87; 
Margaret A Kuntz, “The Cappella Paolina: before and after Michelangelo” (PhD diss., NYU IFA, 1997); 
Kuntz, “Designed for Ceremony: the Cappella Paolina at the Vatican Palace,” in Journal of Architectural 
Historians 62 (2003): 228-255; Kuntz, “Pope Gregory XIII, Cardinal Sirletto, and Federico Zuccaro: the 
program for the altar chancel of the Cappella Paolina in the Vatican Palace,” Marburger Jahrbuch für 
Kunstwissenshaft 35 (2008): 87-112; Kuntz, “Federico Zuccaro, a prospectus drawing and the vault 
stuccoes of the Cappella Paolina in the Vatican,” Zeitschrift fur Kunstgeschichte 71 (2008): 405-418. 
 
 66 Evangelia Papoulia, “Unveiling Gregorian Rome: the Urban and Ecclesiastical Patronage of 
Pope Gregory XIII, 1572-1585” (PhD diss., Courtauld Institute of Art, 2015); Jacqueline Christine Carey, 
“Through the Eye of the Dragon: An examination of artistic patronage of Pope Gregory XIII (1572-1858)” 
(PhD diss., Trinity College Dublin, 2019). 
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only interested in the particulars of one historical narrative, but if we instead seek to 

understand the shifting contexts behind a project, then we have to expand the rigid 

temporal boundaries imposed on the object. How, then, can we approach the topic of 

papal patronage in a manner that allows for the type of sustained depth, breadth, and 

focus required for a single agent/object without losing sight of the larger historical 

composition as it unfolds diachronically? The answer, I think, lies in the methods 

proposed by Fernand Braudel and the longue durée.  

 
 

A Papal Longue Durée: Braudel 
 

When Fernand Braudel introduced the concept of the longue durée in his book, La 

Méditerranée et la Monde Méditerranéen à l’Époque de Philippe II (The Mediterranean 

and the Mediterranean World in the Age of Philip II, 1949), he disrupted the singular 

notion of historical time by offering an account of plural temporalities that coincided 

across geography.67 Written almost entirely from memory during his imprisonment in a 

German war camp from 1940 to 1942, the question posed by La Méditerranée was both 

simple and revolutionary: 

Is it possible to convey simultaneously both that conspicuous history which 
holds our attention by its continual and dramatic changes—and that other, 
submerged history, almost silent and always discreet, virtually unsuspected 
either by its observers or its participants, which is little touched by the 
obstinate erosion of time?68 
 

 
 67 Fernand Braudel, La Méditerranée et la Monde Méditerranéen à l’Époque de Philippe II (Paris: 
Librairie Armand Colin, 1949); Fernand Braudel, The Mediterranean and the Mediterranean World in the 
Age of Philip II, trans. Siân Reynolds, vol. 1, (Berkeley: University of California Press, 1995), 22-23.  
 
 68 James Amelang, “Braudel and the Cultural History of the Mediterranean,” in Braudel Revisited: 
The Mediterranean World 1600-1800, ed. Gabriel Piterberg, Teofilo Ruiz and Geoffrey Symcox 
(University of Toronto Press, 2010), 239, n. 26. 
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Braudel’s work answered in the affirmative by positing three temporal intervals: 

evenement, conjoncture, and structure/longue durée. Differentiating between these 

categories, Braudel’s theoretical approach effectively challenged the histoire 

evenementielle promoted by Paul Lacombe and Francois Simiand, and in doing so, 

opened up the possibility for a type of deep structuralist work that shaped the 

historiography practiced by the Annales School after 1945.69  

Throughout his writings, Braudel never explicitly defined the longue durée but 

explained its categories through metaphors: structure as a deep, unmoving ocean; 

conjoncture the movement of tides, and evenement the foam that floats on the top of 

waves.70 For example, the Colloquy of Regensburg (1541) is an evenement; whereas the 

Reformation is a conjoncture. The former represents a discrete period of time (February 

23, 1541-July 5, 1541) but the latter unfolds over the course of two hundred years, 

beginning with the theology of John Wycliffe (1320s-1384) and Jan Hus (1369-1415) and 

lasting through the end of the Council of Trent (1564). There is a cyclical nature to the 

conjoncture, in that it demonstrates moments of accelerating, increasing, and intensifying 

as well as periods of ebbing, weakening, and declining. By contrast, something like the 

struggle between Conciliarism and Anti-Conciliarism stretches across over a thousand 

years depending on how one sets the parameters; the Council of Nicaea (325 AD) 

confronted this issue, and the problem of papal infallibility remained a contentious issue 

from Boniface VIII’s bull Unam sanctum (1302) through 1870.71 Braudel’s temporal 

 
 69 Immanuel Maurice Wallerstein, “Concepts of Time and Space,” in Unthinking Social Science: 
The Limits of Nineteenth-Century Paradigms (Philadelphia: Temple University Press, 2001), 136. 
 
 70 Braudel also creates two additional metaphors: Geological (deep rocks/middle soil/ surface 
stones) and Architectural (a building with multiple floors). 
 
 71 Francis Oakley, The Conciliarist Tradition: Constitutionalism in the Catholic Church, 1300-
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model was a rapprochement with the social sciences in an attempt to apprehend the types 

of world-systems that traced through “[…] a reality that can only slowly erode, one that 

goes on for a long time. Certain structures, in their long life, become the stable elements 

of an infinity of generations. They encumber history and restrict it, and hence control its 

flow.”72 As it stands, Braudel’s historical method was designed to address the 

intersection of physical, human, and economic geographies, and yet, what I propose here 

is its usefulness for the investigation of papal patronage.  

Braudel's temporal levels effectively allow us to address the synchronic and 

diachronic aspects of a papal commission. It is, however, impossible to map Braudel's 

categories identically over the history of papal patronage; nevertheless, we can achieve 

equivalent scalability to his model by recalibrating the duration of each unit. For 

example, the evenement represents the synchronic phases of a commission. The 

decorative program of the Pauline Chapel breaks down into four periods or evenements: 

1542-1550 (Michelangelo); 1573-1576 (Lorenzo Sabbatini); 1580-81 (Federico Zuccaro 

pre-excommunication); 1583-85 (Federico Zuccaro post-excommunication). Since 

conjoncture represents the events that operate within social time, we could talk about a 

Tridentine reform that lasts from Leo X’s excommunication of Martin Luther (January 

1521) to the printing of the new catechism (1566).73 What is left is the longue durée of 

 
1870 (Oxford: Oxford University Press, 2003). An argument could be made that the problem of papal 
infallibility actually lasts through the Second Vatican Council, which is taken up by Paul VI Montni (1963-
1978) in his text Nota Praevia (1964). 
 
 72 Braudel did not use the term “world systems theory,” but his longue durée became the 
fundamental basis for this theory. See Immanuel Wallerstein, The Modern World System I: Capitalist 
Agriculture and the Origins of European World-Economy in the Sixteenth Century (New York: Academic 
Press, 1976). Braudel, instead, states in his essay, “History and the Social Sciences,” (1954), “The wish to 
distinguish oneself from others is bound to result in widening one’s curiosity. To deny the other is already 
to know the other. Even more, without intending it explicitly, the social sciences impose themselves on 
each other. Each one tries to grasp the social in its “totality.” Braudel, The Mediterranean, 172. 
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papal identity that sits at the deepest level, unfolding diachronically throughout the early 

modern period.74 This cannot be measured on a micro-historical level; instead, every 

artistic commission contributes to that slowest unit of macro-historical time. When I 

described a type of discursive longue durée above, I am suggesting that what exists 

buried below the commissions analyzed in this project is a profound mobilization of 

cultural capital that exploits the power of Petrine and Pauline narrative towards the goal 

of reformulating the papal image. From the title of this project, one could assume that I 

focus only on the period of 1542-1585, but as the following chapters will demonstrate, 

the papal investment in these apostolic-themed narratives reaches back to Raphael’s 

tapestries for Leo X (1515-19/1521) and continues through Clement VIII’s altarpieces for 

the new basilica of Saint Peter’s in 1618.  

 
 

Defining Cultural Capital: Bourdieu 
 

Invoking the term “cultural capital” in a discussion about papal patronage creates a 

double entendre. On the one hand, capital— from the Latin genitive caput: head, origin, 

chief—points to a physical capital (caput mundi) as well as the head of the Church. 

Jubilee years, like the one called by Gregory XIII in 1575, helped to solidify this 

symbolism as waves of pilgrims flooded into the Eternal City. Calling Rome the “cultural 

capital” resonate particularly with early modern papal patrons as they sought to acquire 

 
 73 This could also be extended to the Peace of Westphalia (1648), effectively calling the entire 
period of Pre-Tridentine and Counter Reformation one unit of activity. 
 
 74 It would be impossible to map Braudel’s temporal levels identically onto the social history of 
papal patronage, and I anticipated that he would find objections to my adjustments to his temporal scales; 
nevertheless, by identifying the simultaneity of different temporal measurements in the history of papal 
patronage, we apprehend a better sense of the “totality” that Braudel aims for in his work. 
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the most renowned artistic talent. Retaining the services of the best-skilled artists at the 

papal court ensured the papacy's continued accrual of what can be labeled “cultural 

capital.” Here, I am referring specifically to the definition outlined in Pierre Bourdieu's 

essay, “The Forms of Capital” (1986).75 Like Braudel’s tripartite system, Bourdieu 

distinguishes among three different types of capital: economic, cultural, and social. Of 

these, only economic capital exists in a purely monetary state, meaning it can be 

converted directly into money.76 What distinguishes between these various states are their 

institutionalized forms. In the case of economic capital, this appears in property rights; 

for cultural capital, this can mean educational qualifications; and for social capital, it 

manifests as a title of nobility.77 Bourdieu further refines the states of cultural capital into 

three different forms: an embodied state, such as a human being (head of state); an 

objectified state, which he labels as physical goods like paintings, books, dictionaries, 

instruments, etc.; and an institutionalized state.78 Notably, Bourdieu's theory of cultural 

capital addresses a type of intangible value invested in, and produced by, the social 

practices of a given group. To put it another way, cultural capital can be defined as “an 

asset that contributes to [the larger] cultural value. More precisely, cultural capital is the 

 
 75 Though never a member of the Annales school, Bourdieu’s work and association with a number 
of its members held significant influence in the direction that the third and fourth generation scholars 
understood. Peter Burke points to a somewhat reciprocal relationship that exists between Michel Foucault, 
Bourdieu, and Michel de Certeau with those of Rogier Chartier, Serge Gruzinski and Jacques Revel. See 
Peter Burke, “the Third Generation and the Cultural Turn,” in The French Historical Revolution: the 
Annales School 1929-2014” (Cambridge: Polity Press, 2015), 91-95. 
 
 76 Bourdieu notes that only in certain instances can cultural or social capital be converted into 
money, for example, the auctioning of a painting converts the object into money. Pierre Bourdieu, “The 
Forms of Capital,” in Handbook of Theory and Research for the Sociology of Education, ed. John 
Richardson (New York, Greenwood Press, 1986), 247.  
 
 77 Bourdieu, “The Forms of Capital,” 247. 
 
 78 Bourdieu, 247.  
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stock of cultural value embodied in an asset.”79 For a discussion of papal patronage, 

particularly the value of a given set of narratives, this theory allows us to recognize every 

individual commission that shares in the same thematic content as participating in the 

accumulation of cultural capital.   

What makes cultural capital a challenging economic notion is that its expression 

is both material and symbolic, and its acquisition and its transmission require a skill set 

that only agents operating within a specific social network can access. Economic capital 

takes a recognizable form: for instance, the market value of five apples is, say, two 

dollars. By contrast, cultural capital, in its objectified state, operates under its own set of 

laws; it is not set by purely market value but on the value of what is achieved between 

agents or through an aggregate of agents. As Bourdieu explains, the power of cultural 

capital “exists as symbolically and materially active, effective capital only insofar as it is 

appropriated by agents and implemented and invested as a weapon and a stake in the 

struggles which go in the fields of cultural production.”80 For my analysis of the artistic 

patronage at the Apostolic Palace, the value of Bourdieu’s theory is in its ability to 

present a way for rethinking the entire mechanics of papal patronage. It suggests that 

artistic patronage is made up of two different cultural assets: the tangible (cultural 

significance of the object), which has been the purview of art historians, and an 

intangible form that taps into the traditions, beliefs, or values of a given group. The latter, 

David Thornby explains, “serves to identify and bind together [that] given group of 

people, however the group may be determined, together with the stock of artworks 

 
 79 David Thornby, “Cultural Capital,” Journal of Cultural Economics 23 (1999):3-12, esp 7. 
 
 80 Bourdieu, 250. 
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existing in the public domain as public goods […].”81 This means that rather than 

understanding the social function of papal patronage as the maiestatis papalis, we can ask 

a different set of questions: what do commissions reveal about the identity construction 

of the papacy; how do the subjects selected for a commission reflect the larger group’s 

identity politics; and how does cultural capital accrue over the course of a series of 

pontificates? Shifting the emphasis away from self-aggrandizement does not negate that 

aspect of patronage since it was certainly a critical function for the early modern papacy; 

instead, using Bourdieu’s theory, we can speak about the values expressed through 

multiple programs and how, as a cumulative endeavor, the papacy was able to refine its 

brand rhetoric. This also means altering the rigid categories proposed by Bourdieu 

because papal patronage adopts all three forms of cultural capital simultaneously: it is 

embodied by the pope; objectified in the artwork; and institutionalized by the Church.82 

What I classify as papal cultural capital in the following chapters represents a 

conspicuous sharing, reproducing, and expanding of a particular Apostolic-themed 

narrative sequence that is leveraged and reinvested by each successive pontiff. This effort 

is not for the sake of straightforward self-serving propaganda, but to present a modified 

papal image that aligned with the larger themes demonstrated through the role of 

discipleship and that reinforced the reorientation of its identity towards the deeds of 

 
 81 Thornby, “Cultural Capital,” 7. 
 
 82 The original framework of Bourdieu’s study of cultural capital was the impact of culture on 
educational social structures. Bourdieu developed this work alongside Jean-Claude Passeron in the 
1960s/70, looking at how children were predisposed to certain schools and environments based on their 
acquisition of social and cultural cues. The “cultural capital” as a set of social, linguistic or cultural 
faculties could be learned by lower-class students, but they could never achieve natural familiarity, and as 
such, were limited to their engagement. See Paul W. Kingston, “The Unfulfilled Promise of Cultural 
Capital Theory,” Sociology of Education 74 (2001): 88-99; and Michele Lamont and Annette Laureua, 
“Cultural Capital: Allusions, Gaps and Glissandos in Recent Theoretical Developments,” Sociological 
Theory 6 (1988): 153-168. 
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Christianity’s founders. 

 
 

Narrative Identity in Acts and the Life of Peter: Ricoeur 
 

Narrative plays a crucial role in this project since it functions as the real object of 

investigation. That may seem counterintuitive since the focus of art history should be the 

artwork(s), and indeed, my entire argument proposed herein relies on the development of 

an iconography. Nevertheless, the true task outlined by this introduction is an iconology 

built on the discursive power of narration as a tool for recognizing the cultural value of 

image sequences. This requires some preliminary explanation, beginning with how 

narrative operates in the context of the biblical subjects selected for these pictorial 

programs. The two narratives depicted in these case studies come from two different 

scriptural sources: the Acts of the Apostles, and the Life of Peter. The former presents the 

only historical account of the disciples’ movement and deeds in the first century after 

Christ’s resurrection. Its historical significance for recounting the infancy of the Church 

cannot be overestimated. Without this text, it would be difficult to trace the missionary 

progress of Peter from Jerusalem through Ephesus and Corinth to Rome, or Paul’s four 

journeys that eventually led him to Athens, Malta, and Rome.83 The latter is composed of 

narratives that appear in all four synoptic gospels that describe the life of Peter, beginning 

with his calling and concluding at the transfiguration. It should be noted at the onset that 

even though these narratives originate from two textual sources, often they were 

understood as one and the same; descriptions of the subjects represented in the Vatican 

 
83 This does not include the apocryphal writing, like the Sonnini manuscript, also called the Lost Chapter of 
the Acts of the Apostles, which describes Paul’s journeys to Spain and Britain. 
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Palace stairs project would title the composition as either “vita di San Pietro” or more 

generally “Atti degli Apostoli.”  

Paramount for my analysis of these scenes is the precept that Acts presents a kind 

of “poetic history” that does not adhere to a strict documentary objective. My 

understanding of the historical enterprise of Acts is indebted to Daniel Marguerat’s 

groundbreaking book, The First Christian Historian: Writing the ‘Acts of the Apostles’ 

(2002), which delivers a theological historiography rooted in ancient and modern 

narrative criticism. Marguerat opens his work by pointing to historiography’s goal as the 

creation of identity, explaining: 

The past is never (at least in antiquity) explored for itself, but is recorded 
with a view to constituting a memory for the present of its readers. I would 
add that the history which any social group chooses to retain is, generally 
speaking, that which is required by its present, a present often fragile or in 
crisis. The history that a social group retains is rarely the history of the 
mistakes or its crimes, but rather the epic of its exploits and the evil of the 
‘others.’ Such a history is the intellectual instrument by which an institution 
fixes its identity by considering where it has come from.84  
 

Drawing heavily from the French philosopher Paul Ricoeur’s definition of poetic history, 

Marguerat uses this formula to define Luke-Acts as a work that operates outside of the 

true/false binary. Instead, he characterizes its purpose as providing a community with a 

way to understand itself in the present through an interpretation of its past identity.85 This 

 
 84 Daniel Marguerat, “How Luke Wrote History,” in The First Christian Historian: Writing the 
‘Acts of the Apostles’ (Cambridge: Cambridge University Press, 2002), 6. 
  
 85 Marguerat explains this difference as: 
 

 Poetic history does not conform to the same norms as the other types and does 
not fit the criterion of true/false verification (like documentary history). Neither 
does it weigh up the diverse evaluations of an even (like explanatory history). 
Rather, its truth lies in the interpretation it gives to the past and the possibility it 
offers to a community to understand itself in the present. In other words, what 
historiography in the strong sense recognizes as trustworthy is the self-
consciousness that it offers to the group of readers.  
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is important because it categorizes Acts, and therefore the Life of Peter, as a type of 

founding narrative whose symbolic expression allows a group—the papacy—to construct 

its present identity through its historical image.86 In the following chapters, I argue that a 

shift towards an Apostolic-focused image of the papacy relies on these founding 

narratives to reposition and legitimize its identity in a pre- and post-Tridentine period 

when, arguably, its authority suffered from both doctrinal and geopolitical confrontations.  

Like Marguerat, I, too, draw on Ricoeur’s theories to elucidate the symbolic value 

of Acts/Peter’s Life, and it is worth defining two terms that reappear throughout my text: 

emplotment and refiguration. Ricoeur’s herculean three-volume study, Temps et Récit 

(Time and Narrative, 1984-88) laid out his theories of narratology through an extended 

excursus of Aristotle’s Poetics.87 Ricoeur uses the Aristotelian idea of mimesis to develop 

his process of narrative, which he breaks into three distinct components. Mimesis1, or 

prefiguration, occurs before a story and is considered a prerequisite of narrative 

competence based on three components: structural, symbolic, and temporal. First, 

structural makes up the practicalities of narrative where action explains basic qualities: 

 
Marguerat, 8, n 27; Paul Ricoeur, La critique et la conviction (Paris: Calmann-Lévy, 1995), 312. 
  
 86 Marguerat emphasizes the symbolic as: 
 

In particular, the recognition of the poetic dimension is very important. By 
validating symbolic expression in history, it frees the historian from suspicion of 
the symbolic as improper or deviant with regard to the ethics of historiography. 
On the contrary, Ricoeur says the symbolic (and I add: whether theological or not) 
is intrinsic to a poetic historiographical aim. Historiography, in this sense, as it 
lays out founding narratives, rightly derives from a need to symbolize and 
imagine.  

 
Marguerat, 9. 
 
 87 Paul Ricoeur, Time and Narrative, ed. Kathleen McLaughlin and David Pellauer, vol. 1, 
(Chicago: University of Chicago Press, 2012). 
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what, why, who, how, with whom, and against whom.88 Without this fundamental 

awareness of structure, a reader cannot follow plot evolution, or as Ricoeur explains, “to 

understand a story is to understand both the language of ‘doing something’ and the 

cultural tradition from which proceeds the typology of plots.”89 Second, symbolic 

comprises the systems that govern the context of action, which Ricoeur defines as “the 

whole set of conventions, beliefs, and institutions that make up the symbolic framework 

of a culture.”90 This “hierarchy of values” provides the necessary moral schematics for 

why we judge actions as good or bad; without this, for example, we would not understand 

Ananias’s and Sapphira’s actions as immoral, or see their punishment as justified.91 

Third, temporal refers to a narrator’s and a reader’s ability to recognize their “being 

within time,” which he develops from Martin Heidegger to explain the ability to perceive: 

the possibility of what is to come, the memory of what has just passed, and what is 

presently occurring.92 Once these objectives are met, the possibility for Mimesis2, or 

configuration exists, whereby a set of criteria govern the selection of actions to develop 

the plot. It is in this second phase that emplotment takes place. If, as Aristotle 

demonstrates, the actions of ordinary life pass without meaningful succession, then a 

narrative requires logic of emplotment to provide structure to events. Similar to 

 
 88 Ricoeur, Time and Narrative, 1:55. 
 
 89 Ricoeur, Time and Narrative, 1:57. 
 
 90 Ricoeur, Time and Narrative, 1:58. 
 
 91 Margueart introduces this in his text as well, where the negative exempla serve as parallel that of 
Livy, Dionysius of Halicarnassus, Sallust and Plutarch. Margueart, The First Christian Historian, Society 
for New Testament Studies, vol. 121 (Cambridge: Cambridge University Press, 2002), 41, n 41. 
 
 92 Ricoeur, Time and Narrative, 1:60. 
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Aristotle’s mythos, emplotment “transforms the events or incidents into a story.”93 My 

use of emplotment points to the specific images selected in the pictorial programs and 

how those representations manufacture the narrative of discipleship. This takes the form 

of specific subjects portrayed in a given project, for example, Sabbatini’s abandonment of 

Vasari’s and Borghini’s original program, as well as the conscious modeling of the “Life 

of Peter” as an analog to Christ in the Second Loggia.  

In the final state, Ricoeur calls Mimesis3, “the third movement of narrative [in 

which] a story is restored to the real world of action and suffering; it is here in the hearer 

or reader that the mimetic arc reaches its conclusion.”94 At this point, the act of 

refiguration occurs, which is bringing the narrative to life.95 We could speak of 

refiguration as the moment when the reality of the narrator's text converges with the 

actuality of the reader’s present.96 Refiguration constitutes an important part of how a 

narrative informs the reader’s identity, and for founding narratives such as the book of 

Acts and Life of Peter, the process of refigurative reading opens up analogies and 

 
 93 Ricoeur, Time and Narrative, 1:65. Another way of understanding emplotment is whether or not 
a sequence of events makes sense, or whether it establishes a causality. Without causality, the events fall 
back into disorder or insignificance. For example, only because Christ successfully walked on water does 
Peter’s struggle to make his way across the sea make any sense. In a different order, the cohesion of the 
narrative falls apart. See Jeffrey Walker, “The Fate of ‘Poetry,’ in Rhetoric and Poetics in Antiquity 
(Oxford: Oxford University Press, 2000), 280.; and William C. Dowling, “Mimesis,” in Ricoeur on Time 
and Narrative, an introduction to Temps et récit (Notre Dame: University of Notre Dame Press, 2011), 5. 
 
 94 Ricoeur, Time and Narrative, 1:70. 
 
 95 Dowling, “Mimesis,” 14; A more detailed discussion of aporetic features in Ricoeur’s theory is 
beyond the scope of my study. For this see, Subjects as Aporia in Early Modern Art, ed. Alexander Nagel 
and Lorenzo Pericolo (Burlington: Ashgate, 2010; New York: Routledge, 2016).  
 
 96 Many scholars have pointed to the correlations between Ricoeur’s refiguration and Hans-Georg 
Gadamer’s application. See Brain Georg, “Selfhood and the Three R's: Reference, Repetition, and 
Refiguration,” International Journal for Philosophy of Religion 58 (2005): 63-94; and Timo Helenius, 
“Ricoeur and Postcritical Hermeneutics,” in Ricoeur, Culture, and Recognition: a Hermeneutic of Cultural 
Subjectivity (Lanham: Lexington Books, 2016), 33-34.  
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typologies for the sixteenth-century papacy as the inheritors of Peter’s legacy.97 

Refiguration reconstitutes the reality of “seeing as” into “being as,” or as Henry Venema 

explains, “Seeing oneself as that proposed by the text becomes, by means of choice and 

action, being oneself as that proposed by the text.”98 I argue for what could be called a 

pictorial refiguration that follows the same characteristics of Ricoeur’s theories but 

operates between mediating texts and images. Since it is the poetic history of the Acts 

and synoptic gospels that supplied the subject matter represented in the pictorial 

programs under discussion, the refigurative reading occurs when the sixteenth century 

spectator conjoins the early history of the disciples painted throughout the palace with the 

current reality of the papacy. Before a spectator can get to this point, the same 

prefiguration/configuration must take place, for without the mechanics operative in pre-

narrative competence (symbolic, structure, and temporal), it would be impossible to 

recognize the context of the depicted actions. Moreover, familiarity with the biblical text 

is not enough to move from configuration to refiguration; rather, since the majority of 

spectators with access to these spaces were members of the curia, dignitaries of the papal 

court, or intimates of the pope, the conjunction of identity between text/image and 

reader/spectator would have been tied to the moral hierarchies portrayed by the 

narratives.99  Curing the sick, raising the dead, exorcising demons, and controlling nature 

 
 97 Venema explains, “For Ricoeur, the ultimate significance of the connection between narrative 
and life is found in the analogous transferability of the identity of the text to the persons and communities 
by way of a refigurative reading.” Henry Venema, “Paul Ricoeur on Refigurative Reading and Narrative 
Identity,” Symposium 4 (2000):237-48, esp 241. 
 
 98 Venema, “Paul Ricoeur on Refigurative Reading,” 244. 
 
 99 At the heart of Ricoeur’s refiguration is a catharsis that Venema clarifies as: 
 

The reader must identify with, and take responsibility for, the cathartic effect 
which impacts on the moment of initiative and action, the moment which defines 
who we are. In other words, the narrative arc is completed with an allegorizing 
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are not morally neutral actions; instead, God’s intervention creates a rhetoric of 

discipleship that directly informs its textual and pictorial representations.  

 
 

Locating a Papal Brand 
 

Before concluding this introduction, a few final words on the differences among 

propaganda, public relations, and brand management are in order. Applying modern 

definitions of communication theory to early modern artistic commissions does not 

present a historical anachronism if scholars judiciously avoid using the former as a 

supplement for a genuine historical methodology.100 While the terms “public relations” 

and “brand management” were not used by the popes or by their retained artists to 

describe the function of pictorial commissions, this does not negate the inferred existence 

of these strategies, nor their utility. Our modern society defines propagandistic messaging 

strategies as “the deliberate, systematic attempt to shape perceptions, manipulate 

cognitions, and direct behavior to achieve a response that furthers the desired intent of the 

propagandist.”101 In 1953, President Dwight D. Eisenhower established the United States 

Information Agency with the explicit mission to “understand, inform and influence 

foreign publics in promotion of the national interest, and to broaden the dialogue between 

 
application of the world of the text in the immediate world of the reader; this 
process is not secondary to the meaning of the text, it is inseparable from textual 
meaning. And since the narrative arc forms the necessary means for understanding 
experience, to understand the text it to make one's own subjectivity identical with 
that proposed by the text. 

 
 Venema, “Paul Ricoeur on Refigurative Reading,” 244. 
 
 100 Judith N. Martin and Thomas K. Nakayama, “Thinking Dialectically about Culture and 
Communication,” Communication Theory 9, no. 1 (2006): 1-25. 
 
 101 Garth S. Jowett and Victoria O’Donnell, Propaganda and Persuasion, 7th ed. (London: Sage, 
2019), 6. 
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Americans and U.S Institutions, and their counterparts abroad.”102 Fearful that 

Hollywood, in particular, was discrediting and distorting American values abroad, the 

Information Agency sought to correct these misperceptions and to inform, advocate and 

promote official U.S. policies.103 Shortly after Dr. King’s sermon that opened this 

introduction, the U.S. found itself embroiled in a propaganda war over its handling of the 

Civil Rights movement. A June 1963 memo written by the assistant secretary of state for 

intelligence and research, Thomas Hughes, explained that Soviet broadcasters were using 

clips from televised protests, demonstrations, and sit-ins as propaganda to undermine 

U.S. relations and the capitalist model. The clips appeared in Western Europe, but more 

importantly, were broadcast in Africa, Latin America, and Asia, targeting governments 

where the U.S. struggled to maintain a positive relationship. Besides exposing the 

hypocrisy of U.S. claims that it held ideological supremacy when, in fact, rampant racism 

was threatening to tear apart the civil fabric, the Soviets asked its audience, “If America’s 

rulers can act like slaveholders towards millions of their own people, what can the 

nations of Asia, Africa, and Latin America expect of them?”104  

 Going on the offensive meant turning to the Information Agency’s perceived 

rival—Hollywood—and on August 28, 1963, a group of actors that included Harry 

Belafonte, Charlton Heston, Marlon Brando, James Baldwin, and Sidney Poitier sat at a 

roundtable to discuss the importance of the Civil Rights movement on the same day as 

 
 102 Nicholas J. Cull, The Cold War and the United States Information Agency: American 
Propaganda and Public Diplomacy, 1945-1989 (New York: Cambridge University Press, 2008).  
 
 103 Wilson P. Dizzard, Inventing Public Diplomacy: The Story of the U.S. Information Agency 
(London: Lynne Rienner Publishers, 2004).  
 
 104 John F. Kennedy, Presidential Papers, National Security Files. Civil rights: General (June 
1963): 11-14, John F. Kennedy Presidential Library and Museum.  
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Dr. King’s famed “I Have a Dream” speech. As these examples illustrate, shaping 

perceptions means not just the information contained in the message, but, more 

importantly, the capacity to influence attitudes and feelings.105 It is, therefore, accurate to 

label the visual and textual content produced during the Reformation and Counter-

Reformation as forms of Protestant and Catholic propaganda—their objective was 

obtained through polemics.106 This concept anchors Jan L. de Jong’s book, The Power 

and the Glorification: Papal Pretensions and the Art of Propaganda in the Fifteenth and 

Sixteenth Centuries (2013) and his ongoing analysis of the pictorial cycles commissioned 

at the Vatican Palace.107 His approach to a much larger historical situation informs my 

own work, specifically the ability to locate a recurring mechanism that structured the 

representation of papal history across a series of case studies. My work dovetails with de 

Jong’s: my objective is not to evaluate the efficacy of propaganda, but to elucidate the 

mechanics of a particular communication theory that occurs through similar pictorial 

programs. 

 
 105 Garth Jowett and Victoria O'Donnell, Propaganda & Persuasion, 8. 
 
 106 Luc Racaut, Hatred in Print: Catholic Propaganda and Protestant Identity during the French 
Wars of Religion (New York: Routledge, 2017), 15. Racaut outlines how historians are split on the use of 
this term, citing both Robert Scribner’s adoption of it and Peter Matheson’s reluctance to use it. For his 
part, Racaut finds the term appropriate since it is oriented towards polemics. See Mark U. Edwards Jr., 
Printing, Propaganda, and Martin Luther (Minneapolis: Fortress Press, 1994); Robert W. Scribner, For the 
Sake of Simple Folk: Popular Propaganda for the German Reformation, Cambridge Studies in Oral and 
Literate Culture, no. 2 (New York: Cambridge University Press, 1981); Andrew Pettegree, Reformation 
and the Culture of Persuasion (Cambridge University Press, 2005); and Andrew Pettegree, Brand Luther: 
1517, Printing, and the Making of the Reformation (New York: Penguin Press, 2015).  
 
 107 Jan L. de Jong, “The Painted Decoration of the Sala Regia in the Vatican. Intention and 
Reception” in Functions and Decorations, ed. Tristan Weddigen, et. al., (2003), 153-68; Jong, “Intended 
Effects and Undesirable Responses. Political Propaganda in Sixteenth Century Monumental Painting in 
Italy,” in Selling and Rejecting Politics in Early Modern Europe, Groningen Studies in Cultural Change, 
no. 25, ed. Martin Gosman and Joop W. Koopmans (Leuven: Peeters, 2007), 47-58; and Jong, “Cultivating 
Piety. Religious Art and Artists After the Council of Trent.” in Meditatio‒Refashioning the Self, ed. Karl 
Enenkel and Walter Melion (Leiden: Brill, 2011), 391-434.  
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Public relations, by contrast, can be defined as a form of communication “through 

which organizations adapt, alter, or maintain their environment for the purpose of 

achieving organizational goals.”108 This is differentiated from propaganda as its objective 

lies in “building credibility with its target audience(s).”109 It is important to distinguish 

that while both propaganda and public relations rely on persuasion to deliver the 

message, the latter focuses on characteristics like popularity, trustworthiness, or 

reliability.110 With this in mind, Saint Paul’s epistles have been read as exemplifying the 

first Christian public relations campaign in their attempt to manage quickly changing 

publics as the disciples proselytized to non-Jewish communities.111   

Brand management, as a type of strategic communication, was defined by the 

American Marketing Association in 1960 as “a name, term, sign, symbol or design, or a 

combination of them which is intended to identify the goods or services of one seller or 

group of sellers and to differentiate them from those of its competitors.” Two terms—

 
 108 Larry W. Long and Vincent Hazelton, Jr., “Public Relations: a Theoretical and Practical 
Response,” Public Relations Review 13, no. 2 (1987): 6. 
 
 109 Michael Kunczik, Images of Nations and International Public Relations (Mahwah: Lawrence 
Erlbau, 1997); and Margot Opdycke Lamme and Karen Miller Russell, “Removing the Spin: towards a 
New Theory of Public Relations History,” Journalism and Communication Monographs 11 (2010): 280-
362. 
 
 110 James G. Hutton, “The Definition, Dimensions, and Domain of Public Relations,” Public 
Relations Review 25 (1999): 199-214. What has been labeled as “propaganda” in some art historical works 
more adequately falls into the category of “public relations.” See Gunnar Danbolt, “Visual Images of Papal 
Power: the Legitimation of Papal Power in the Thirteenth and Fifteenth Centuries,” in Iconography, 
Propaganda, and Legitimation, The Origins of the Modern State in Europe, 13th to 18th Centuries, ed. 
Allan Ellenius (Oxford: Oxford University Press, 1998), 147-68.  
 
 111 Robert E. Brown, “St. Paul as a Public Relations Practitioner: a metahistorical speculation on 
messianic communication and symmetry,” Public Relations Review 29 (2003): 229-240; Robert E. Brown, 
“The Propagation of Awe: public relations, art and belief in Reformation Europe,” Public Relations Review 
30 (2004): 381-389; Richard Green, “The Apostles Paul: Public Relations Expert,” The Heytrop Journal 57 
(2016): 621-624; and Ismael Lopez Medel and Denise Ferguson, “The Apostle Paul and the Early Practice 
of Public Relations,” Journal of Communication and Religion 41 (2018): 66-80. 
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image and identity—are significant for understanding the function of brand management. 

Brand identity consists of the value associations that express the unique qualities of a 

brand, be that product‒based or corporate.112 A brand’s identity is constituted through the 

brand image and, like propaganda, relies on perception. Unlike propaganda, however, its 

purpose is to ensure favorable attitudes and protect its reputation. The reason I describe 

the papacy’s use of Apostolic-focused narratives as “branding” rather than as propaganda 

or public relations is to underscore its utility for maintaining a particular image of the 

papacy that served to differentiate itself from the reformed faiths. What is engineered 

through the images chosen to adorn these spaces in the Apostolic palace are various 

“brand images” that guarantee a social contract between the institution of Church and its 

participants, be those the laity or clergy.113 The following chapters track the development 

of a papal brand that embraces the power of its history through the lens of its first 

disciples, and how this brand leverages that narrative across multiple projects to establish 

and assure the continuity of this identity beyond the later sixteenth century.  

 
 112 Tilde Heding, Charlotte F. Knudtzen and Mogens Bjerre, Brand Management: Research, 
Theory, and Practice (New York: Routledge, 2009), 13-14. 
 
 113 Robert McMurian and Judith H. Washburn, “Branding: a social contract between a business 
and its customer,” in Contemporary Thoughts on Corporate Branding and Corporate Identity 
Management, ed. T. C. Melewar and Elig Karaosmanoğlu (New York: Palgrave Macmillian, 2008), 5-22. 
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CHAPTER 2: 
RECLAIMING PETER AND PAUL 

 
 

Preface 
 

If the Counter-Reformation existed, then when did it start? To answer this question, we 

must ask a related question: who started it? The latter issue, posed slightly differently, 

framed the renowned historian of the church, Elisabeth Gleason’s groundbreaking article, 

“Who Was the First Counter-Reformation Pope” (1995).113 In her lament on the field’s 

lack of new approaches to papal history since Paolo Prodi’s The Papal Prince (1982), 

Gleason set as her target the time-honored convention of periodization to challenge both 

the definition of “Counter-Reformation” and, as a result, polemically suggested that its 

true initiator was a Renaissance pope.114 Offering a more broadly defined concept of 

Counter Reform, she claimed: 

It was both defensive and offensive in nature, but could have cohesion and 
consistency not only under papal guidance, but more importantly, only after 
the leaders of the Catholic Church put on “a new thinking cap.” [. . .] Only 
after the bitter realization by popes and their key advisers that the split in 
Western Christianity was final, and that instead of one Church several 
churches actually coexisted, can we speak of a Counter‒Reformation.115 

 

 
 113 Elisabeth Gleason, “Who Was the First Counter-Reformation Pope?” The Catholic Historical 
Review 81 (1995): 173-84. 
 
 114 “When compared to these new developments, the history of the papacy has received little 
attention. Although Paolo Prodi’s innovative The Papal Prince examined the institutional aspects of the 
papal monarchy, the book has so far remained magisterial and isolated without becoming the inspiration for 
more works along similar lines. […] In dealing with individual pontiffs, therefore, we still fall back on the 
work of historians like Ranke, Pastor, and Seppelt. It goes without saying that their studies, despite their 
great merit, were written in and for other times, and from our perspective are outdated not so much in their 
documentation as in their attitudes and value judgments.” Gleason, "Who Was the First Counter-
Reformation Pope?” 174-75.  
 
 115 Gleason, 176-77. Gleason’s use of the term “Counter‒Reformation” instead of Catholic Reform 
is an important historiographic distinction that implies a response or reaction to Protestantism instead of a 
renewal or internal rebirth. See John W. O’Malley, “How It All Began,” in Trent and All That: Renaming 
Catholicism in the Early Modern Era (Cambridge: Harvard University Press, 2009), 16-45.  
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To this end, she reviewed the pontificates after 1517 to locate when a true shift in the 

papal mentalité occurred and the reformed opposition transformed from merely fractional 

dissenters who needed a reminder of the papacy’s absolute authority, to fully independent 

political adversaries that curried favor with other national leaders.116 Gleason offered 

Paul III Farnese (1534-1549) as the first true Counter Reform papal protector of Roman 

Catholicism based on what she identified as proactively executed measures to address 

internal reform and external political conflict. Above all else, it was Paul III’s sobering 

realization that Martin Luther, John Calvin, and all others had fully departed from the 

Church that distinguished his posturing and reproach from any predecessor. Abandoning 

all hope for reconciliation marked a very real kairos, or defining moment, for the 

Catholic Church, which after decades of failed interventions and attempts at dialogues, 

colloquies, and diets, found itself no closer to reconciliation than it was in 1415 when Jan 

Hus was captured at the Council of Konstanz.117   

 Does the same definition hold true for art history, which has inherited identical 

problems of periodization and troublesome definitions from historians? Can we speak of 

a true Counter-Reformation pope in the visual arts, and if so, how could this be 

measured? Following Gleason’s hypothesis, I think it can be traced through an akin 

mentalité that reveals itself in the types of subject matter employed for papal artistic 

commissions and their value relative to the cultivation of a distinct papal brand. This 

 
 116 Gleason does not explicitly use the term “mentalité,” but I am doing so to illustrate that her 
interest lies more so in the intellectual history of the Counter Reformation, which she interprets primarily 
through the written correspondence between Paul III and Cardinal Gasapro Contarini.  
 
 117 Nelson Minnich, “The Rise of Schools of Theology in the Councils of the Late Medieval and 
Renaissance Periods: Konstanz to Lateran V,” Annuarium Historiae Conciliourm 35 (2003): 50-85; and 
Sebastián Providente, “Hus’s Trial in Constance: Disputatio Aut Inquisito,” in A Companion of Jan Hus, 
ed. Ota Pavlicek and František Šmahe (Leiden: Brill, 2015), 254-288.   
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occurs first with Paul III Farnese, and this chapter examines how he promoted a new 

perception of the papal identity built around the Acts of the Apostles, which he 

strategically developed into a broad segment of his figurative commissions.  

 Three commissions form the basis for this study of Paul III’s visual legacy: the 

Pauline Chapel (Cappella Paolina) (Fig. 1), the Pauline Hall (Sala Paolina) (Fig. 2) at 

the Castel Sant’Angelo, and a series of lost copes (Fig. 3) whose decorations are 

memorialized through prints and drawings. My analysis starts with Michelangelo’s 

frescoes of the Conversion of Saul (Fig. 4) and the Crucifixion of Saint Peter (Fig. 5) in 

the Pauline Chapel, placing these narratives within the historical context that informed 

their selection and execution. While other scholars have prioritized Michelangelo’s 

agency in the commission, I focus instead on the patron’s stake in the project, arguing 

that the events surrounding the Colloquy of Regensburg in 1542 and the leaking of the 

papal admonition to Charles V in 1545 decisively influenced on the choice of these 

subjects for the pope’s newly erected private chapel.118 In doing so, the papacy countered 

what had been a long-term propaganda model designed by Luther that undermined the 

papacy’s use of its twin founders: Peter and Paul. First, Luther’s theology “converted” 

and effectively reframed Pauline theology as the bedrock of the reformed faith. This led 

to the incorporation of Pauline imagery into a distinct cultural fabric, effectively 

establishing Paul as the hallmark of Protestantism.119 Second, Luther subverted the 

 
 118 The historiography of Michelangelo’s Pauline Chapel frescoes is discussed below in the 
section, “Approaching a Monolith,” 73-81. 
 
 119 My use of the term Protestantism indicates the ideological and theological differences 
expressed by the evangelical minority at the Diet of Speyer in 1529. By protesting against the Catholic 
majority who wanted to reinstate the Edict of Worms (1521), the evangelical minority adopted a 
designation—Protestants, which German princes and electors would use and help spread to the French and 
Swiss. See R. Emmet McLaughlin, “Speyer, Diets of,” in The Encyclopedia of Protestantism, ed. Hans J. 
Hillerbrand (New York: Routledge, 2004), 4:318. 
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historical accuracy of Peter’s presence in Rome, and in doing so, challenged the very 

authority of the traditio clavium (giving of the keys) as Christ’s institutionalization of the 

papacy. To counter these attacks, Paul III emblematized the Conversion of Saul and the 

Crucifixion of Peter, confronting these claims head-on. Turning to the Acts of the 

Apostles and the Life of Peter for the subject matter in the Pauline Chapel, Sala Paolina, 

and in the cope decorations displayed on his liturgical vestments allowed Paul III to 

reclaim authority over Paul’s centrality and Peter’s preeminence against what had been 

their slow surrender to the reformers.120 What Paul III successfully orchestrated through 

these commissions was the touchstone for a complete rebranding of the papal identity 

through a distinct apostolic-focused symbolism, paving the way for his successors to 

further develop and enrich throughout the Counter-Reformation.  

 
 

Alessandro becomes Paul 
 
A crowd of 10,000 people filled the Duomo in Florence on Sunday, April 26, 1478 for 

High Mass. Out of nowhere, the liturgy came to a terrifying halt. A group of men had 

surrounded Florence’s co-ruler, Giuliano de’ Medici, stabbing him nineteen times, while 

his brother, Lorenzo fled for his life. At the end of the day, five assailants were hanged 

from windows of the Sala dei Duecento at the Palazzo della Signoria, and more than 80 

 
 120 Paul III’s sympathy or acceptance of Pauline theology as it was adopted and promoted by 
members of the spirituali suggests that these scenes also reflect this growing Italian reform ideology that 
would eventually become heretical under subsequent pontificates such as Paul IV Carafa (1555-1559) and 
Pius V Ghislieri (1566-1572). The trials of those associated with the spritiuali movement provide insight 
into the wavering acceptance of Pauline Theology. See: Massimo Firpo, Inquisizione romana e 
contrariforma: Studi sul cardinal Giovanni Morone e il suo processo d’eresia (Bologna: Mulino, 1992); 
Massimo Firpo and Dario Marcatto, ed. I processi inquisitori di Pietro Carnesecchi (1557-1567), vol. 1,  I 
processi sotto Paolo IV e Pio IV (1557-1561)(Vatican City: Collectanea Archivi Vaticani, 1998); and Dario 
Marcatto, “Questo Passo dell’Heresia:”Pietrantonio di Capua tra Valdesiani, ‘Spirituali’ e Inquisizione 
(Naples: Bibliopolis, 2003).  
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individuals were convicted as part of what would come to be known as the Pazzi 

conspiracy.121 Immediately, a public relations war broke out between the Medici and 

Pope Sixtus IV della Rovere (1471-1484), whose involvement in its organization could 

not be denied. Girolamo Riario, the papal nephew and Captain-General of the Church, 

alongside his cousin, the Archbishop of Pisa, Francesco Salviati, were implicated in the 

plot.122 Peace did not come quickly between Florence and Rome, but art would serve as a 

form of diplomacy.  

By 1481, a group of Florentine and Umbrian painters, primarily under the 

patronage of Lorenzo il Magnifico (1449-1492), arrived in Rome to complete a fifteen-

scene program designed to decorate the newly constructed Sistine Chapel. The fifth 

compartment on the south wall was assigned to Sandro Botticelli, who depicted the 

Punishment of Korah, and the Stoning of Moses and Aaron (Fig. 6). Taken from the book 

of Numbers (16:11-50), the scene represents an internal rebellion against Moses and 

Aaron, led by their cousin Korah, and Jews from within the House of Levi. A spectator 

aware of the recent history between Rome and Florence could recognize the underlying 

message as a warning against those who conspired against God’s chosen leader. If this 

was unclear, Botticelli inserted a bronze epigram on the Arch of Constantine that frames 

the central composition with the phrase: “Let no man take the honor to himself except he 

that is called God by Aaron.” On the left side of the fresco, the earth opens, swallowing 

these enemies alive as punishment for their sins. As the violent and calamitous scene 

 
 121 Angelo Poliziano, “The Pazzi Conspiracy,” in Images of Quattrocento Florence: Selected 
Writings in Literature, History, ed. Stefano Ugo Baldassarri (New Haven: Yale University Press, 2000), 
96-102. 
 
 122 Marcello Simonetta, The Montefeltro Conspiracy: A Renaissance Mystery Decoded (New 
York: Doubleday, 2008); and Lauro Martines, April Blood: Florence and the Plot against the Medici 
(Oxford: Oxford University Press, 2003). 
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unfolds, two men are positioned in front of an edifice watching, unaffected by the 

dramatic events. The elder man, dressed in a black tunic, gazes out at the spectator, while 

the younger man, in an olive tunic and golden, curly hair, trains his gaze on the revolt, as 

if studying the actions. Whether or not this was prognostication by Botticelli, he placed 

the young Alessandro Farnese—the future Pope Paul III—alongside his humanist tutor, 

Pomponio Leto, within this scene as a lesson for his edification.123 

The white smoke that billowed from the papal chimney on October 13, 1534, 

came quickly. The three-day conclave, from 11th to the 13th, arrived at its decision 

through a compromise; Cardinal Alessandro Farnese was a choice that both the French 

and the Imperial interests accepted as a neutral option.124 At sixty-six years of age, he 

held a respectable ecclesiastical resume, and his humanist upbringing, paired with his 

leadership during the Fifth Lateran Council (1512-1517), made him a standout candidate 

among his peers. As a youth, he entered the Medici court between 1487 and 1489. There, 

he met and learned from Ariosto, Agnolo Poliziano, Gregorio Spolettino, Demetrio 

Calcondila, Monlada, and Sulpizio Verulano. While at the Medici court, he became a 

close friend to Lorenzo de’ Medici’s son, Giovanni, who would sit on the papal throne as 

the future Pope Leo X (1513-1521). Between his friendship with Paolo Cortese, and his 

first training under Pomponio Leto, the young Alessandro Farnese enjoyed an upbringing 

 
 123 “[…] the Punishment of Korah, Dathan, and Abiram by Botticelli, much admired for the 
dramatic movement of the figures, and also interesting because it includes exact representations of two 
ancient Roman monuments, the Arch of Constantine and the Septizonium (near the house on the left is a 
portrait of Alessandro Farnese – the future Paul III – as a boy, accompanied by his tutor, the humanist 
Pomponio Leto); […].” Deoclecio Redig de Campos, “The Apostolic Palace,” in The Vatican. Spirit and 
Art of Christian Rome, ed. Philippe de Montebello (New York: the Metropolitan Museum of Art, Harry N. 
Abrams, Inc., Publishers, 1983), 99. 
 
 124 Léon Dorez, La cour du pape Paul III : d’après les registres de la trésorerie secrète (collection 
F. de Navenne) (Paris : Ernest Leroux, 1932), 1:10-11. 
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steeped in the Florentine humanist tradition. In 1493, at the age of twenty-five, he came 

to the purple as the brother of then-Pope Alexander VI Borgia’s (1492-1503) infamous 

mistress, Giulia Farnese. Mocked by his contemporaries as the “Bride of Christ,” his 

commitment to the Church remained steadfast. That said, his life as a cardinal was 

marked with the type of lavishness and affluence to which princes of the Church were 

accustomed according to sources like Clement VIII’s (1523-1534) urban census.125 

Nevertheless, an intense period of spiritual renewal had started with his appointment by 

Julius II della Rovere (1503-1513) to the bishopric of Parma in 1509, and the influence of 

his vicar-general, Bartolomeo Guidiccioni, which led to his profound commitment to the 

Church.126 In the following years, his rise to leadership positions in the church included 

his appointment as the Protodeacon of the College of Cardinals from 1516-19, and Vice 

Dean of the College of Cardinals in 1524. Clement VII Medici’s death on Christmas 

1534 set off a series riots in Rome, and the anti-Medicean sentiment remained so virulent 

that his catafalque had to be covered to prevent further vandalism after his temporary 

sepulcher was defaced.127 With the Sack of Rome (1527) fresh in people’s minds and the 

ongoing battle with the reformers still unresolved, Alessandro Farnese represented a 

genuine possibility at rebuilding both the Eternal City and the Church. Assuming the 

 
 125 In the Descriptio Urbis o cesimento della popolazione di Roma avanti il sacco borbonico, a 
census taken by Clement VII in the months before the city’s plunder, then Cardinal Farnese was listed 
second only to the Pope as having the largest household. See Domenico Gnoli, Descriptio Urbis o 
cesimento della popolazione di Roma avanti il sacco borbonico, (Roma: Società Romana di storia patria, 
1894); and Rodolfo Amedeo Lanciani, The Golden Days of the Renaissance in Rome: from the Pontificate 
of Julius II to that of Paul III (Boston: Joughton Mifflin, 1906). 
 
 126 Cristina Cecchinelli, “Bartolomeo Guidiccioni vicario del Cardinale Alessandro Farnese e il 
governo della diocesi parmese (1509-1528)” Archivio Storico per le Province Parmensi 54 (2002): 527- 
564. 
 
 127 Guido Rebecchini, “After the Medici. The New Rome of Pope Paul III Farnese,” I Tatti Studies 
in the Italian Renaissance 11 (2007):154-155. 
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name Paul III, his election also signified the first Roman to hold the chair of Saint Peter 

since Martin V Colonna (1417-1431), and the Roman populace spared little expense in 

the celebrations and processions leading up to his coronation.128 

Although some hoped that Paul III’s advanced age foreshadowed a short reign, 

his fifteen-year papacy represented the longest period of continuity in the Early Modern 

Church. His predecessors, starting with Julius II della Rovere, all set the stage for what 

would be Paul III’s legacy. Timing is everything; Karl Mannheim’s Theory of 

Generations suggests that the common denominator underlying ages of social change is 

their historical circumstance.129 The first half of the sixteenth century provides a unique 

test case in the men who came to power, prestige, and authority along with Paul III 

(1469-1549). Their shared historical experience, though not identical, meant that their 

exposure to, or familiarity with similar socio-cultural environments, formed the 

background for their individual historical contributions. From Martin Luther (1483-

1546), Gasparo Contarini (1483-1542), Gian Pietro Carafa (1476-1559), to Francis I 

(1494-1547), Charles V (1500-1558), Henry VIII (1491-1547) and even Michelangelo 

 
 128 Ascanio Colonna took the lead in organizing a celebration, for which 50 Roman noblemen 
contributed the substantial sum of 200 scudi each. There is not a clear explanation as to why cardinal 
Farnese took the name Paul. Fredrika Jacobs offered the most cogent analysis to this question in her PhD 
dissertation, noting that authors such as Alfonso Ciaconi (Vitae et res gestae Pontificum Romanorum, 
1677) and Onofrio Panvinio (Le Vite de Pontefici/Cronologia Ecclesiastica, 1703) both claim it was to 
honor Paul II. It is difficult to make a clear connection; Paul II’s legacy is not particularly noteworthy, 
besides imprisoning Bartolomeo Platina, creating cardinals in pectore, and supporting insurgents in 
Bohemia against King George of Podebrady. It could be argued that Paul II built Palazzo San Marco (now 
Palazzo Venezia), which Paul III later fortified. Other writers, like Aurelio Urso and Girolamo Borgia 
claimed the choice was made to emphasize the memory of Saint Paul. A poem composed by Borgia (Cod. 
Bar. Lat. 1903 f. 53) Ad Paolo, states, “Deseruit terran alieno tempore Paulus. Dent utinam talem numia 
sancta patrem. Qui fuget exitium quod nobis imminent ingens. Qui recte agnoscat quam grave sumpsit 
ominus.” See: Fredrika Herman Jacobs, “Studies in the Patronage and Iconography of Pope Paul III (1534-
1549)” (PhD diss., University of Virginia, 1979), 43.  
 
 129 Karl Mannheim, “Das Problem der Generationen” Kölner Viertelijahreshefte für Soziologie 7 
(1928/29): 157-184; and Karl Manheim, “The Problem of Generations,” in The Essays in the Sociology of 
Knowledge, ed. Paul Kecskemeti (New York: Routledge, 1952; New York: Routledge, 1997), 276-322. 
Routledge.  
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(1475-1564), this generation affected the tempo of societal changes through their ability 

to spark momentum in ways that their predecessors could not.  

Church reform moved at a glacial pace throughout the early sixteenth century, and 

many of its early attempts, such as the Council of Konstanz (1414-1418) and the Council 

of Basel-Ferrara-Florence (1431-1449), failed to affect any serious administrative or 

doctrinal change.130 By the time Julius II convoked the Fifth Lateran Council on April 19, 

1512, the seeds of the Reformation were already germinating. Sweeping reform was 

never the driving force behind this council; rather, Julius II used it as a way to combat the 

schismatic conciliabulum (assembly) in Pisa that threatened his authority.131 After his 

death, the council continued under Leo X and came to a close on March 16, 1517.132 

Almost thirty years separate the close of the Fifth Lateran and the opening of the Council 

of Trent, and in this time, three different popes struggled to find adequate reform 

solutions to the growing Protestant Reformation. Leo X’s only recourse came in the bull 

Decet Romanum Pontificem, which excommunicated Martin Luther on January 3, 

 
 130 Deno J. Genakoplos, “The Council of Florence (1438-1439) and the Problem of Union 
Between the Greek and Latin Churches,” Church History 24, no. 4 (1955): 324-346; Joseph Gill, S.J. 
Personalities of the Council of Florence and other Essays (Oxford: Blackwell, 1964); Thomas M. Izbicki, 
“Papalist Reaction to the Council of Constance: Juan de Torquemada to the Present,” Church History 55, 
no. 1 (1986): 7-20; Philip H. Stump, “The Struggle for Reform,” in The Reforms of the Council of 
Constance (1414-1418) (Leiden: Brill, 1994), 22-50; Thomas M. Izbicki, “The Council of Ferrara-Florence 
and Dominican Papalism,” In Christian Unity: The Council of Ferrara-Florence 1438/39-1989, ed. 
Giuseppe Alberigo (Louvain: Louvain University Press, 1991), 429-443;  
 
 131 The resulting decrees proved its overwhelming political and economic focus. High on the 
agenda were the confirmation of the Concordat of Bologna and the sanctioning of the Monti di Pietà (with 
the bull Inter multiplices). The only true reform initiative directed at correcting the problem of inaccurate 
doctrinal teachings was promulgated in its eighth session on December 19, 1513, titled the Condemnation 
of every proposition contrary to the truth of the enlightened Christian faith. See Norman P. Tanner and 
Giuseppe Alberigo, Decrees of the Ecumenical Councils: Volume 1: Nicaea I to Lateran V (Washington, 
D.C.: Georgetown University Press, 2016), 605-609. 
 
 132 Six months later, Martin Luther nailed his 95 theses to the Cathedral of Wittenberg on All 
Hallows’ Eve. The 95 Theses were the basis for the Edict of Worms (1521), which would ban Luther’s 
teachings in the German States. See Michael A. Mullett, “From the 95 Theses to the Leipzig disputation, 
1517-19,” in Martin Luther, 2nd ed. (New York: Routledge, 2015), 103-129. 
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1521.133 Clement VII avoided an ecumenical council outright, choosing instead a position 

of impotent restraint that left much of the responsibility to the Imperial Diets and the 

Emperor, Charles V.134  

 The point of no return came on February 27, 1531 with the creation of the 

Schmalkaldic League, which effectively established an organized military against the 

Emperor, held together by the Augsburg Confessions.135 Religious conflict paired with a 

series of disastrous political policies made the situation that Paul III inherited even worse. 

Clement VII’s support of Charles V at the Battle of Pavia, his alliance with Francis I in 

the League of Cognac, and his bull threatening the excommunication of Henry VIII 

(which prompted the creation of the Church of England) meant that tensions among all of 

these leaders ran high.136 The nadir of the Papacy’s slowly eroding authority came on 

May 6, 1527 with the Sack of Rome.137 At the hands of Charles V, the weakness of the 

Papal States and the Pope were on display. Trapped and held prisoner with the Pope at 

the Castel Sant’Angelo, then-Cardinal Alessandro Farnese witnessed firsthand the 

 
 133 Herribert Smolinsky, “Luther’s Roman Catholic Critics,” in The Oxford Handbook of Martin 
Luther’s Theology, ed. Robert Kolb, et al. (Oxford: Oxford University Press, 2014), 502-510; and David 
Bagchi, “Introduction,” in Luther as Heretic: Ten Catholic Responses to Martin Luther, 1518-1541, ed. M. 
Patrick Graham and David Bagchi (Eugene: Pickwick Publications, 2019), 5-19, 63. 
 
 134 Judith Hook, “Clement VII, the Colonna and Charles V: A study of the political instability of 
Italy in the second and third decades of the sixteenth century,” European History Quarterly 2, no. 4 (1972): 
281-299; and John W. O’Malley, “The Struggle to Convoke the Council,” in Trent. What Happened at the 
Council (Cambridge: Harvard University Press, 2013), 55-59.  
 
 135 Thomas A. Brady, Jr.,“Phases and Strategies of the Schmalkaldic League: a Perspective after 
450 Years,” in Communities, Politics and Reformation in Early Modern Europe (Leiden: Brill, 1998), 109-
128; and Gabriele Haug-Moritz, “The Holy Roman Empire, the Schmalkald League, and the Idea of 
Confessional Nation-Building,” Proceedings of the American Philosophical Society 152, no. 4 (2008): 427-
439.  
 
 136 O’Malley, “The Struggle to Convoke the Council,” 55-59. 
 
 137 Judith Hook, “The Sack of Rome” in The Sack of Rome (London: Palgrave Macmillan, 2004), 
156-180. 
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beleaguered papacy at its lowest.138 Like the young man portrayed in Botticelli’s fresco, 

who stood watching the punishment of Korah, the lessons of the Medici papacy were not 

lost on the future Paul III.  

 
 

Building a Portfolio of Papal Patronage 
 
A lifetime spent in the papal court taught Paul III the utility of cultural patronage. Having 

witnessed first-hand the investments made, risks taken, and rewards achieved through 

artistic commissions, Paul III entered the market fully cognizant of its standards and 

practices. As a result, he established a kind of stratified portfolio modeled after Julius II’s 

strategy.139 In its scale and ambition, Julius II’s papal patronage represents the type of 

innovative, multi-faceted approach that aimed for effectively transforming and 

conscientiously saturating the Roman social fabric with his presence.140 This started, first 

 
 138 Kenneth Gowens, “Traumatic Memory into History: The Cultural Significance of Humanists’ 
Narratives of the Sack of Rome,” in Remembering in the Renaissance, Studies in Intellectual History 
(Leiden: Brill, 1998), 168-174.  
 
 139 Whether or not he actually identified as the second Moses or Julius Caesar, Shaw argues:  
 

Evidently, he was aware that art and ceremony could convey powerful messages, 
and at ties be seen to have taken personal comfort, perhaps reassurance, in 
representations of power in ceremony of ritual. As for what messages he wished 
to convey to others, evidence is not abundant, and much of it is anecdotal; taken 
altogether, it conveys the impression of a man who was more interested in the 
general effect of the works of art and architecture he commissioned than in details 
of iconography. 

 
Christine Shaw, “The Motivation for the Patronage of Pope Julius II” in Princes and Princely Culture, 
1450-1650, ed. Martin Grosman, Alasdair A. MacDonald and Aroj J. Vanderjagt (Leiden: Brill, 2005), 
2:60. 
 
 140 That is not to suggest that papal patronage perished under the two Medici pontiffs. Under Leo 
X Medici, Raphael and his workshop found extensive work in the papal apartments, including a series of 
tapestries designed for the Sistine Chapel, and produced by the Flemish workshop of Pieter van Aelst. A 
new series of apartments, including a chapel, were also erected at the Castel Sant’Angelo. With Clement 
VII, his patronage focus turned primarily to Florence—for example, the project of the Medici Tombs in the 
New Sacristy of San Lorenzo—thus slowing artistic momentum and leaving a void in Roman papal 
activities. 
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and foremost, with his decision to completely remodel the physical cornerstone of the 

Church with a project for a new Saint Peter’s Basilica. Rather than isolate his patronage 

to a single project, Julius II’s commissioned a series of simultaneous programs so that 

their pace and their variety of functions fueled the identity of his pontificate. His portfolio 

included: the Cortile del Belvedere, a series of new apartments built at the Apostolic 

Palace with frescoes by Raphael; Michelangelo’s frescoes for the Sistine vault; the 

conversion of a rampart at the Castel Sant’Angelo into new apartments and the 

restoration of the passetto between the palace and its fortification; renovations to Santa 

Maria del Popolo; and the dramatic creation of the Via Giulia as a major thoroughfare 

that connected the main governmental institutions of Rome, including the Palazzo della 

Cancelleria and the Palazzo dei Tribunali. A review of Julius II’s patronage reveals a 

skillful distribution of his identity via each project so that his various roles as the head of 

the Church, the papal prince, and the sovereign of Rome were constantly reinforced.141  

For Paul III, this template illustrated the very way to diversify patronage in order 

to emphasize his omnipresence throughout the city and at various registers of authority. 

 
 141 Some of the recent literature on Julius II’s commissions and his patronage include: Adriano 
Marinazzo, “Quell’idea di sepoltura che mai vide la luce: la ‘Tomba di Giulio II’ e l’architettura dipinta 
della volta della Sistina,” Art e dossier 357 (2018): 46-51; Christophe Luitpold Frommel, “La progettazione 
del presbiterio di San Pietro da Niccolò V a Giulio II,” in La basilica di San Pietro, ed. Giovanni Morello 
(Roma: Gangemi, 2012), 171-196; Daniel M. Unger, “The pope, the painter, and the dynamics of social 
standing in the Stanza della Segnatura,” Renaissance Studies 26 (2012): 269-287; Paul Taylor, “Julius II 
and the Stanza della Segnatura,” Journal of the Warburg and Courtauld Institutes 72 (2010): 103-141; 
Claudia Lamberti, “La basilica di San Pietro al tempo di Giulio II e Leone X: l’impresa e la spesa nel 
dibattito contemporaneo,” Roma moderna e contemporanea 17 (2010): 193-206; Stefano Pierguidi, “Quasi 
ella sia stata il centro di tutte:’ la ‘concorrenza’ dei pittori forestieri nella Roma di Sisto VI e Giulio II,” 
Commentari d’arte 15 (2010): 20-35; Giorgio Rossini, “Architetture dei della Rovere in Liguria: la 
Cappella Sistina di Savona e i palazzi di Genova,” Giulio II e Savnoa: Metafore di un pontificato, Giulio II 
(1503-1513), ed. Flavia Cantatore, Maria Chiabo, Maurizio Gargano, and Anna Modigliani (Rome: 
Fondazione A. De Mari, 2009), 55-74; Marina Accomando Gandini, Relazioni e confronti negli’ affreschi 
sistini e nel Mausoleo di Giulio II (Ascoli Piecno: Auria Editore, 2004); and Christiane L. Joost-Gaugier, 
Raphael’s Stanza della Segnatura: meaning and invention (Cambridge: Cambridge University Press, 
2002); Guido Cornini, ed., Raffaello nell’appartamento di Giulio II e Leone X (Milano: Electa, 1993).  
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He fostered the same momentum and captured a higher degree of ubiquity by 

strategically selecting projects that extended his cultural capital. This meant high 

visibility projects, spread throughout the city, which fell into three categories. First, 

commissions that were directed by him and in his name, like the renovations to the 

Apostolic Palace, the new apartments in the Castel Sant’Angelo, and his lavish reception 

hall known as the Sala Paolina, as well as the construction of the Farnese Palace (Palazzo 

Farnese). Second, projects undertaken by his surrogates, primarily his grandson and 

namesake, Cardinal Alessandro Farnese, came to represent features of his papal agenda, 

such as the creation of il Gesù for the newly approved Jesuit order, or the mural program 

by Vasari for the Room of One Hundred Days (Sala dei Cento Giorni) in the Chancery 

Palace (Palazzo della Cancelleria).142 Although Paul III cannot be credited with these 

commissions, he certainly benefitted from the cultural capital they created for him and for 

his legacy. Third, are commissions that conspicuously bear his influence, with which he 

is credited with spearheading. These include projects like the redesign of the Senator’s 

Plaza (Piazza del Campidoglio) and the Palace of the Conservators (Palazzo dei 

Conservatori), which an oversight commission of Roman nobles ostensibly directed, but 

Paul III set in motion.143  

Like Julius II’s artistic portfolio, that of Paul III also projected his agency into 

three registers of meaning. Civic projects reinforced his commitment to the Roman 

people as their sovereign, which allowed him to address recent social wounds, and 

 
 142 Clare Robertson, Il Gran Cardinale: Alessandro Farnese, Patron of the Arts (New Haven: Yale 
University Press, 1992), 161-175.   
 
 143 Charles Burroughs, “Michelangelo and the Campidoglio: Artistic Identity, Patronage and 
Manufacture,” Artibus et Historiae 14, no. 28 (1993): 85-11; and Burroughs “The Demotic Campidoglio: 
Ritual, Social Unrest, and a Case of Wizardry” RES: Anthropology and Aesthetics 49/50(2006): 171-185.  
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communicated an improved sense of continuity in the wake of its neglect under Clement 

VII. Examples of this civic-minded operation included the planned refortification and 

modernization of the Aurelian Wall designed by Antonio da Sangallo in 1537, or the 

urban improvements to roads that linked the Ponte Sant’Angelo to three main arteries: the 

Via Papalis, Via Giulia, and Via Coronari. By contrast, secular-oriented projects like the 

building of Palazzo Farnese, or even the financing and organization of the Campidoglio, 

reinforced the Roman patrimony of the Farnese family, making clear their patrician status 

and duty to the sustained well-being of the city. Lastly, ecclesiastical commissions 

deliberately focused on the historical identity of the pontificate. These programs—such as 

Michelangelo’s Last Judgment, the continued work on the Basilica of Saint Peters, or the 

new papal apartments in the Castel Sant’Angelo—leveraged prior cultural capital from 

earlier pontificates.144  

Borrowing from Pierre Bourdieu’s work on cultural capital, what I am pointing to 

has little to do with a purely monetary investment made by the patron; rather I am 

describing the cultural value that is operative between a series of institutionalized 

commissions.145 As explained by Bourdieu, objects like a fresco cycle, a stucco frieze, or 

 
 144 Some of this literature includes: Paola Picardi, “La decorazione dei palazzi farnesiani alla metà 
del Cinquecento,” in Palazzi del Cinquecento a Roma, ed. Claudia Conforti and Giovanna Sapori (Roma: 
L’Erma di Bretschneider, 2017), 67-82;  Alessandro Brodini, “Le architetture per Paolo III: palazzo 
Farnese e San Pietro, 1546-155,” in Michelangelo, ed. Patrizio Aiello (Milano: Officina Libraria, 2014), 
235-252; Horst Bredekamp, “Zwei Souveräne: Paul III. Und Michelangelo; das motu proprio vom Oktober 
1549,” in Sankt Peter in Rom (1506-2006), ed. Georg Satzinger and Sebastian Schütze (München: Hirmer, 
2008), 147-157; Lorenzo Canova, “Omnes reges servient ei’ Paolo III e Carlo V: la supremazia pontificia 
nella Sala Paolina di Castel Sant’Angelo,” Storia dell’arte 103 (2003): 7-40; Michael Schmidt, “Papst Paul 
wünschte, daß er die von Clemens angeordnete Arbeit fortsetzen möge,” Das Münster 53 (2000): 16-29; 
Lorenzo Canova, “La celebrazione nelle arti del pontificato di Paolo III Farnese come nuova età dell’oro,” 
Storia dell’arte 93/94 (1999): 217-234; and Alberti Gaudioso and Filippa Maria, Gli affreschi di Paolo III a 
Castel Sant’Angelo: progetto ed esecuzione, 1543-1548 (Roma: De Luca, 1981).  
 
 145 Pierre Bourdieu, “Ökonomisches Kapital, kulturelles Kapital, soziales Kapital” in Soziale 
Ungleichheiten, Soziale Welt Sonderband 2, ed. Reinhard Kreckel (Goettingen: Otto Scharts & Co, 1983), 
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architecture are forms of cultural capital in an objectified state. These items are 

comprised of both material and symbolic values, and it is worth breaking down these 

concepts since they form a critical theoretical framework for my larger project. The 

material value of an artistic commission constitutes the means for producing said object, 

such as the ability to pay for artistic creativity and labor, the necessary space to house a 

monumental project or erect an edifice, and the capacity to secure rare pigments, 

purchase the highest quality of quarried stone, or obtain precious gems. The second half 

of this equation stems from the symbolic value associated with the embodied state of 

cultural capital, or, the patron’s identity. Bourdieu characterizes this as: 

[…] the specifically symbolic logic of distinction additionally secures 
material and symbolic profits for the possessors of a large cultural capital: 
any given cultural competence derives a scarcity value from its position in 
the distribution of cultural capital and yields profits of distinction for its 
owner. […] The structure of the field, i.e., the unequal distribution of 
capital, is the source of the specific effects of capital, i.e., the appropriation 
of profits and the power to impose the laws or functioning of the field most 
favorable to capital and its reproduction.146  

 
For artistic patronage, the symbolic value of embodied capital requires a type of social 

access that goes beyond the availability of monetary assets. It touches on a patron’s 

ability to operate within a restricted class of individuals, to secure the highest quality 

talent or to parlay favors and services.147 Simply having enough gold florins does not 

immediately guarantee a patron’s ability to procure Michelangelo’s work; rather, it is 

embodied cultural capital that the popes, grand dukes, and kings employed through their 

 
183-198; and Bourdieu, “The Forms of Capital,” in Handbook of Theory and Research for the Sociology of 
Education, ed. John Richardson (New York, Greenwood Press, 1986), 241-258.  
 
 146 Bourdieu, 249.  
 
 147 “It follows that the owner of the means of production must find a way of appropriating either 
the embodied capital which is the precondition of specific appropriation or the services of the holders of 
this capital.” Bourdieu, 250. 
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own competitions.148   

In the context of papal patronage, the exchange between an artist and pope 

produces an object that is emblematic of both the material and symbolic values of cultural 

capital. This means that artistic commissions are measures of cultural competence (or 

markers of class distinction) as well as expressions of culturally determined values. There 

is a self-reflexive component to cultural capital that Bourdieu touches upon but does not 

fully develop, namely, that what is actually produced by these agents reflects what is 

hierarchically most significant to that culture.149 When I describe certain projects as 

leveraging the cultural capital of a previous pontificate, I am pointing to the symbolic 

values contained within and expressed by a commission that can be re-stimulated by a 

successive patron. This does not mean that Paul III simply “finished” or “completed” an 

already underway project inherited from a predecessor. Rather, it pinpoints the projects 

that he recognized as opportunities to create continuity between his involvement in the 

palace and the work of his forebearers, and also provide him access to the cultural equity 

already vested in the space. Thinking about the cultural economics of papal patronage 

 
 148 “Thus the capital, depends on the real efficacy on the form of the distribution of the means of 
appropriating the accumulated objectively available resources, and the relationship of appropriation 
between an agent and the resources objectively available, and hence the profits they produce, is mediated 
by the relationship of competition between himself and the other possessors of capital competing for the 
same goods, in which scarcity – and through it social value – is generated.” Bourdieu, 249.  
 
 149 In his earlier work, Bourdieu discussed the objectified form of cultural capital as: 
 

[…] contrary to theories of the autonomy of the world of ideas or of ‘objective 
knowledge without a knowing subject’ and ‘subjectless processes’ (in which 
Louis Althusser and Karl Popper concur), it has to be pointed out that the 
objectified cultural capital only exists and subsists in and through the struggles 
of which the fields of cultural production and, beyond them, the field of social 
classes, are the site, struggles in which the agents wield strengths and obtain 
profits proportionate to their master of this objectified capital, in other words, 
their internalized capital.  

 
Pierre Bourdieu, Distinction. A Social Critique of the Judgment of Taste, trans. Richard Nice (Cambridge: 
Harvard University Press, 1987; Abingdon: Routledge, 2010), 225.  
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sets up a new paradigm for analyzing its mechanics, and in this way, approaches the topic 

from a longer historical lens. It asks for us to consider the decision-making process 

leading up to a commission as more than practical or utilitarian choices, but a conscious 

intervention that takes stock of the entire Apostolic fabric and the symbolic values 

expressed throughout its spaces.  

 
 

The Paradox of Papal Patronage 
 

Since it is the Apostolic Palace that forms the core of my analysis, a brief preface to the 

internal logic that governs its artistic practices is in order. This helps distinguish the 

requirements and prescriptions that regulate the activities of papal patrons because, above 

all else, continuity, cohesion, and permanence are its prerequisites. Quite unlike a papal 

commission, an independent private commission functions as a single intervention that 

may or may not take into consideration the longer patronage history of a space. A private 

chapel in a church, for example, accomplishes its patron’s goals without necessarily 

addressing the rest of the privately commissioned spaces. They may share in a larger 

scriptural or thematic program, but each commission is not necessarily required to assess 

its impact against the stream of developments within the space. The same can be said for 

secular patronage. In these cases, the relationship between commissions or phases of 

development within a single site may figure into the broader context, but it is not a 

driving force for the project, nor a determining factor for the type of potential 

interventions.150 This is not the case with the Apostolic Palace. The whole infrastructure 

 
 150 Sheryl E. Reiss, “A Taxonomy of Art Patronage in Renaissance Italy,” 25-27. For examples of 
corporate patronage, see Ian F. Verstegen, Federico Barocci and the Oratorians: Corporate Patronage and 
Style in the Counter-Reformation (Kirksville: Truman State University Press, 2015); Louise Bourdua, The 
Franciscans and Art Patronage in Late Medieval Italy (Cambridge: Cambridge  University Press, 2011);  
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of papal authority relies entirely on a system of compounding historical interest. A pope 

derives his legitimacy from his predecessors, tracing all the way back to Saint Peter. 

Without this unbroken line of succession and the ability to access the authority carved out 

for the office by its forerunners, the fundamental recognition of the pope’s leadership and 

supremacy vanishes. As such, the power and authority of a single pope rest not on his 

identity alone, but on the identity of the institution.151 This principle extends to papal 

patronage, and in particular, to the Apostolic Palace. Here, the rules of engagement are 

different. Every intervention made to papal property in Rome—including the Apostolic 

Palace, the Basilica of Saint Peter’s, the Castel Sant’Angelo, the entire Lateran complex, 

and later the Quirinal Palace—was steeped in a ubiquitous history.  

Balancing the need for renovation, expansion, or reconfiguration made the task of 

papal patronage at the Apostolic Palace complicated. If undisturbed succession 

guaranteed its legitimacy, destroying previous works served to efface part of a binding 

legacy. This problem became apparent under Julius II’s patronage and led to two distinct 

decisions.152 After his election, the location of his papal apartments became an important 

matter. His outspoken hatred for the Borgia Pope, Alexander VI, made it impossible for 

him to inhabit the former’s residence. At the same time, destroying his rival’s rooms, and 

 
Julian Gardner, Giotto and His Publics: three paradigms of patronage (Cambridge: Harvard University 
Press, 2011); and Gauvin Alexander Bailey, “Jesuit Art Patronage before 1580,” in The Mercurian Project. 
Forming Jesuit Culture 1573-1580, ed. Thomas M. McCoog (Boston: Institutum Historicum Societatis 
Iesu, 2004), 475-786.  
 
 151 Thomas M. Izbicki, “The Papacy,” in Protector of the Faith: Cardinal Johannes de 
Turrecremata and the Defense of the Institutional Church (Washington, D.C.: The Catholic University of 
America, 1981), 75-87; and Tommaso de Vio, “The Divine Institution of the Pontifical Office over the 
Whole Church in the Person of the Apostolic Peter 1521,” in Cajetan Responds. A Reader in Reformation 
Controversy, ed. Jared Wicks (Eugene: Wipf and Stock, 2011; Washington, D.C.: The Catholic University 
of America Press, 1978), 105-144.  
 
 152 For recent scholarship on Julius II’s patronage see above, note 28.  
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Pinturicchio’s frescoes, constituted an act of effacing what had become his own 

patrimony. The solution he arrived at was to abandon—rather than destroy—that suite of 

rooms and construct a new series of chambers directly above it, which Raphael and his 

workshop then frescoed from 1508-1512. On the opposite side of the spectrum, he 

confronted the same conundrum in a more profound way, at the onset of his decision to 

demolish and rebuild the fourth century Basilica of St. Peter’s. This decision stirred the 

bitter ire of critics who saw it as sacrilegious. Basilicas, chapels, apartments, even 

staircases are symbols of the Papacy and become attributes of each pontiff’s identity. A 

clear analogy between the space and its author appears in the sermon delivered by Giles 

of Viterbo in 1507 during the demolition of the Constantinian basilica. As Nicholas 

Temple aptly remarks, “[…] the new larger structure was emerging, as if enclosing and 

preserving the memory of its predecessor. Hence, Giles’ sermon was delivered within 

both a ruin and a building site.”153 Quick to pick up on this connection, as well as on the 

larger religious metaphors associated with the papal identity, Giles stated:  

Therefore, just as the prophecies of the old law predict a future Solomon, 
who would construct the fallen temple, surely it was much more fitting that 
the prophecies should foretell of you [Julius II], who built the temple of the 
immortal and eternal priesthood.154 
  

Papal history and its identity were not only tied to the physical palace, but more 

accurately, lived through the architecture, its decorative programs, and the rituals 

performed. Any form of patronage within the Apostolic Palace existed in a continuum 

where the past was never forgotten, but instead, lived in perpetuity as a constant 

 
 153 Nicholas Temple, “Prologue: Cultivating Architecture,” in The Cultural Role of Architecture. 
Contemporary and Historical Perspectives, ed. Paul Emmons, John Hendrix, and Jane Lomholt (New 
York: Routledge, 2012), xxv.  
 
 154 Francis X Martin, Friar, Reformer, and Renaissance Scholar: Life and Work of Giles of 
Viterbo, 1469-1532, ed. John E. Rotelle (Villanova: Augustinian Press, 1992), 225.  
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present.155 Because it was a continuous history that authorized and guaranteed papal 

authority, the Vatican complex exhibited a paradoxical quality in its sixteenth-century 

evolution: growth and expansion tempered with a self-conscious reverence to its 

ancestors.  

 
 

A Chapel for Paul 
 

Throughout the sixteenth century, the sounds of hammers, saws, pulleys, and chisels 

filled the Apostolic Palace almost unceasingly as popes constantly altered the structure in 

one manner or another. Artists, craftsmen, and laborers steadily occupied various parts of 

it, creating a permanent state of being in development. Over the course of these years, 

certain moments were more punctuated in the scale of work carried out than others. 

These pontiffs deserve credit for taking a greater role in evolving the palace, and as a 

result, redefine papal identity via their patronage. Besides Julius II’s striking 

contributions between 1508-1513, the greatest augmentation prior to mid-century came 

from Paul III in his monumental redesign of the ceremonial and liturgical spaces. His vast 

program concentrated on the palace’s main ceremonial artery, and this complete 

architectural redesign included the Regal Room (Sala Regia), the Stairs of the Marshall 

(Scala del Maresciallo), and the Pauline Chapel (Cappella Paolina) (Fig. 7).156 

Chronology is key to understanding how successive popes systematically transformed the 

palace without crippling its ritual functions. Margaret Kuntz has laid out this chronology, 

 
 155 Jürgen Habermas, “On Nietzsche’s Theory of Knowledge: A Postscript from 1968,” in 
Nietzsche, Theories of Knowledge, and Critical Theory, ed. Babette Babich and Robert S. Cohen (Berlin: 
Springer Science + Business Media, 1999), 209-224.  
  
 156 Margaret A. Kuntz, “Designed for Ceremony: the Cappella Paolina at the Vatican Palace,” 
Journal of the Society of Architectural Historians, 62 (2003): 228.  
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which helps reveal how these simultaneous projects were prioritized by the principal 

architect of St. Peter’s, Antonio da Sangallo (1534-1546), and his patron.157 As early as 

1536, Sangallo received this monumental commission, and the first plans began with the 

construction of the Pauline Chapel in early September 1537.158 Work moved quickly, and 

within a year, the chapel was operational and first used for the celebration of All Souls 

Day on November 2, 1538, which doubled as the anniversary of the eve of Paul III’s 

coronation.159 Likely, the ceremonial functions observed in this chapel played a role in 

the decision to start with this project before the Sala Regia and the Scala del Maresciallo. 

From the letters written to Cardinal Alessandro Farnese by the papal architect, Jacopo 

Melenghino, construction of the start of the Sala Regia can be dated to the beginning of 

April 1538.160 Work continued until the end of 1539, but at times was suspended to allow 

liturgical celebrations to take place in the Paolina, for example, the Lenten observance of 

the Triduum Sacrum at the conclusion of Holy Week.161 Dedication of the Pauline Chapel 

did not take place until January 25, 1540 on the befitting feast of the Conversion of Saint 

 
 157 Before Kuntz, the first monograph on the Cappella Paolina was Fitz Baumgart and Biogio 
Biagetti, Gli affreschi di Michelangelo e di L. Sabbatini e F. Zuccari nella Cappella Paolina in Vaticano 
(Città del Vaticano: Tipografia Poliglotta Vaticana, 1934). This work assembled the majority of archival 
documents related to the commission, and was published following the chapel’s cleaning/restoration. After 
this, the seminal work on the architecture of the Cappella Paolina was by Christoph Luitpold Frommel, 
“Antonio da Sangallos Cappella Paolina. Ein Beitrag zur Baugeschichte des Vatikanischen Palastes,” 
Zeitschrift für Kunstgeschichte 27 (1964): 1-42. Kuntz’s work, particularly her essay “Designed for 
Ceremony: the Cappella Paolina at the Vatican Palace” revises Frommel’s chronology, taking into account 
the diary of the Master of Ceremonies, and those of the Signers’ Chapel, with letters to Cardinal Alessandro 
Farnese. 
  
 158 Kuntz, “The Cappella Paolina: Before and After Michelangelo” (PhD diss., NYU IFA, 1997), 
48. 
 
 159 Kuntz, “The Cappella Paolina,” 47, n. 118; Kuntz, “Designed for Ceremony,” 245, n. 96. 
 
 160 Kuntz, “Designed for Ceremony,” 245. 
 
 161 Kuntz, 246. 
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Paul.162 The final tasks leading up to its pictorial decoration involved the installation of 

windows from 1541 to 1544, and the completion of the roof in 1542. The summer of 

1542 marks the beginning of Perino del Vaga’s stuccoes, and by the fall, the chapel was 

ready for Michelangelo’s final frescoes.  

The various functions of the Pauline Chapel likely played a role in its early 

prioritization, particularly because it assumed the previous functions of the Cappella 

Parva. These included the scrutino, the reception of obeisance from the College of 

Cardinals, and the proclamation of the pontiff’s new name—all of which played a pivotal 

role in the electoral process of the church and the maintenance of apostolic succession.163 

The Cappella Parva remained in use for liturgical celebrations as late as October 31, 

1538, and was not demolished until after plans were underway for the Scala del 

Maresciallo.164 Continuous construction restricted access through this ritual thoroughfare 

and modifications to the locations of liturgical celebrations were made to accommodate 

the workflow. This meant that even after the Pauline Chapel was fully operational, it did 

not serve as a major ritual space; instead, it remained generally unused in 1539, and papal 

masses were said in the Room of the Pontiffs (Sala dei Pontefici).165  

After its dedication, the chapel resumed its regular use and came to represent an 

integral part of the most important liturgical celebrations that symbolically reinforced the 

 
 162 Paul III’s devotion to this feast is noted by his annual observance at San Paolo Fuori le Mura; 
see Pastor, History of the Popes, 12: 633. For the Dedication of the Pauline Chapel on this feast, see Pastor, 
12:631, n 3; Kuntz, “The Cappella Paolina,” 47, n 119.  
  
 163 Kuntz, “The Cappella Paolina,” 100, and 103, n 42. 
 
 164 Kuntz, “Designed for Ceremony,” 244, n 81; Kuntz, “Antonio da Sangallo the Younger’s Scala 
del Maresciallo: A Ceremonial Entrance to the Vatican Palace,” Pratum Romanum. Richard Krautheimer 
zum 100. Geburtstag, ed. Renate Colella (Wisebaden: L. Reichert, 1997), 233-246. 
 
 165 Kuntz, “Designed for Ceremony,” 245, n 97. 
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papal institution.166 Under Pope Paul IV Carafa (1555-59), the Pauline Chapel became 

the site for the Easter Sepulcher during the Lenten celebrations and processions.167 As the 

sepulcher for the transubstantiated body, the chapel served as the site for the Forty Hours 

devotion,168 where spectacular structures for candles and oil lamps illuminated the 

space.169 Additionally, the Lumen Christi ceremony, which takes place at the Easter 

Vigil, manifested the bringing forth of Christ’s new light in the procession from the 

Sistine Chapel to the Pauline Chapel to retrieve the blessed fire that lights the Paschal 

Candle.170 Considering its ritual centrality, and the way those rites supported the 

fundamental principles of the faith and the papacy’s authority, it seems ironic that the 

Pauline Chapel has remained a peripheral topic of sixteenth-century art history.171  

 
 

Michelangelo’s Pictorial Encore 
 

Even before the highly anticipated unveiling of the Last Judgment on October 31, 1541, 

Paul III had already decided on Michelangelo as the painter for the Pauline Chapel.172 

 
 166 Kuntz, “Designed for Ceremony,” 246, n 98. 
  
 167 Kuntz, “The Cappella Paolina,” 115, n 89. 
 
 168 Kuntz, 121. 
 
 169 Kuntz, 121. 
 
 170 Kuntz, 118. 
 
 171 Due in part to its ritual significance, and the fact that it remains a part of the private Apostolic 
Palace, the Pauline Chapel has remained relatively inaccessible to scholars. Unlike the Sistine Chapel or the 
Apartments of Julius II, which are part of the main tour route for the Vatican Museums, the Pauline Chapel 
requires special permission to enter it.  
 
 172 Leo Steinberg, Michelangelo's Last Paintings. The Conversion of St. Paul and the Crucifixion 
of St. Peter in the Cappella Paolina, Vatican Palace (New York: Oxford University Press, 1975), 15, n. 33; 
Charles de Tolnay, Michelangelo, vol. 5, The Final Period (Princeton: Princeton University Press, 1960; 
rpt. 1971), 70-76; Bernadine Barnes, Michelangelo’s Last Judgement: the Renaissance Response 
(Berkeley: University of California Press, 1998), 5.  
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Embroiled in a bitter dispute with the heirs of Pope Julius II over the completion of the 

late pontiff’s funerary monument, which did not resolve itself until November 1542, the 

artist complained to Cardinal Alessandro Farnese that his inability to return to painting 

depended on the ratification of the della Rovere contract.173 Frustrated by a wet arriccio 

that refused to properly cure, and compounded by mounting pressure from the Papal 

Master of the Robes to begin work, Michelangelo privately wrote to Luigi del Riccio of 

these circumstances, thus indicating that his final frescoes did not start until the winter of 

1542.174 Only a year separates the completion of the Last Judgment and the start of the 

Pauline Chapel frescoes, but these two spaces necessitated radically different pictorial 

requirements.175 Besides its unique dimensions, the Pauline Chapel frescoes exist on a 

socle zone 2.9 meters up the wall (Fig. 8). This meant that its cardinal spectators 

encountered the scenes at a particular vantage point—below the pictorial field and along 

a horizontal plane that conditioned the narrative to extend along an unusually wide 

 
 173 Steinberg, Michelangelo’s Last Paintings, 14, n 30, and 15. For the tomb project, see Erwin 
Panofsky, “The First Two Projects of Michelangelo’s Tomb of Julius II,” The Art Bulletin 19 (1937): 561-
579; Michael Hirst, “A Project of Michelangelo’s for the Tomb of Julius II,” Master Drawings 14 (1976): 
375-383, 427-430; Hanno-Walter Kruft, “Antonello Gagni as Co-Author with Michelangelo on the Tomb 
of Pope Julius II” The Burlington Magazine 117 (1975): 589-599, 601; and Howard Saalman, “Concerning 
Michelangelo’s Early Projects of the Tomb of Julius II” Studies in the History of Art 33 (1992): 88-97.  
  
 174 Maria Ludmilla Pustka, “Michelangelo e la Cappella Paolina. La Conversione di Saulo: i fattori 
di deterioramento in relazione alla tecnica esecutiva,” in Michelangelo e la Cappella Paolina. Riflessioni e 
contribuiti sull’ultimo restauro, ed. Antonio Paolucci and Silvia Danesi Squarzina (Città del Vaticano: 
Edizioni Musei Vaticani, 2016), 271-280. 
 
 175 Located on the altar wall, and measuring 13.7 meters in length by 12 meters in length, the Last 
Judgment fresco required a specific program that not only occupied a monumental portion of the chapel, 
but was also legible to a group of spectators who likely encountered the scene from a restricted distance. By 
contrast, the elongated and narrow space in Sangallo’s architecture for the Cappella Paolina created lateral 
walls that measured 16.97 meters in length. Using Antonio da Sangallo’s original drawing (UA 1125), 
Kuntz recorded the measurement at 76 palmi. See Kuntz, “Designed for Ceremony,” 251, n 27. 
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composition.176 Unlike the Last Judgment, which Michelangelo completed in five years 

between 1536 and 1541, progress in the Pauline Chapel moved at a lumbering pace, 

taking from 1542 to 1550.    

 The miraculous conversion of Saul of Tarsus on his way to Damascus supplied 

the first scene painted on the eastern lateral wall (Fig. 4). Surrounded by a swirling mass 

of ignudi, the powerful and electrifying foreshortened Christ commands a blinding light 

from his right arm that stuns Saul, knocking him off of his horse to the ground.177 As a 

result, Saul’s accompanying attendants disperse in radiating directions, reinforcing the 

sensation of an exploding force. The sensory experience of Christ’s manifestation elicits 

the covering of ears, or shielding of eyes, thus demonstrating the auditory and visual 

intensity of this supernatural encounter. A single attendant reaches down to gather the 

collapsed Saul who braces himself against the ground and shields his eyes from the 

astounding presence of Christ. Taken from the book of Acts, the narrative occurs at three 

different points in the text and is told from different perspectives.178 Michelangelo’s 

representation of the event synthesized the omniscient and first-person perspectives, 

thereby illustrating the sequence of actions as well as the somaesthetics of deafening 

sound and blinding light. For three years the scene of the Conversion of Saul occupied 

Michelangelo, placing him in the Pauline Chapel from November 1542 to June 1545.179   

 
 176 It is these viewing conditions, combined with the para-liturgical processions that contributed to 
William Wallace’s seminal essay on the Michelangelo’s frescoes. See William E Wallace, "Narrative and 
Religious Expression in Michelangelo's Pauline Chapel," Artibus et Historiae 10 (1989): 107-121. 
  
177 Michelangelo’s portrayal of Saul as an older man has been the focus of both criticism by his early 
commentators, and art historical scholarship.  
  
 178 The first time it is described in Acts 9:1-31 and written entirely in third person (“he”), whereas 
the first-person perspective (“I”) is used in both Acts 22:1-21 during Paul’s ministry, and again in Acts 
26:1-23 during this testimony before Agrippa, Festus, and Bernice. 
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 Across the nave, the foundational martyrdom of the prince of the apostles and first 

pope appears on the western lateral wall (Fig .5). Taken from the apocryphal Acts of 

Peter and the hagiographical Golden Legend, as well as other early Christian writings like 

Eusebius and Hegesippus, the image portrays the legendary lifting of his inverted 

cross.180 A crowded scene of Roman participants and spectators fills the composition, 

circulating in procession around Peter’s upended body. From the lower-left corner, 

soldiers ascend a series of stairs cut into the elevated hill, while on the opposite side a 

different group descends a second set of stairs. Along the upper registers, additional 

soldiers and spectators ride in from the left side, and another group completes their ascent 

from beyond the horizon. The spiritual heroism of Peter’s martyrdom is captured through 

the muscular body of the aged saint, who gazes out from the composition toward the 

approaching spectator.181 Dating the second fresco has proven more challenging. A single 

payment record for an assistant to build a scaffolding on March 29, 1546 has served as 

 
 179 The project came to halt in July 1544 when Michelangelo fell ill. A letter dated July 11, 1544 
received by Lionardo reads, “I have been ill; and you, at the instance of Ser Giovan Francesco have come 
to make me dead, and to see what I have left.” See: John Addington Symonds, The Life of Michelangelo 
Buonarroti. Based on studies in the archive of the Buonarroti Family at Florence (London: John C. 
Nimmo, 1983), 2:187; Steinberg, Michelangelo’s Last Paintings, 15. His health continued to suffer through 
1546, with a brief period of improvement at the end of 1545. A letter to del Riccio states, “I am well again 
now, and hope to live yet some years, seeing that God has placed my health under the care of Maestro 
Baccio Tontini and the trebbian wine of the Uliveri.” See Addington Symonds, 188, n 1: Letter No. cdxliii. 
Shortly thereafter, a letter dated January 9, 1545 to Lionardo describes a relapse, and by the end of that 
year, his condition worsened. He recovered by 1546, but these two illnesses interrupted his work in Pauline 
Chapel. On June 12, 1545, Paul III visited the chapel to inspect the Conversion fresco, thus creating a 
terminal date for the first phase. See Steinberg, Michelangelo’s Last Paintings, 15, n 35.  
 
 180 Written in the early second century, the Acts of Peter (known as the Actus Petri com Simone), 
first records the inversion of Peter’s crucifixion. See Bernhard Pick, “The Acts of Peter” in The Apocryphal 
Acts of Paul, Peter, John, Andrew, and Thomas. Ancient Texts and Translations (Eugene: Wipf and Stock, 
2006), 106; Jacobus Voragine, Golden Legend: Readings on the Saints, trans. William G. Ryan. (Princeton: 
Princeton University Press, 1993), 1:347. For the Early Christian writings on Peter’s crucifixion, see Sean 
McDowell, The Fate of the Apostles: Examining the Martyrdom Accounts of the Closest Followers of Jesus 
(New York: Routledge, 2015), 84-85.   
  
 181 Like the depiction of Saul, Michelangelo’s St. Peter was also criticized for its nudity and 
incredibly physicality.  
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the only documentary evidence for the start of the second fresco.182 A second visit by 

Paul III was recorded in October 1549 as Michelangelo finished his final painting.183 In 

total, Michelangelo spent approximately eight years on the Pauline Chapel frescoes—

three years longer than his Last Judgment.  

 
 

Approaching a Monolith 
 

Standard iconographic interpretations of these frescoes usually fall into one of two 

camps. The first group relies on biographic events from late in Michelangelo’s life to 

explain their symbolism and private significance.184 Between his exchange of letters with 

Vittoria Colonna and his involvement with other members of the Spirituali circle like the 

English Cardinal Reginald Pole, a perceived “spiritual crisis” has become a standardized 

feature in Michelangelo’s recent biographies. As a result, this furnished the main 

explanation for the content and style of his late works.185 Scholars tend to ascribe greater 

 
 182 Besides this, it is difficult to assign the exact start date of the Crucifixion of Peter. This point 
serves as the central point of Lara Lea Roney’s essay, which I return to later in this chapter. See Lara Lea 
Roney, "Paul III and the Motivations for Michelangelo's Crucifixion of St Peter in the Pauline Chapel," in 
Encountering the Renaissance: Celebrating Gary M. Radke and 50 years of the Syracuse University 
Graduate Program in Renaissance Art, ed. Molly Bourne and Arnold Victor Coonin (Ramsey: the Women 
Art Patrons and Collectors Conference Organization, 2016), 139-150; Charles De Tolnay, Michelangelo, 5: 
143.  
 
 183 Giorigo Vasari, La Vita di Michelangelo, ed. Paola Barocchi, 3:1410. Steinberg used this to 
date the completion of the frescoes; whereas de Tolnay suggested March 1550, in accordance with 
Condivi’s account that Michelangelo completed the fresco at the age of seventy. See De Tolnay, 
Michelangelo,5:143; Ascanio Condivi, The Life of Michelangelo, trans. Alice Sedgwick Wohl, ed. Helmut 
Wohl, 2nd ed., (University Park: the Pennsylvania State University Press, 1999), 87.  
  
 184 Tragically, he lost two of his close friends within months of one another. Luigi del Riccio, who 
cared for Michelangelo during his near fatal illness in 1544, died shortly after in the summer of 1546. Next, 
his close friend, Vittoria Colonna, whom he shared a deep religious connection, died on February 25, 1547. 
See William Wallace, “Friends at Seventy Matter More,” in Michelangelo, God’s Architect: The Story of 
His Final Years and Greatest Masterpiece (Princeton: Princeton University Press, 2019), 28-55.  
 
 185 A number of scholars have taken this approach. Of this particular group, see Alexander Nagel, 
Michelangelo and the Reform of Art (Cambridge: Cambridge University Press, 2000), 33-42, 143-148.  
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agency to Michelangelo in the selection of these scenes and their particular symbolic 

meanings. This produces overly personal interpretations; for example, Charles de Tolnay 

framed the subject matter entirely around Michelangelo’s faith: 

The Conversion and the Martyr Scene offer two successive stages of an 
existence dedicated to God. They are conceived as historical events but as 
confessions of the artist. They gave Michelangelo an opportunity to 
visualize his own conversion and his consciousness of the collective guilt 
which he shared with all humanity.186 
 

At times the biographic approach runs the risk of verging into a psychoanalysis that 

yields very speculative explanations.187 For an artist like Michelangelo, an enduring 

game of portrait hunting feeds into an assumption that every work is in some way 

autobiographical. In a reversal of the post-Barthes “death of the author,” Leo Steinberg 

determined that Michelangelo’s impulse for self-representation appeared in the 

Crucifixion fresco: 

If this reading is true—though beyond proof or disproof—then the whole 
fresco turns into a chart of the artist’s personal trial. It is the descending 
graph of Michelangelo’s destiny that runs, from his early idolization of 
pagan beauty and art, from the vigorous upper left corner, down the 
imperious diagonal of the Prefect’s commanding arm and on through the 
transverse beam of the cross, down to his own self again—himself in 
deepest old age.188    
 

As tempting and provocative as these types of readings may be, they tend to become too 

narrowly focused on one particular aspect of the fresco, forgetting about the larger 

narrative and its context.  

 
 186 De Tolnay, Michelangelo, 5:138-141.  
 
 187 Hidemichi Tanaka, “The Two Frescoes of Michelangelo in the Pauline Chapel in regard to the 
relation with the drawings for Cavaliere and Vittoria Colonna,” Fotokopie: the annual report of the Faculty 
of Arts and Letter Tohoku University (1981).  
 
 188 Steinberg, “The Line of Fate in Michelangelo’s Painting,” Critical Inquiry 6 (1980): 420; 
Roland Barthes, “The Death of the Author,” in Image, Music, Text, trans. Stephen Heath (New York: Hill 
and Wang, 1977), 142-148.  
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A second group of scholars considers these scenes reflections of the religious 

turmoil that played out during the first phase of the Council of Trent. Those working with 

social history or religious history typically overemphasize the role of Trent, creating a 

catch-all that risks verging into an ahistorical reading.189 Based on the track record of his 

predecessors, the chances for a successful ecumenical council by the Farnese Pope were 

mediocre. Still, less than two years into his papacy, Paul III published the bull Ad 

Dominici Gregis Curam on June 2, 1536 that announced his intentions for a General 

Council to meet on May 23, 1537 in Mantua.190 Despite the best of intentions, the 

Council failed to get off the ground. Lutheran resistance, Francis I’s interference and 

military provocation against Charles, and the Duke of Milan’s desperate request for five 

to six thousand guards to protect the city made the Council untenable. Faced with the 

reality that a General Council was the only option left, Paul III started negotiations with 

Charles V on the location in 1542, and both agreed on Trent as a compromise that met the 

emperor’s need for a city within his sovereignty, and far enough from Rome to ostensibly 

limit papal control. All of the preparations leading up to the publication of the bull of 

convocation on May 22, 1542 would be for naught; war broke out between Francis I and 

Charles V, sending things back into a stalemate.191 

 

 
 189 Paul III approved the Conversion of the Saul six months before the opening of Trent, whereas 
the scaffolding for the Crucifixion of Peter was erected one month before Trent approved its first decree in 
the 4th session on April 8, 1546. Moreover, the fact that the council opened without a clear agenda, and 
spent the first months mired in administrative confusion, makes it difficult to use the Tridentine decrees as 
iconographic keys for the Pauline Chapel frescoes. 
  
 190 John W. O’Malley, “The Struggle to Convoke the Council,” in Trent: What Happened at the 
Council (Cambridge: Harvard University Press, 2013), 68.  
 
 191 O’Malley, “The Struggle to Convoke the Council,” 70-71. 



76 
 

The struggle to convoke the council, which John O’Malley lays out, proves Paul 

III’s unfailing effort towards this initiative, though he certainly knew it was not to his 

advantage. In its earliest phases, the council painstakingly fought to convene.192 The lack 

of a clear agenda to focus its deliberations, combined with confusion over procedural 

operations, stalled its progress. By the same token, Paul III deserves credit for 

accomplishing a task that few would have committed such an effort towards, much less 

seen through. The first phase of the council lasted a total of four years, from 1545-

1549.193 During this time, its participants struggled to make headway against the looming 

backdrop of political tensions between Charles V and Paul III that led to a sharp faction 

of “imperialists” and “papalists” at the council. Three-and-a-half years separate the bull 

of convocation and the official opening on December 13, 1545, and in those years a 

lethargic trickle of attendees made their way to Trent. At the outset, a meager number of 

cardinals, archbishops, bishops, and superior generals were present, and the council’s 

representation was disproportionately Mediterranean. Even though the location of Trent 

had been approved, the combination of low attendance and the administrative backlog 

prompted many cardinals to suggest the suspension or transfer of the council altogether. 

With the threat of plague as both a real fear and a convenient pretext, Paul III lobbied to 

have the council transferred to Bologna in March 1547.194  

One would be hard-pressed to call the first phase of the council a stunning 

victory; rather, it seemed to foreshadow the type of bureaucratic ineptitude that crippled 

 
 192 O’Malley, 72-76.  
  
 193 O’Malley, “The First Period, 1545-1574,” 77-81. 
  
 194 O’Malley, 121-126. 
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prior attempts at true reform initiatives. In spite of these shortcomings, the first period 

accomplished a significant number of doctrinal decrees that carried the responsibility for 

outlining crucial definitions for the identity of the early modern Church. Certainly, the 

church history cannot be divorced from frescoes adorning a papal chapel; yet, without a 

thorough grasp on how the council operated and the way information moved between 

Trent and Rome, even the best textual evidence can be disputed. A judicious examination 

of the intellectual history surrounding the decree on justification, like Peter Hemmer’s 

analysis, marshals forth an array of texts such as Ambrogio Caterino Politi’s Speculum 

Haereticorum (1541), Gerolamo Seripando’s treatise on Justification, and Agostino 

Bonucci’s text Conversio Pauli (1545).195 Each of these writings participated in the 

gradual transformation of sixteenth-century Pauline theology—a notable feature of early 

modern religious history that this chapter will address.196 Despite Hemmer’s suggestion 

that these texts furnished the visual content for Michelangelo’s fresco, this type of 

iconographic reading overemphasized the role of influence exerted onto the artist by 

these clerics. Hemmer asserted that Bonucci’s text made a convincing match and it was 

dedicated to Paul III, but the title page bears the date of 1545—when Michelangelo was 

putting the finishing touches on the Conversion fresco— thus making it improbable to 

have furnished the narrative or its meaning. As the Servite General, Bonucci delivered an 

impassioned sermon on the fight against heretics at Trent on April 8, 1546, but there is no 

 
 195 Peter Hemmer, "Michelangelos Fresken in der Cappella Paolina und das Donum 
Iustificationis," in Functions and Decorations. Art and Ritual at the Vatican Palace in the Middle Ages and 
the Renaissance, ed. Tristan Weddigen, Sible de Blaauw and Bram Kempers (Turnhout: Brepolis, 2003), 
131-152. 
 
 196 This theology figured prominently in the activities of Spirituali groups, whom Ambrogio 
Caterino Politi participated in with Vittoria Colonna. Measuring a given preacher’s or theologian’s 
influence on Michelangelo’s thoughts about Justification can be tenuous. A case can be made for Politi as 
easily as it can be made for Bernardino Ochino. 
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evidence to suggest that he had any direct interaction with Michelangelo.197 Likewise, 

Seripando’s text times well with the Pauline Chapel frescoes, but was written at Trent in 

response to the five questions outlined by the papal legates in June 1546.198 At the behest 

of Cervini, Seripando took the lead in drafting the document that served as the foundation 

for the decree, but it is unlikely that Michelangelo ever saw this—or any of the 

documents—from Trent. Bearing in mind that the Papal Legates—Cardinals Marcello 

Cervini, Giovanni Maria del Monte, and Reginald Pole—served as the only line of 

communication between Trent and Rome, channels were limited and tightly controlled.199 

News from the council traveled slowly, and the papal responses were likewise delayed. 

Paul III assembled a deputation of cardinals within the Curia to review the legates’ 

reports and the drafts of decrees.200 Michelangelo’s access to these conversations and 

documents would have been implausible given Paul III’s careful approach towards any 

decisions regarding doctrinal matters. Any reading of the Pauline Chapel frescoes that 

uses these texts as source material for the iconographic program overestimates their 

circulation, and more importantly, fails to understand the protected and protracted flow of 

 
 197 Marco Aldrovandi, Fra Agostino Bonucci, priore generale O.S.M e padre al Concilio di 
Trento, Institutum Historicum Fratrum Sevorum S. Mariae, Scrinium historiale, vol.13, (Roma: Ediz. Studi 
Storici O.S.M., 1963), 69-154. There are a series of letters contained in the Carteggio Vasarino II (Lettere 
Diverse Equitis Georgii di Vasariis, Firenze, Bibliotheca Riccardiana, ms. Ricc. 2354) from Bonucci to 
Vasari. See Charles Davis, “Carteggio Vasariano, II: XL or XXL? Letters Lost and Found” Varie lettere di 
messer Giorgio Vasri Aretino Pittore, c. 1590, Fontes: Sources and Documents for the History of Art 1350-
1750 71 (2012): 1-48.  
  
 198 John W. O’Malley, Trent: What Happened at the Council, 108-111; and Giuseppe Carlo 
Cassaro, Girolamo Seripando. La grazie e il metodo teologico (San Tommaso: Messina, 2010).  
  
 199 John W. O’Malley, Trent: What Happened at the Council, pp. 84-85; and Hubert Jedin, Papal 
Legate at the Council of Trent: Cardinal Seripando, trans. Frederic C Eckhoff (St. Louis: Herder Book 
Company, 1947).  
 
 200 On other occasions, the Pope enlisted the entire assembly for advice on important decisions 
concerning the council. 
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information between the Pope and Council. All of these texts were produced well after 

work on the Conversion of Saul fresco had begun in 1542; it is similarly speculative to 

suggest a connection between the subject matter and the Tridentine decree on 

Justification, which required six months of negotiations that did not end until 13 January 

1547.201 

Even when an interpretation uses Church history to contextualize the Pauline 

Chapel frescoes, eventually, it slips into pseudo-psychoanalytic biographies of 

Michelangelo that overemphasize the influence of his social circle on the iconography. 

The close-knit spiritual circle that Vittoria Colonna kept has been the focus of great 

scholarly attention, thanks in large part to the work of Barry Collett, and Abigail 

Brundin.202 What has been at times labeled Italian Evangelismo rose to scholarly 

prominence during the 1970 and 1980s with a series of studies on influential religious 

figures like Bernardino Ochino and Juan de Valdés, and led to monographic works on 

Gasparo Contarini, Girolamo Seripando, and Reginald Pole.203 The friendship between 

Colonna, the wealthy and influential Marchesa di Pescara, and Michelangelo truly began 

 
 201 O’Malley, Trent: What Happened at the Council, 107.  
  
 202 Barry Collett, A Long and Troubled Pilgrimage; the Correspondence of Marguerite 
d’Angouléme and Vittoria Colonna, 140-1545, Studies in Reformed Theology and History, vol. 6 
(Princeton: Princeton Theological Seminar, 2000); Abigail Brundin, Vittoria Colonna (1490-1547): 
Spiritual Poetics of the Italian Reformation (Aldershot: Ashgate, 2005); Brundin, Sonnets for 
Michelangelo: a Bilingual Edition (Chicago: University of Chicago Press, 2005); and Brundin, A 
Companion to Vittoria Colonna (Leiden: Brill, 2016).  
 
 203 On this topic, see Delio Cantimori, Eretici italiani del Cinquecento (Florence: Sansoni, 1939); 
Eva-Maria Jung, “On the Nature of Evangelism in Sixteenth-Century Italy,” Journal of the History of Ideas 
4 (1953): 511-527; Delio Cantimori, Umanesimo e religione nel Rinascimento (Turin: Einaudi, 1975); 
Elisabeth G. Gleason, “On the Nature of Sixteenth-Century Italian Evangelism: Scholarship, 1953-1978,” 
The Sixteenth Century Journal 9 (1978): 3-26; Anne Jacobson Schutte, “Periodization of Sixteenth-Century 
Italian Religious History: The Post-Cantimori Paradigm Shift,” The Journal of Modern History 61 (1989): 
269-284; Delio Cantimori, Eretici italiani del Cinquecento e altri scritti, ed. Adraino Prosperi (Turni: 
Einaudi, 1992); and Salvatore Caponetto, The Protestant Reformation in Sixteenth Century Italy, trans. 
Anne C Tedeschi and John Tedeschi (Kirksville, MO: Thomas Jefferson University Press, 1999).   
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at the end of 1538 or early 1539 during her stay at San Silvestro in Rome.204 Certainly, 

this brought Michelangelo and Pole into contact, before her time in Viterbo at the end of 

1543.205 During this period, Michelangelo was working on the Conversion of Saul fresco 

before his first illness would temporarily halt production.206 It is challenging for art 

historians working on Michelangelo’s late works to separate Colonna’s or Pole’s 

influence from Michelangelo’s personal convictions. Anne Dillon makes a convincing 

connection between the image of Peter’s martyrdom that figures prominently in Pole’s 

treatise, De Concilio, and Michelangelo’s fresco in the Pauline Chapel. Similarly, she 

finds a persuasive relationship between the larger confrontation of papal authority in the 

chapel’s program, and Pole’s writing, De summo pontifice.207 Considering these 

similarities, Dillon goes as far as to suggest that Pole may have been the assigned 

theologian for the Pauline Chapel project.208 Dillon concludes:  

 
 

 204 Abigail Brundin, Sonnets for Michelangelo: a Bilingual Edition, 12. Jessica Maratsos, 
“Michelangelo, Vittoria Colonna, and the Afterlife of Intimacy” The Art Bulletin 99 (2017): 69-101. 
Shortly before that, in 1536, after fleeing an outbreak of plague in Naples, her intense friendship with 
Cardinal Pole started.  
  
 205 Abigail Brundin, “Vittoria Colonna and Michelangelo: Drawings and Paintings,” 277 n 14. 
Letter written by Colonna in May or June 1543 to Alvise Priuli, secretary of Cardinal Pole states, 
“Regarding Michelangelo, who is now arrived.” in the Quinternus litterarum Marchionissae Piscariae, 
Carteggio, CLXIII, 276. 
 
 206 Whether or not Pole served as Michelangelo’s spiritual teacher is difficult to determine. His 
earliest biographers noted the relationship between both men, and certainly their networks of association 
overlapped. Shared friends included Pole’s secretary, Bartolomeo Stella and the humanist, Pietro 
Carnesecchi, the Archbishop of Ragusa, Ludovico Beccadelli; professionally, both Marcello Venusti and 
Sebastiano del Piombo received Pole’s patronage. See Giorgio Vasari, La vita di Michelangelo nelle 
redazioni del 1500 e del 1568, ed. Paola Barocchi (Milano: R. Ricciardi, 1962), 1:109; Thomas F. Mayer, 
“The Church of Viterbo?” in Reginald Pole: Prince and Prophet (Cambridge: Cambridge University Press, 
2000), 140; Ambra Moroncini, “Michelangelo’s Works for Vittoria Colonna” in Michelangelo’s Poetry 
and Iconography in the Heart of the Reformation (New York: Routledge, 2017), 180; and Thomas F. 
Mayer, “Marcello Who? An Italian Painter in Cardinal Pole’s Entourage,” Source: Notes in the History of 
Art 15 (1996): 22-26. 
 
 207 Anne Dillon, Michelangelo and the English Martyrs (New York: Routledge, 2016), 126.  
 
 208 Dillon, Michelangelo and the English Martyrs, 132.  
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These frescoes, I would argue, were designed by Michelangelo to articulate 
his belief in subtle, coded visual statements, images to be interpreted 
perhaps by insiders, Spirituali. Salvation, Michelangelo's frescoes in the 
Pauline Chapel state, comes not through works, but through faith alone.209  
 

Although Pole likely knew Michelangelo by the time he was appointed governor of 

Viterbo and the Papal States in August 1541, he was dispatched to Trent and arrived at 

the council on November 21, 1542. He was only recalled once for a short period to give 

Paul III a report of the Council’s actions on May 5, 1543. Otherwise, Pole remained in 

Trent until June 28, 1546 when his failing health forced him to leave. He stayed in 

Treville through the summer and did not return to Rome until November 17, 1546, well 

after work resumed in the Pauline Chapel. Moreover, Pole’s De concilio was only 

published in 1562 by Paolo Manuzio’s Roman press, and his De summo pontefice was 

dedicated to Giulio della Rovere on January 20, 1550.210 It is, therefore, highly 

improbable that Michelangelo’s frescoes represent the doctrinal precepts contained in the 

decree on justification before their official pronouncement and publication, particularly in 

light of the Council’s struggle to reach an accord on the chapters before the official 

canons.211  

 
 

Reclaiming a Papal Patron 
 
Somewhere between Sangallo’s first pen-and-ink diagrams of the Pauline Chapel and 

Michelangelo’s last washes of pigment on the Crucifixion of Peter stood a Pope who 

 
 209 Dillon, 130.  
  
 210 Thomas F. Mayer, “The War of the Saints,” in Reginald Pole,175-176. Pole’s ideas for these 
texts were formulated before their publication, but it is difficult to know with certainty that Michelangelo 
received them during his time in the Pauline Chapel. 
 
 211 Dillon, 199, n 2; O’Malley, “The First Period, 1545-1547,” 110-111.  



82 
 

catalyzed an entire project that has somehow faded into the background of the art 

historical narratives. Overshadowed by the fame and cult-like hero status of 

Michelangelo, and eclipsed by the watershed activities of Trent, Paul III has assumed an 

almost incidental role in the decorative programs. Other than drawing obvious 

connections between his chosen papal name and the centrality of the twin prince apostles 

who founded Christian Rome, a genuine interest in Paul III’s agency has been minimized 

in favor of a more provocative casting of Michelangelo as the sole inventor of its 

symbolic content. In doing so, the driving force behind the whole concept has been lost. 

With it we have lost sights of Paul’s motivations, ambitions, and goals for this 

combination of scenes within the nucleus of the Apostolic Palace. Redressing the 

patron’s agency means considering how this chapel and its frescoes functioned alongside 

his agenda as papal prince. Those priorities formed a complex web of interconnected 

policies towards competitive sovereigns, contesting religious factions, and contending 

reform prerogatives. In what follows, by redressing the Tridentine trope that has 

dominated the interpretation of its subject matter my analysis focuses, instead, on the 

historical events of 1541 and 1545 that directly contributed to the distinct phases of the 

chapel’s decorative program. This means granting importance to those events that 

delivered significant consequences to the papacy’s ability to shape religious reform as 

well as maintain its political authority. This perspective sharpens the historical scope to 

the years where the decisions regarding the chapel’s subject matter occurred, which 

prevents the ahistorical projection of later events backward. As Michelangelo began the 

Conversion of Saul in 1542, the last attempt at religious reconciliation took place at the 

Colloquy of Regensburg, and the tensions that played out between Paul III, Charles V, 
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and the question of papal authority were foremost on the pope’s mind. While these events 

have been overlooked by art historians, they remain far more germane to the subject 

matter of the Conversion of Saul than previously noted. These problems only worsened in 

1544/45 when Michelangelo returned to the Pauline chapel after a life-threatening illness 

kept him from painting. The same dilemmas of power and authority now erupted after an 

international scandal that broke during the years immediately preceding Michelangelo’s 

Crucifixion of Peter. The leaking of Paul III’s Papal Admonition to Charles V unleashed 

a papal public relations nightmare that played out completely in the court of public 

opinion (Fig. 9).212 What becomes clear from both of these contexts is how the 

iconography of each fresco responded in real-time to the political circumstances that 

greatly affected the papacy at pivotal moments when its legitimacy and sovereignty were 

under threat.   

 

Pauline Theology/Pauline Identity 
 

The scene of Saul’s conversion set the tone for the Pauline Chapel. This first project 

made a distinctive pronouncement for the Church and lent itself readily to the prevailing 

religious turmoil. No pope could have anticipated that the Reformation would catch like 

wildfire and persist as an enduring challenge to the entire framework of the Roman 

Church. The slow erosion of papal authority—to borrow Braudel’s geological 

metaphor—came as a result of a new investment in Pauline theology, first by the 

Reformers, and then by reform-minded Catholics. What can be called a “Pauline 

renaissance” did not take place overnight. Rather, it went through a gradual process that 

 
 212 Concilium Trideninum. Diariorum, Actorum, Epistularum, Tractatuum nuova collectio 
(Freiburg; Herder, 1901-2001) 4: 364-373.  
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pulled some of the most distinguished scholars, notable preachers, and influential leaders 

into a debate that preoccupied almost the entire European continent for most of the 

sixteenth century. Beginning in the spring of 1515, Martin Luther gave his first lectures 

in Wittenberg on Paul’s Epistle to the Romans.213 These lectures, which took place 

through the fall of 1516 at the University of Wittenberg, laid out the seminal positions of 

his Pauline theology and charted a way to reject scholasticism through a new 

philosophical model for justification.214 Central to his theology of justification is a long 

commentary in the scholia on Romans 3:20, and the difference between works that 

manifest within the Law and works of faith, “which are done out of the spirit of liberty 

and for the love of God.”215 Luther’s lectures continued with Galatians and eventually 

ended in March 1517. Pauline theology, however, remained the central focus in 

Wittenberg through 1518 when Luther’s collaborator, Philip Melanchthon, assumed the 

responsibility.216 After this initial debut, the Pauline movement remained a 

predominantly German concern. Rome kept a distance; its failure was not in 

underestimating the power of Luther’s theology, but in believing a regional problem 

would remain as such.  

By the late 1530s, the entire conflict had reached a turning point; Rome faced a 

wave of Pauline theology that swept through Italy. It disrupted the presumed confidence 

 
 213 Jaroslav Pelikan, Luther’s Works, vol. 25, Lectures on Romans, Glosses and Schoilia (Saint 
Louis: Concordia Publishing House, 1972), xi.  
 
 214 Deanna A. Thompson, “Letting the Word Run Free: Luther, Romans, and the Call to Reform,” 
in Reformation Readings of Romans, ed. Kathy Ehrensperger and R. Ward Holder (New York: 
Bloomsburg, 2008), 25-36.  
 
 215 Pelikan, Luther’s Works, 25:234. 
 
 216 Likely, Melanchthon based his lectures off of Luther’s original notes, thus preserving 
continuity between the two versions.  
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of Catholic teachings on grace and fueled a new critical engagement with the figure of 

Paul.217 More and more, prominent Italian Catholics—both clerics and lay—began 

engaging with Reformed teachings, taking the ideas espoused through Paul seriously. 

This prompted a more direct effort by Catholic Controversialists (theologians and 

scholars tasked with debating Luther like Johann Maier von Eck and Jerome Emser) to 

respond, and it is clear from their writings that they were well informed and well-read 

about the new Pauline theology.218 For example, Contarini responded directly to Luther’s 

use of Romans 3 in his 1541 Epistola de Iustificatione, by advocating that the problem 

lies in the vulgate interpretation of the word iustitia. Contarini claimed, “All have sinned 

and fallen short of God’s glory. From the Greek text understand omnes inferirores esse 

gloria Dei, that is, in order that they may be justified before God, against whom they 

have sinned.”219 With Contarini and other prominent Italians like Jacopo Sadoleto, Carlo 

Carafa, Gregorio Cortese and Giovanni Morone, Rome’s position went from dismissing 

the theological position of the reformers to formulating thoughtful critiques that 

marshaled forth the full breadth of church teachings and history.220 At the same time, the 

 
 217 In 1537, Cardinal Reginald Pole started giving informal lectures on the Pauline epistles to his 
circle of associates. Cardinal Gasparo Contarini began a debate with Timoteo de’ Giusti and Tullio 
Crispoldi, both friends of Pole and Lateran canons, on the Pauline Epistles. See Marvin W. Anderson 
"Biblical Humanism and Roman Catholic Reform: (1501-1542) Contarini, Pole, and Giberti,” Concordia 
Theological Monthly 39, no. 10 (1968): 688; Thomas F. Mayer, Reginald Pole: Prince and Prophet, 76, n 
85; Hubert Jedin, “Ein Streit um den Augustinismus vor dem Tridentinum (1537-1543),” Romnische 
Quartalschrift 53 (1927): 351-68; and Elisabeth G. Gleason, Gasparo Contarini: Venice, Rome and Reform 
(Berkeley: University of California Press, 1993), 269-70. 
  
 218 David Bagchi, VM., Luther’s Earliest Opponents: Catholic Controversialists, 1518-1525 
(Minneapolis: Fortress Press, 1991).  
 
 219 Anderson, 705; Michael A. Mullett, Martin Luther, Routledge Historical Biographies (New 
York: Routledge, 2004), 62.  
 
 220 Marvin W. Anderson, “Gregorio Cortese and Roman Catholic Reform,” Sixteenth Century 
Essays and Studies 1 (1970): 75-106.  
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force that attempted to contest Luther’s theology was met with another force that 

promoted a similar adaptation. Bernardino Ochino, the popular Capuchin friar whose 

association with Vittoria Colonna catapulted him to the center of this religious debate, 

delivered a series of sermons at Lucca in 1538 outlining his revised approach to Paul’s 

teachings.221 This led to his Venetian sermons in 1539, which were also printed in 1541 

and drew the concern of Rome. For Lent in 1542, Ochino was invited to Verona and 

delivered a sermon on the Pauline Epistles; shortly after, he fled to Geneva after his 

apostasy, to the shock of many ecclesiastics.222 Between Contarini and Ochino, the 

Bishop of Verona, Gian Matteo Giberti, figured prominently in this climate. Although he 

never authored a text of his own, Giberti’s printing press played a significant role in 

disseminating relevant texts: St. John Chrysostom’s commentary on the Pauline epistles, 

ten extant books of Eusebius of Casearea's Demonstraio evangelica, Greek commentaries 

on the Psalms, and the Acts of the Apostles.223 More important than any Catholic 

response was the fact that the identity of Paul had become completely appropriated by the 

Reformers. 

In the hands of Luther, Melanchthon, Bucer, and Calvin, Paul’s theology provided 

the key to describing a new formulation of grace. Their investment in Pauline theology 

promoted the embracing of his identity, which came to function as a mascot of 

Protestantism, and above all, his conversion symbolized the legitimacy of their reform 

efforts. This becomes clear in a letter from Claudio Tolomei to Bernardino Ochino 

 
 221 Emidio Campi, “Vittoria Colonna and Bernardino Ochino” in A Companion to Vittoria 
Colonna, ed. Abigail Brundin (Leiden: Brill, 2016), 371-398.  
 
 222 Anne Overell, Italian Reform and English Reformations c. 1535-1585 (Burlington: Ashgate, 
2008), 41.  
  
 223 Anderson, "Biblical Humanism and Roman Catholic Reform,” 698. 
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penned shortly after news had spread of his escape and apostasy. Tolomei, then in the 

service of Pier Luigi Farnese, wrote to Ochino, saying:  

Perhaps I shall be told that it was neither ignorance nor malice which 
prompted you, but rather a higher revelation of divine truths, and that Christ 
has revealed things to you which he has hitherto kept hidden, as he once 
enlightened Paul, and converted him from Judaism to the true faith.224  
 

Tolomei’s application of Paul’s conversion as an analogy for Ochino’s Protestant 

conversion highlights how Protestantism had already seized upon this particular image to 

symbolize their divinely sanctioned break from the Pope. With the figure of Paul, the 

reformers captured from Rome the New Testament’s authority in the second Chief of the 

apostles.225 Symbolically, Paul created a type of metaphorical distance; Rome clung to 

Peter for their authority, whereas Protestantism leveraged Paul as the apostle more 

informed in Christ’s ways. This symbolism featured heavily in Protestant visual culture, 

particularly in prints as we shall see below, thus charging the subject matter with a 

particular emblematic significance. Before Michelangelo set foot in the Pauline Chapel, 

the stage was already set for how an image of Paul’s Conversion engaged directly with 

Protestantism’s heralded champion, and the newfound sentiments attached to it.  

 
 
 
 
 

 
 224 Karl Benrath, Bernardino Ochino of Siena: a contribution towards the history of the 
Reformation, trans. Helen Zimmern (London: J. Nisbet Company, 1876), 124.  
 
 225 It is worth noting that Paul in fact distinguishes himself from Peter and the rest of the apostles. 
In 1 Corinthians 15:10, he declared, “But by the grace of God I am what I am, and his grace to me was not 
without effect. No, I worked harder than all of them – yet not I, but by the grace of God that was with me.” 
Additionally, there is a typological parallel that can be drawn between Peter and Paul, to John the Baptist 
and Jesus. Paul introduced John the Baptist in his biblical history in Acts 13:24-25 “Before the coming of 
Jesus, John preached repentance and baptism to all the people of Israel. As John was completing his work, 
he said “Who do you suppose I am? I am not the one you are looking for. But there is one coming after me 
whose sandals I am not worthy to untie.” See J. Ramsay Michaels, “Paul and John the Baptist: an Odd 
Couple?” Tyndale Bulletin 42 (1991): 245-260.  
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Converging Conversions 
 

This point would not have been lost on Paul III, who, in commissioning the Conversion 

of Saul for his private chapel, took a major step in reclaiming Paul’s identity for 

Catholicism. By the first quarter of the sixteenth century, Paul’s conversion featured 

prominently in a number of prints and woodcuts by Northern artists. On two different 

occasions before the Reformation hit its stride, Hans Baldung Grün executed woodcuts 

depicting the Conversion of Saul; the first made between 1505-1507, portrays an aged 

Saul with a long-forked beard on horseback without any attendants (Fig. 10), whereas the 

second, made between 1514-1517, re-imagines the composition in more dramatic terms 

(Fig. 11).226 Aside from the single print format, Paul’s conversion emerged as a visual 

cornerstone for Protestant publishing houses, appearing consistently on the title page of 

significant tests, further signaling its metaphorical relevance for the Reform movement. 

For example, Philip Melanchthon’s text, In obscuriora aliquot capita geneseos 

annotationes (1523), printed by Ulrich Morhard in Tubingen, carried a title page 

designed by Hans Weiditz (Fig. 12). The border contains an important juxtaposition of 

images: across the top appears the Conversion of Paul, and along the bottom an image of 

the Dispersion of the Apostles. These two scenes, couched entirely in the New 

 
 226 In the first woodcut (1505-07), the apparition of Christ appears in the heaven alongside angels 
carrying a tau-shaped cross. Baldung’s print appeared alongside a poem written in both Latin and German 
that describes the scene: “Behold, thou wilt fall down and suddenly you were blinded by lightning; he hears 
Jesus; and thus, is prepared for compliance.” [Doctor mosaici ritus: et publicus hostis Christi: more lupi 
caede minisque furens. Vastatum Domini quum pergit ovilia Saulus Pontificum cinctus praedo fatellitibus. 
Ecce cadens subito caecatus fulgure Iesum Audit: Et illius se parat obsequio]. Frank Muller, “Humanisms 
und Reformation am Oberrhein zur Zeit Hans Baldungs,” in Hans Baldung Grien, ed. Holger Jacob-Friesen 
(Berlin: Deutscher Kunstverlag, 2019), 52-61; Michael Roth, “Dürer-Baldung-Grünewald?” in Hans 
Baldung Grien, 68-79; Matthias Mende, Hans Baldung Grien: Das graphische Werk (Unterschneidheim: 
Alfons Uhl, 1978), no. 8; F.W.H. Hollstein, German Engravings, Etchings and Woodcuts, ca. 1400-1700 
(Amsterdamn: M. Hertzberger, 1954), 115.  
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Testament, present the symbolic path of discipleship as a form of correcting errors: Paul’s 

conversion from Judaism to Christianity, and the disciples’ charge to convert through 

proselytizing. In fact, Luther likened the Roman church to the early Jews that confronted 

Christ and his disciples.227 With his Operationes (1519-1521) and his 1530’s writings on 

the Psalms, Luther metaphorically described the Roman Church as ignorant of the true 

God, refusing to recognize the error of their ways, and trusting the wrong things for 

righteousness.228 In these texts, Luther built an innovative rhetorical tool by using the 

Church’s ancient adversaries— the Jews—as a prefiguration of its contemporary enemy 

in the Roman Church.229 This analogy allowed Luther to use Paul’s text from Romans 9 

to draw a secondary analogy between Christ’s disciples and the Protestants; both groups 

struggled to defend themselves in the face of spiritual opposition.230  

Remarkably, these analogies facilitated the pretext for a politicized reading of the 

Pauline Epistles, legitimizing both spiritual opposition and civic insurrection. As Luther 

explained, “Therefore, if the pope teaches something that is in accordance with the Word, 

I will listen and do it. But if he speaks contrary to the Word, I will not listen.”231 Through 

 
 227 Luther’s anti-Semitism has been the focus of a number of studies, stemming in particular from 
his treatise On the Jews and Their Lies (Von den Juden und ihren Lügen, 1543). See Steven Rowan, 
“Luther, Bucer, and Eck on the Jews,” The Sixteenth Century Journal 16 (1985): 79-90; Eric W. Gritsch, 
Martin Luther’s Anti-Semitism: Against His Better Judgment (Grand Rapids: William B. Eerdmans 
Publishing, 2012); and Thomas Kaufmann, Luther’s Jews: a Journey into Anti-Semitism (Oxford: Oxford 
University Press, 2017).  
 
 228 G. Sujin Pak, The Judaizing Calvin: Sixteenth Century Debates over the Messianic Psalms, 
(Oxford: Oxford University press, 2010), 41-43.  
 
 229 During the period from 1520 to 1522, Flugschriften cast the antagonism between Rome and 
Germany in a vigorous figurative language. The idea that Divine Providence had invested Germania with 
the mission to bring an impious and degenerate Rome back onto the right path took shape. See David 
Bagchi, “Poets, Peasants, and Pamphlets: Who Wrote and Who Read Reformation Flugschriften?” Studies 
in the Church History 42 (2006): 189-196.  
 
 230 Pak, The Judaizing Calvin: Sixteenth Century Debates over the Messianic Psalms, 43-44.  
 
 231 Pak, 44, n 51.  
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the figure of Paul, Protestants were able to signal their spiritual distance from Rome, and 

construct their identity beginning with the scene of Paul’s conversion. This becomes clear 

through a title page designed by Hans Holbein during his early years in Basel that 

accompanied a number of important reformed publications. Holbein’s activity in Basel, a 

city known for its printing production, put him in the influential center of Protestantism’s 

dissemination. His connection with Luther led to a number of collaborative projects that 

contributed to the development of a Protestant visual culture through the medium of 

prints. An example of how important Holbein’s engagement in this process was can be 

seen in his print 1519/20 print, Hercules Germanicus (Fig. 13). This colored, satirical 

woodcut portrays Luther in his Augustinian habit and a lion’s skin, wielding a club 

against his enemies, which included: Aristotle, Thomas Aquinas, William of Ockham, 

Nicholas of Lyra, Peter Lombard (holding his Libri IV Sententiarum), Robert Holcot (the 

English Dominican scholastic philosopher), and Duns Scotus. Hanging from Luther’s 

nose, a pope with a noose around its neck dangles helplessly.232 The image appeared with 

six Latin distichs: 

Do you not shudder, wicked Rome, at your enemy Luther, 
The German Hercules, as he does away with monsters? 
  
You see, do you not, how he has suspended the tripled Geryon 
from an aquiline nose, and how the dropping crest wearies the 
head? 
 
See for yourself with what might he strikes down the raving 
sophists, 
And how the agile club besets the rabid dogs.  
 
Behold, what falls is a multitude gone mad, to whom Cerberus 
himself is inferior, and a Hydra reproducing in new throats.  
 

 
 232 Oskar Bätschman and Pascal Griener, Hans Holbein (Princeton: Princeton University Press, 
1997), 221, n 96. 
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Why not then acknowledge the gallant man as both lord and father, 
Since you stretched out conquered hands to him when you were 
stung the first time?  
 
There has been error enough, believe me; be sensible and cleanse 
yourself again,  
Or else impure Lerna’s sacred flame awaits you.233  

 
Whether this print was intended as a genuine allegory of Luther or a more satirical 

gesture, the image makes a specific reference to the mythical moniker given to 

Maximillian I, Hercules Germanicus, which appeared in an anonymous print during his 

reign.234 The sophistication in leveraging a culturally specific connotation to political 

power and adapting it into a symbol of religious relevance is clear from Holbein’s print.  

 Working at the center of the Protestant marketing campaign, Holbein’s imagery 

helped visually codify its emerging identity in contradistinction from Roman 

Catholicism. His title page designed in 1523 for Thomas Wolff’s printing press 

emblematizes how Paul’s identity, and in particular his conversion, featured prominently 

in these programs (Fig. 14). Cut by Hans Lutzelburger, the woodcut is composed of four 

different registers: the top contains a scene of the Baptism of Christ, the left register has 

an image of St. Philip Baptizing the Chamberlain, and the right register contains a 

depiction of St. Paul on the Island of Malta. The bottom register is broken into two 

scenes: on the right is St Peter’s Vision of the Unclear Animals, and on the left is the 

Conversion of Saul.235 Holbein’s juxtaposition in the bottom register of these two images 

 
 233 Theophil Burckhardt-Biedermann, “Über Zeit und Anlaß des Flugblattes: Luther als Hercules 
Germanicus,” Zeitschrift für Geschichte und Altertumskunde 4 (1905): 38-40. 
 
 234 Erwin Panofsky, “Maximilian I. Als Hercules Germanicus,” in Hispania‒Austria: Kunst um 
1492. Die Katholiscne Konige, Maximilian I. End die Anfange der Casa de Austria in Spanien (Milano: 
Electa, 1992), 349-350; Heinrich F. Plett, Rhetoric and Renaissance Culture (Berlin: Walter de Gruyter, 
2004), 76-77; and Larry Silver, Marketing Maximilian: the Visual Ideology of a Holy Roman Emperor 
(Princeton: Princeton University Press, 2008), 23-24, 127-128. 
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of revelation—one of divine apparition, the other of a dream—draws comparisons 

between correcting misguided or erroneous beliefs and the evolution of the apostolic 

body. In both instances, the precepts of the Jewish law are challenged by God and proven 

to be wrong. Considering that Luther used this exact metaphor to frame the Roman 

Church as a typological parallel to the ancient Jews, Holbein’s print visually reinforces 

these ideas through the particular subjects selected. More importantly, its first printed run 

furnished the title page to Martin Luther’s translation of the New Testament.236 Holbein’s 

woodcut functioned like a trademark of Protestantism and the images were codified as 

the unofficial emblems of the reformed faith. This explains why the exact same title page 

was used for additional texts like Urbanus Rhegius’ Kurtz verandtworung auf zwu 

gotzlesterungen wider die feynd der hayligen schrifft (1524), and Luther’s Das Ander tayl 

wider die hymlischen prophete (1525) (Fig. 15).237 Both of these publications were 

printed outside of Basel in Augsburg by Sigmund Grimm and Simprecht Ruff, lending 

credence to Holbein’s print functioning like a Protestant trademark.238 The exploitation of 

 
 235 These same narratives would become the subject matter for Lorenzo Sabbatini’s and Federico 
Zuccaro’s frescoes in the Cappella Paolina during the latter phase of its decoration under Gregory XIII 
Boncompagni (1570-1575). The fact that earlier Protestant texts codified this narrative sequence will be 
discussed in the subsequent chapter on Lorenzo Sabbatini. Certainly, it demonstrates a type of continuity 
between the two periods with their different investments in using the same types of narratives already 
employed by the reform movement. This has not been discussed by previous scholars whose iconographic 
interpretations focus on the liturgical connections or their particular connection with Gregory XIII’s papal 
agenda that included both calendar reform and missionary efforts across the globe. Considering the 
relationship between these printed books and the Pauline Chapel frescoes supports a new trajectory for 
interpreting the relevance of these scenes within a longer historical context.  
  
 236 Johann David Passavant, Le peintre-graveur (Leipsic: R. Weigel, 1860-64), 3:395.69; Alfred 
Woltmann, “Chapter XIII: Holbein and the Reformation,” in Holbein and His Times, trans. Fanny 
Elizabeth Bunnett (London: Richard Bentley and Son, 1872), 222-225; David H. Price, “Hans Holbein the 
Younger and Reformation Bible Production,” Church History 86, no. 4, Church History in 
Commemoration of the 500th Anniversary of the Reformation, (2017): 988-1040.  
 
 237 Passavant, Le peintre-graveur, 3:395.69. 
 
 238 A.F. Johnson, “Devices of German Printers, 1501-1540,” The Library 20, no. 2 (1965): 81-107.  
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Paul’s identity for defining Protestantism evolved into even more poignant constructions, 

again developed by Holbein. In 1531, Holbein designed a border for Das ander teyl des 

Alten und Neuen Testaments that focused entirely on the Pauline narrative (Fig. 16).239 

The top register portrays St. Paul’s Shipwreck on the Island of Malta, and the bottom 

register depicts St. Paul’s Arrest, while the left register contains the Conversion of Paul, 

and the right an image of Paul’s Escape from Damascus. The publisher, Christoph 

Froschauer, notably became the first printer in Zurich and ran the first edition of Ulrich 

Zwingli’s Bible. With the spread of Holbein’s prints in Basel, Augsburg, and Zurich, the 

development of a Protestant/Reformed visual culture launched around the image of Paul 

and created a brand for their theology that was easily recognizable through images like 

Paul’s conversion. 

 
 

Weaving Acts 
 
Early on, Protestant visual culture mobilized the representational value of Paul’s identity, 

but later adoptions outside of Germany and Switzerland offer comparable responses to 

this emerging trend. If the Protestant market became saturated with printed images, the 

European court culture amassed Pauline imagery via tapestries. As Pauline theology 

increasingly came to symbolize a religious and thereby political separation from Rome, 

its production onto luxury items like tapestries facilitated a new, class-specific medium 

for its commodification. One of the best-known examples of this came from the 

workshop of Pieter Coecke van Aelst who produced an entire series on the Life of Saint 

 
 239 Ernst Grüneisen, “Grundlegendes für die Bilder in Luthers Katechismen,” Luther Jahrbuch 20 
(1938): 1-44; Hans Reinhardt, “Einige Bemerkungen zum graphischen Werk Hans Holbein des Jüngeren” 
Zeitschrift für schqeizerische Archäologie und Kunstgeschichte 34 (1977): 229-60.  
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Paul. In total, nine scenes are connected to this program: the Stoning of Stephen, 

Conversion of Paul, Sacrifice at Lystra, Paul Preaching at Philippi, the Burning of the 

Books at Ephesus, the Arrest of Paul, Paul before Agrippa, Paul Bitten by the Snake at 

Malta, and the Beheading of Paul (Fig. 17).240 Dating the series has proven challenging; 

the majority of scholars relying on stylistic features place their design between the 1520s 

and 1530s, but there is no consensus due in part to the variety of payment records from an 

exhaustive list of European rulers. Francis I paid for a seven-piece set from the Antwerp 

merchant, Joris Vezeleer, on January 20, 1533.241 Another seven-piece set was listed in 

the 1588 inventory of Mary of Hungary, the sister of Emperor Charles V and the wife of 

King Louis II; whereas a complete set of all nine scenes was listed in the 1547 inventory 

of Henry VIII shortly after his death. The reasons behind each of these commissions of 

van Aelst’s Life of Paul tapestry series certainly vary. For Francis I, the rise of French 

Protestantism affected his own household with his sister, Marguerite de Navarre, a close 

ally of heretical Jacques Lefèvre d’Étaples. Politically, at times he attempted to broker an 

alliance with the German Protestants, finding it a distinct advantage that disrupted 

Charles V’s power.242 His purchase of the Life of Paul series indicates the overall 

relevance of this subject matter at a moment when it had already been monopolized by 

Protestantism. Certainly, Henry VIII’s interest in the Pauline series reflected the 

prevailing application of Pauline theology for the English Reformers in claiming their 

 
 240 Elizabeth A. H. Cleland, Grand Design: Pieter Coecke van Aelst and Renaissance Tapestry 
(New Haven: Metropolitan Museum of Art, 2014), 124-142, n 10.  
  
 241 Thomas P. Campbell and Maryan Wynn Ainsworth, Tapestry in the Renaissance: Art and 
Magnificence (New Haven: Metropolitan Museum of Art, 2002), 408.  
 
 242 Francis I’s persecution of Protestants demonstrates a much harder line towards religious 
plurality through a series of massacres: the Placard Affair, burning of heretics at the Place Maubert, and the 
extermination of the Waldensians at Merindol. 
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autonomy from Petrine Rome. In fact, the timing between a series of payments made 

from 1538 to 1539 for a wardrobe to hold the tapestries and the printing of the Coverdale 

Bible seems deliberate.243 Orchestrated by Henry’s Chancellor, Thomas Cromwell, the 

new bible carried a title page designed by none other than Hans Holbein.244 In the bottom 

register, Henry receives a copy of the bible, flanked by King David and Saint Paul. The 

decorative scroll alongside Paul makes reference to Romans 1:16: “For I am not ashamed 

for the gospel, because it is the power of God that brings salvation to everyone who 

believes: first to the Jew, then to the Gentile.”245 Between Francis I and Henry VIII, the 

van Aelst Pauline series satisfied a demand for the saint’s imagery that had not existed 

previously for the socially elite. An international fascination with the Pauline narrative 

suggests that a new cultural value was then attached to his life within the context of a 

religious contest that witnessed identity politics through the visual arts.  

Before van Aelst’s Life of Saint Paul tapestries, another series executed by his 

workshop after Raphael’s designs had set the stage for the Pauline narrative as a vehicle 

for religious ideologies. In a space like the Sistine Chapel where two different della 

Rovere pontiffs had established their legacy with frescoes made by the leading artists of 

their time, Leo X had needed a different strategy to insert himself and commemorate his 

Medici roots. In June 1515, he commissioned Raphael to design a series of tapestries 

 
 243 Campbell and Ainsworth, Tapestry in the Renaissance: Art and Magnificence, 409.  
 
 244 Campbell Dodgson, “Woodcuts Designed by Holbein for English Printers,” The Volume of the 
Walpole Society 27 (1938-39): 1-11; David Paisey and Giulia Bartrum, “Hans Holbein and Miles 
Coverdale: a New Woodcut,” Print Quarterly 26 (2009): 227-253; and Kevin M. Sharpe, Selling the Tudor 
Monarchy: Authority and Image in Sixteenth-century England (New Haven: Yale University Press, 2009), 
305-314.  
 
 245 Non enim erubesco Evangelium. Virtus enim Dei est in salutem omni credenti, Judaeo primum, 
et Graeco. 
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depicting the Acts of the Apostles that would adorn the lower walls below Sixtus IV’s 

frescoes. The series included: the Miraculous Draught of Fishes; Healing the Lame Man; 

Stoning of St. Stephen; Conversion of St. Paul (Fig. 18), Blinding of Elymas; Sacrifice at 

Lystra; Death of Ananias, St. Paul in Prison, St. Paul Preaching at Athens, and the 

Charge to Peter (Fig. 19). By July 1517, van Aelst’s looms were weaving the tapestries. 

Three arrived in Rome on July 4, 1519, and on Saint Stephen’s Day (December 26, 

1519), the eager Pope displayed seven tapestries, while the final three were yet to 

arrive.246 In the supplemental inventory taken shortly after Leo X’s death in December 

1521, all ten tapestries were listed. As Lisa Pon noted, Leo X’s recalibration of the 

symbols of papal patronage through Raphael’s tapestries achieved two distinct goals for 

both patron and artist. Leo X appropriated Julius II’s favored artist, aligning him with a 

high-profile Medici project that guaranteed its exposure in the semi-private/semi-public 

epicenter of religious activity.247 For Raphael, the commission afforded the opportunity 

to enter into a canonical space already revered as a legendary testament to the preeminent 

artistic celebrities of the period. It is worth noting that Raphael’s tapestries cast Leo X as 

the fulfillment of the gospels in their narratives. The sequential unfolding of biblical time 

structured the type of pictorial interventions made by all three pontiffs. With Sixtus IV’s 

program, the juxtaposition between the life of Moses and the life of Christ compared the 

Pentateuch and the Gospels through a biblical exegesis that typologically highlighted the 

prefiguration of the “new law.”248 Julius II’s program further monopolized Genesis, the 

 
 246 John K. G. Shearman, Raphael’s Cartoons in the Collection of Her Majesty the Queen, and the 
Tapestries for the Sistine Chapel (London: Phaidon, 1972), 138; and Campbell and Ainsworth, Tapestry in 
the Renaissance: Art and Magnificence, 187-190. 
 
 247 Lisa Pon, “Raphael’s Acts of the Apostles Tapestries for Leo X: Sight, Sound, and Space in the 
Sistine Chapel,” The Art Bulletin 97 (2015): 387-389 
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Prophets, Wisdom Literature, and Historical books to complete the temporal quality 

already conceived by Sixtus IV.249 Genesis was the necessary precursor to Exodus; the 

Prophets and Wisdom formed a bridge to the Gospels. That means, on one hand, Leo X’s 

tapestries represented a purely pragmatic decision to follow the extent framework and 

extend the temporal sequence to the next logical component of the Bible.  

On the other hand, as John Shearman noted, the tapestries do not form a coherent 

representation of Acts. The inclusion of the Miraculous Draught of Fishes and the 

Charge to Peter and the exclusion of a Pentecostal scene undermines a strict reliance on 

Acts for the program.250 Shearman proposed that the key to understanding the series lies 

in the revelation of grace that both Peter and Paul experience. Drawing from sermons by 

Leo the Great, which discuss the dual election of both apostles, Paul is cast as the 

Magister gentium, and Peter as the Pastor ovium.251 Shearman’s reading can be extended 

and connected to the circumstances Leo confronted during the Fifth Lateran Council, 

specifically, the problem of papal jurisdiction and his bull Pastor aeternus.252 Leo X 

inherited the council from his predecessor, and it preoccupied the first three years of his 

 
 248 See Leopold D. Ettlinger, The Sistine Chapel before Michelangelo: Religious Imagery and 
Papal Primacy (London: Clarendon Press, 1965); William Johnstone, “Interpictorality: the lives of Moses 
and Jesus in the murals of the Sistine Chapel,” in Sense and Sensitivity: Essays on Reading the Bible in 
Memory or Robert Carroll, ed. Alastair G. Hunter and Philip R. Davies (London: Sheffield Press, 2002), 
416-455.  
 
 249 Giovanni Careri, “Time of History and Time out of History: the Sistine Chapel as ‘Theoretical 
Object,’” Art History 30 (2007): 326-348; and Careri, “Typology at its Limits: Visual Exegesis and 
Eschatology in the Sistine Chapel” in Imago Exegetica: Visual Images as Exegetical Instruments, 1400-
1700, ed. Walter Melion and Michel Weemans (Leiden: Brill, 2014), 73-87. 
  
 250 John White and John Shearman, “Raphael’s Tapestries and Their Cartoons” The Art Bulletin 40 
(1958): 198.  
 
 251 Shearman, Tapestries for the Sistine Chapel, 63 
 
 252 Pastor Aeternus; Norman P. Tanner and Giuseppe Alberigo, Decrees of the Ecumenical 
Councils, vol. 1, Nicaea I to Lateran V (Washington, D.C.: Georgetown University Press, 2016), 813-14.  
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papacy. The political pressure from France that forced Julius II to call the Fifth Lateran 

with the bull Sacrosanctae Romanae ecclesiae on July 18, 1511 hit the papacy at the 

heart of its power.253 A genuine interest in curial reform was less a driving force than 

addressing the challenge to Julius’s authority issued by the conciliar movement with the 

schismatic Council of Pisa.254 Leo X’s response came with the bull Pastor Aeternus, and 

its rejection of the teachings promulgated at both the Council of Constance and Basel that 

determined a council could supersede a pope.255 With one bull, Leo X effectively wiped 

out the Council of Constance’s decrees of Haec Sancta (6 April 1415) and rather 

astonishingly negated the legitimacy of the Church’s infallibility.256 On January 28, 1516, 

Leo X promulgated Pastor Aeternus, and from the perspective of the papalists, 

completely ended a critical insurrection and heretical coup with the statement: 

The pope alone has the power, right, and full authority, extending beyond 
that of all councils, to call, adjourn, and dissolve the councils. The is attested 
not only by the Holy Scripture as well as the statements of the Holy Fathers 
and our predecessors on the throne at Rome, but even the councils 
themselves […] It is necessary for the salvation of souls that all Christian 
believers be subject to the pope at Rome. […] All this is done for the 
salvation of believing souls, for the strengthening of the supreme authority 
of the pope at Rome and of the Holy See, and for the unity and power of the 
church which has been entrusted to him.257 

 
 253 Sacrosanctae Romanae ecclesiae; Tanner and Alberigo, Decrees of the Ecumenical Councils, 
1:595.  
 
 254 Ivan Cloulas, “Julius II” in, The Papacy: Gaius-Proxies, ed. Philippe Levillian and John 
O’Malley (New York: Routledge Press, 2002), 886.  
 
 255 Nelson Minnich, “Luther, Cajetan, and Pastor Aeternus (1516) of Lateran V on Conciliar 
Authority,” in Martin Luther in Rom: Die Ewige Stadt als kosmopolitisches Zentrum und ihre 
Wahrnehmung, ed. Michael Matheus, Arnold Nesselrath, Martin Wallraff (Berlin: De Gruyter, 2017), 187-
204. 
 
 256 Haec Sancta; Tanner and Alberigo, Decrees of the Ecumenical Councils, 1:409-410; Nelson 
Minnich, The Decrees of the Fifth Lateran Council (1512-17): Their Legitimacy, Origins, Contents and 
Implementation (New York: Routledge, 2018), 188. “Luther reported that he was shocked by the assertion 
that one council could overturn another.” See John Headley, “Luther and the Fifth Lateran Council,” 
Archive for Reformation History 64 (1973): 55-78.  
 



99 
 

It was during this period that Leo X commissioned Raphael’s tapestries, and in the 

Charge to Peter a clear statement was made on papal authority and its supremacy. 

Already in the Sistine Chapel, Perugino’s fresco of the Giving of the Keys memorialized 

the institution of the papacy (Fig. 20); having his pupil create an image of the Charge to 

Peter, however, revised the original argument to emphasize the singularity of Christ’s 

pastoral commission. Raphael’s composition demonstrates a unique amalgamation of two 

principles of papal authority; the tapestry intentionally echoes the kneeling posture of 

Peter in Perugino’s Giving of the Keys, but Christ’s tandem gestures to both Peter and the 

symbolic flock charges him with the responsibility of protecting the body of the Church. 

The typological sequence that Shearman suggested plays into the previous della Rovere 

system, but more importantly, Leo’s tapestries claim a new dimension of papal authority 

that rests less on the symbolism vested in Matthew 16:19, and more on the historically 

recognized legitimacy of Unam Sanctam.258  

Raphael’s designs for the Leonine tapestries made their way to Brussels, and in 

the workshop of van Aelst, certainly informed the character of the subsequent Pauline 

series. Once the cartoons were copied and cut into slips, manufacturing multiple sets 

became common. For van Aelst’s Life of Paul series, its duplicate sets were 

commissioned in the mid- to late-1530s.259 By comparison, duplicate commissions for 

 
 257 Rudolph W. Heinze, “Reform and Conflict in the Late Medieval Church,” in Reform and 
Conflict. From the Medieval World to the Wars of Religion, A.D. 1350-1648, The Monarch History of the 
Church, vol. 4, ed. David. F. Wright (Oxford: Monarch Books, 2006), 51. 
 258 Issued on November 18, 1302, the bull, promulgated by Pope Boniface VIII, outlines the term 
plenitude potestatis to characterize the Roman Pontiff’s sole power as the absolute head of the Church. See 
Emanuele Conte “La bolla Unam sanctam e i fondamenti del potere papale fra diritto e teologia” Mélanges 
de l’école français de Rome 113 (2001): 663-684. The plenitude potestatis is an incredibly relevant feature 
in the discussions that foreground the decisions behind Michelangelo’s tapestries, particularly, that of the 
Crucifixion of Peter, which is thoroughly discussed later in this chapter. Making the connection between 
the Leonine tapestries and the Pauline Chapel helps underscore what is another thread of continuity within 
the Apostolic Palace that informs the type of visual programs executed in succession.  
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Raphael’s tapestries did not immediately follow its debut in the Sistine Chapel. A total of 

four sets were made of Raphael’s tapestries: one for Henry VIII, one that belonged to 

Margaret of Austria, another made for Francis I, and a final set for Cardinal Ercole 

Gonzaga in Mantua. Like the Pauline series, Raphael’s Acts series entered into 

collections of the major European sovereigns, but the timing of their manufacturing 

suggests their commissions represent more than an interest in their commodification. 

Both the Madrid and Mantuan series were woven by Jan van Tieghem’s workshop, 

whose operations in Brussels were at their height in the 1550s and 1560s. The first 

mention of the Mantua set occurred in November 1557 as part of Ercole Gonzaga’s will, 

whereas the first mention of the Madrid set appeared in the 1598 inventory of Philip II 

after his death.260 Based on the distinctive monogram found on both sets, Thomas 

Campbell has dated their production to the late 1540s or early 1550s.261 Similarly, based 

on the records of the Keeper of Westminster Palace, Campbell has dated the set 

commissioned by Henry VIII to June 1542.262 Only one set predates the 1540s; Francis I 

purchased a series for Fontainebleau in 1534 at the price of fifty golden crowns. The fact 

that these sets were produced anywhere between fifteen to twenty-five years after their 

original debut demonstrates that their narrative content and symbolism came back into 

currency at a particular moment, purposefully, when the Pauline Chapel receives its 

Conversion of Saul fresco. In light of the sweeping interest in Pauline theology, the 

 
 259 Elizabeth Cleland, Grand Design. Pieter Coecke van Aelst and Renaissance Tapestry (New 
York: Metropolitan Museum of Art, 2014), 10-11, 73-75. 
 
 260 Tom Campbell, “School of Raphael Tapestries in the Collection of Henry VIII,” The 
Burlington Magazine 138 (1996): 69.  
 
 261 Campbell, “The School of Raphael Tapestries in the Collection of Henry VIII,” 70. 
 
 262 Campbell, 73-74.  
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current debates it engendered, and the identity politics vested in the identification with 

Paul, these tapestries correspond to a broader cultural enterprise that reached a pinnacle 

in the 1540s.  

 
 

Colloquy or Calumny: Regensburg 1541 
 

The same factors that stimulated an inflation in the value of Pauline ecclesiology also 

motivated the decision to begin the pictorial decoration of the Pauline chapel with an 

image of the Conversion of Saul. Rather than looking for the answers to the iconographic 

significance of the Conversion in the late 1540s, hoping to artificially connect it to the 

Tridentine decrees, we are better served to start in the years immediately preceding its 

execution. This not only provides the indispensable concepts that directly contributed to 

Paul III’s decision-making, but more importantly, it frames the fresco as a product of its 

particular historical moment—a point that previous scholarship has bypassed.263  Indeed, 

the concerns and controversies that weighed heavily for Paul III in 1542 would re-emerge 

in 1545, under a different set of issues, and exert a similar impact on the selection of the 

Crucifixion of Peter as we shall see.  

The 1540s saw the German electors poised to independently resolve the religious 

turmoil that had fragmented their country. Already in the 1530s, Catholic authority had 

 
 263 Peter Hemmer, “Michelangelos Fresken in der Cappella Paolina und das Donum 
Iustificationis," in Functions and decorations: art ritual and the Vatican Palace in the Middle Ages and 
Renaissance, ed. Tristan Weddigen, Sible de Blaauw and Bram Kempers (Città del Vaticano: Biblioteca 
Apostolica Vaticana, 2003), 131–52; Stefania Nanni, “La figura di Paolo apostolo. La centralità della 
conversion all’avvio dell’età tridentina,” in Michelangelo e la Cappella Paolina. Riflessioni e contribuiti 
sull’ultimo restauro, a cura di Antonio Paolucci e Sivlia Danesi Squarzina (Città del Vaticano: Edizioni 
Musei Vaticani, 2016), 167-203. Nanni’s essay relies heavily on the writings already described by 
Hemmer, and while her analysis provides sound archival research, it is vested in proving the connections 
between Trent and the Conversion fresco. She also follows the role of Italian evangelism through the 
scholarship of Amedeo Quodnam and many others.  
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perished in former strongholds such as Augsburg, Hanover, Ulm, and Württemberg that 

joined Schmalkaldic League. With the death of Duke George of in 1539, ducal Saxony, a 

longstanding Catholic adherent, shifted to the Protestants, tipping the political scales in 

favor of the Reformers. Faced with the difficult task of reconciliation for the sake of 

advancing his own political stability, Charles V opened up religious discussions between 

Catholics and Protestants. The first colloquy was convened on June 12, 1540 in 

Haguenau under the leadership of King Ferdinand, and this initial attempt revealed the 

discrepancies between the imperial and papal interests.264 Haguenau was never intended 

to address doctrine; rather, it functioned to lay the administrative format for a subsequent 

colloquy in Worms on October 28, 1540. Papal representation and jurisdiction emerged 

as a point of contention through this process since Charles V appeared to be operating 

independently from Paul III. 265  

The papal legation of Tomasso Campeggio, bishop of Feltre, and Cardinal 

Giovanni Morone, nuncio to King Ferdinand arrived in Worms to officially open the diet 

on November 25, 1540.266 Following a prolonged deliberation over procedure, the first 

 
 264 Where Ferdinand advocated for German unification, the papal nuncio, Giovanni Morone, 
upheld papal authority as a necessary prerequisite. See Suzanne Hequet, “Preliminary Discussions at 
Hagenau and Worms: 1540-1541,” in The 1541 Colloquy at Regensburg. In Pursuit of Church Unity 
(Saarbrücken: VDM Verlag Dr. Müller, 2009), 29. 
  
 265 Charles V’s authority to convene a colloquy became a call-to-arms for German Catholics, like 
Konrad Braun, who read the emperors actions as infringing of papal authority. When delegates arrived at 
Worms, a clear contrast between the Protestants and Catholics was conspicuous: where Philip Melanchthon 
and Martin Bucer spent the recess refining the Augsburg Confessions, pamphleting their points, and 
outlining their objectives, the Catholics appeared divided in their strategy. See Cornelis Augustijn, “The 
Quest of Reformation: The Diet of Regensburg as a Turning Point,” Archive for Reformation History, 
Special Volume: the Reformation in Germany and Europe: Interpretations and Issues, ed. Hans R. 
Gugisberg and G. Krodel (Heidelberg: Verein für Refromationsgeschichte, 1993), 64-80. 
 
 266 The delay was the result of Nicholas de Granville’s late arrival. Athina Lexutt, Rechtfertigung 
im Gespräch, Das Rechtertigungsverstandnis in den Religionsgesprachen von Hagenau, Worms und 
Regensburg 1540-41 (Goettingen: Vanderhoeck & Ruprecht, 1996), 39. 
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theological debates began on January 14, 1541, with original sin as the initial topic. After 

three days of discussion, Johannes Eck and Philip Melanchthon reached an agreement, at 

which point Nicholas de Granville concluded the colloquy, thus setting the stage for the 

following Diet of Regensburg in 1541. The takeaway from both Haguenau and Worms 

was that the German clergy and theologians had articulated a clear method for holding a 

national religious discourse. Should Catholic and Protestant theologians find accord on 

original sin, the possibility for resolving the outstanding religious crisis appeared 

optimistic. Despite this hope, one thing became clear to Rome: religious negotiations on 

the Emperor’s terms undermined papal supremacy. If—as many German electors hoped, 

and the Roman curia feared—religious concord was reached without papal involvement, 

the prospect of a national church under imperial protection would threaten Rome’s 

centrality.  

In April 1541, each side assembled in Regensburg. The first matter of business 

was whether or not Charles V should select the representatives.267 The emperor chose 

Eck, Gropper, and Julius Pflug as the Catholic representatives, while Melanchthon, 

Bucer, and Johann Pistorius made up the Protestant constituency. For the papal 

representative, Charles V requested Cardinal Gasparo Contarini as legate, a choice that 

certainly emphasized the ecumenical nature of the emperor’s larger undertaking. 

Contarini was already familiar with Charles V, beginning with his tenure as the Venetian 

ambassador to the Imperial Court from 1521 to 1525. Above all, his reputation as a 

serious scholar, a proven diplomat, and a catalyst for reform made Contarini appealing to 

 
 267 Charles V’s involvement in this selection had significant political consequences, and further 
promoted his sovereignty. See Philip Edward Pederson, “The Religious Colloquy of Regensburg, 1541,” 
(PhD diss., Chicago: University of Chicago Divinity School, 1978), 150-160. 
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the emperor. Those same qualities also made him a dubious choice for Paul III, who 

feared that his overly compromising nature would lead to more concessions.268 Paul III 

found himself in a dilemma: not sending Contarini would undermine Charles V’s 

judgement, and having no legate at Regensburg risked the accusation that the Pope was 

not invested in religious resolution. In a reversal of his previous course of action, Paul III 

conceded to the emperor’s wishes, and appointed Contarini on May 21, 1540, but not 

without written instructions.269 

The importance of these instructions should not be underestimated. Drafted and 

edited by a committee that included Cardinal Girolamo Ghinucci, Cardinal Marcello 

Cervini, Cardinal Girolamo Aleandro, and approved by both Cardinal Alessandro Farnese 

and Paul III, the text documents an exceptional window into the collective mindset of 

Rome towards the Protestant opposition.270 It also helps reveal the conditions that allow 

us to see how an image like the Conversion operated inside the apostolic palace. 

Designed to limit Contarini’s agency, the instructions clarified that the pope refused to 

vest him with plenipotentiary power, rendering him impotent for any consequential 

adjudication.271 He was explicitly charged with evaluating the extent to which the 

 
 268 Peter Matheson, Cardinal Contarini at Regensburg (Oxford: Clarendon Press, 1972), 43-46; 
50-52.  
  
 269 A letter from Cardinal Alessandro Farnese to the papal nuncio, Giovanni Poggio dated January 
8, 1541 explained, “That legate will be my lord Contarini, who in addition to possessing the qualities of 
learning and prudence which His Majesty considers desirable for [someone entrusted] with this mission 
also has the approval of [the emperor] as a friend and confidant.” Elisabeth Gleason, Gasparo Contarini, 
204, n 79; Pastor, History of the Popes, 5:273-74, 277-78.  
  
 270 Peter Matheson, Cardinal Contarini at Regensburg, 57, n 15. Contarini, Aleander, and 
Ghinucci had previously worked together on the preparations for a Council, see Gleason, Gasparo 
Contarini, 204. 
 
 271 “The instruction, dated 28 January 1541 and signed by Farnese, reached him on 24 February. 
The original is in ASVat, Arm. 64, vol. 21, fols. 5r-10r, it is printed in part in CT12:192-93. The complete 
but frequently incorrect text (or one for which another version was the source) is in Ep. Poli 3:cclxxxvi-
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Protestants, “who have departed from the bosom of the church,” had abandoned Catholic 

doctrine.272 Religious negotiations were never part of Contarini’s mission; instead, as an 

advocate for the pope, he was to champion the necessity for a General Council. On one 

hand, the restrictions placed on Contarini’s role as papal legate afforded Paul III 

insurance against any unforeseen compromises that jeopardized Rome. On the other 

hand, it absolved the pope from any accountability should the Regensburg colloquy fail, 

leaving the emperor to shoulder the blame alone.  

 Despite Contarini’s severely prescribed set of functions as he entered the 

Regensburg colloquy, the instructions disclose the true measure of Paul III’s mindset 

towards Protestantism: they are heretics. No longer were Protestants viewed as Christians 

who erred, and with the right rehabilitation, could be reintegrated into communion with 

the Church. The lines were now clearly drawn, and Paul’s description of those “who have 

departed from the bosom of the Church,” left no room for misinterpretation. As Elisabeth 

Gleason has explained:  

These arguments demonstrate that in 1541 the break in Christian unity was 
regarded as a given at the highest level of the Catholic Church. The pope 
and his closest advisors on religious matters in Germany, far from searching 
for accommodations and compromises or showing openness to Protestant 

 
ccic, reprinted in Monumenti Beccadelli 2:112-22. Anton Pieper, Zur Entstehungsgeschichte der ständigen 
Nuntiaturen (Freiburg i.B., 1894), 171-72, offers a very incomplete list of corrections of the text in Ep. Poli 
on the basis of the above manuscript; one suspects that he relied on the hasty collation of an assistant.” 
Gleason, 204, n 84. 
 
 272 The most important passage in the document reads:  
 

“Primum quia videndum in primis est, an protestantes, et ii qui ab ecclesiae 
gremio defecerunt, in principiis nobiscum conveniant, cuiusmodi est huius 
sanctae Sedis primatus tanquam a Deo et Salvatore nostro institutus, sacrosanctae 
ecclesiae sacramenta, et alia quaedam, quae tum sacrarum litterarum autoritate, 
rum universalis ecclesiae perpetua observatione hactenus comprobata fuerunt, et 
tibi nora esse bene scimus. Quibus statim initio omissis, omnis super aliis 
controversiis concordia frustra tentaretur.”  

 
Gleason, “Illusion and Reality: Regensburg, 1541,”205, n 85. 
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concerns, drew firm lines of defense behind which Contarini was instructed 
to remain.273  
 

Defining the enemies of the Church represented a crucial strategy for a Farnese papacy 

anxious to avoid an imperial power play. Paul III’s hardline description of his opponents 

was as much about labeling Protestantism as a completely divorced faith, as it was 

concerned with concertizing a Catholic ideology.   

Contarini’s legation proved to be a misadventure. Even though the Colloquy of 

Regensburg was successful in reaching agreements on challenging articles of faith, 

thanks in large part to the Regensburg Book, talks would collapse on the exact issues that 

struck at the heart of papal authority.274 To the shock of many—including both Luther 

and Paul III—the delegates were able to reach an accord on articles regarding the human 

condition before the fall, freedom of will, the cause of sin, original sin, and even the 

lightning rod formulation of “double justification” by May 2, 1541.275 Once the 

discussions moved to topics of church authority, specifically Article 19 on the 

ecclesiastical hierarchy and authority, Melanchthon and the Protestants became 

intransigent. The Regensburg Book addressed this issue as: 

Hence Scripture describes Peter as the crown of the head, the mouth, and 
the foremost of the Apostles with whom Christ shared not only power, but 

 
 273 Gleason, “Illusion and Reality: Regensburg, 1541,” 205.  
 
 274 Unbeknown by many, another significant outcome from Worms was a book that would become 
the guiding program for the Diet of Regensburg. Known as the Worms Book, the text was the product of 
private meetings between Granville, Johannes Gropper, and Martin Bucer. With these three men the 
interests of the emperor, pope, and reformers were represented, and their collaboration resulted in a 
document that appeared to deliver a true theological compromise. The moderate stances of each 
interlocutor tempered the polarizing, hard-line positions of Eck and Melanchthon, lending a level of civility 
to otherwise contentious debates. Much to the surprise of the Protestants, who believed they would have the 
opportunity to debate the Augsburg Confessions, the basis for the colloquy was instead the Regensburg 
book. See Hasting Eells, “The Origin of the Regensburg Book,” Princeton Theological Review 26 (1928): 
355-72.  
 
 275 Suzanne Hequet, The 1541 Colloquy at Regensburg. In Pursuit of Church Unity (Saarbrücken: 
VDM Verlag Dr. Müller, 2009), 50-55.  
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also his own name. […] [Christ] imposed the office that ought to strengthen 
the brothers’ edification and strength of the church, as which immediately 
he [Peter] seemed to accept in the beginning of the Church.276 
 

Should there be any confusion about the order proposed, the article continued with, 

“Because Christ wished this unity of the Church with hierarchical order to endure 

continuously to the end, bishops succeed, therefore, into the seat of the Apostles, without 

double by divine dispensation.”277 Accepting this article meant recognizing the 

supremacy of the Bishop of Rome, and the Protestant delegation saw no way around this 

obstacle. A number of lessons were learned at Regensburg that held out the promise for 

German reconciliation, such as the facility that both sides were able to constructively 

negotiate a middle ground on justification and original sin. The looming problem of papal 

authority firmly brought the entire ecumenical dialogue to a crashing halt, illustrating for 

Rome the absolute line of demarcation between Catholics and Protestants.  

In light of these events, which preoccupied Paul III through June 29, 1541, a more 

nuanced context for the Conversion of Saul fresco emerges. Identifying, defining, and 

confronting the Church’s enemies made up the nucleus of Saint Paul’s conversion 

narrative. Early Patristic writers used Acts 9:1-19 to illustrate the binary between those 

who enjoyed full communion with the Church, and those who threatened its existence. In 

his Commentaries on John, Origen focused on Acts 9:4 and Christ’s words, “Why are 

you persecuting me? And as a consequence of this we see that everyone who betrays the 

disciples of Jesus is reckoned as betraying Jesus himself.”278 The efficacy of the 

 
 276 Hequet, 2009, 61, n 117; Part II, article 19.6, 142-3.  
 
 277 Hequent, 2009, 61, n. 117; Part II, article 19.6, 142-3.  
  
 278 Origen, Commentary on the Gospels According to John, trans. Ronald E. Heine, Book 1, 
(Washington, D.C.: The Catholic University of America Press, 2001), 62.  
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conversion narrative to frame an us against them logic mirrored the rhetorical stance 

taken by reformers. Luther’s Lectures on Galatians, which he delivered in 1531 and were 

published in 1535 follow the same dialectic as Origen: 

Christ himself testifies when He says in Acts 9:4 “Saul, Saul, why do you 
persecute Me?” Saul had not done any violence to Christ, but only to His 
Church. But whoever touches this, touches the apple of His eye. The head 
is more sensitive and responsive in its feeling that the other parts of the 
body, as experience teaches. When the small toe or some other tiny part of 
the body is hurt, the face immediately shows that it feels this; the nose 
contracts, the eyes flash, etc. In the same way, Christ, our Head, makes our 
afflictions His own, so that when we, who are His body, suffer, He is 
affected as though the evils were His Own.279 
 

Paul’s conversion represented a pivotal lesson that each religious faction exploited in 

their respective identity politics, which not only explains why an image of the Conversion 

figured in Paul III’s eponymously named chapel, but it clarifies its significance within a 

contemporaneous discourse that only ramped up after the Regensburg colloquy. Taming 

the enemy would eventually come at the hand of God; those who had fallen from the 

bosom would soon reckon with this decision. In his Commentaries on Acts, John Calvin 

asserted this point, “Luke takes up what is particularly worth telling, the well-known 

story of Paul’s conversion: how the Lord not only brought him under His own control, 

when he was raging like a wild beast, but immediately made a new and different man of 

him.”280 Paul III was aware of how his opponents developed the conversion narrative to 

legitimize their relative positions against him. Employing the Conversion of Saul in his 

chapel engaged this discourse head-on. 

 
 279 Heidi Hornik and Mikeal C. Parsons, “Acts 9” in Acts of the Apostles through the Centuries, 
Wiley Blackwell Bible Commentaries (Hoboken: Wiley-Blackwell, 2016), 113; Martin Luther, Luther’s 
Works, vol. 27, Lectures on Galatians, ed. Jaroslav Pelikan (Saint Louis: Concordia Publishing House, 
1972), 134. 
 
 280 Jean Calvin, “Commentary on the Acts of the Apostles,” trans. Henry Beveridge (Grand 
Rapids: Baker Book House, 1989), 415.  



109 
 

The events of 1541 that directly precede Michelangelo’s first frescoes exemplify 

the exact tensions that will flare up again in 1545, just as he would begin the Crucifixion 

of Peter. Writing on Contarini’s legation to Regensburg, Peter Mattheson asked, “When 

does the pursuit of radical change from within an institution phase into subversion of the 

institution itself? […] Where is the point of no return from which one cannot return to the 

fold?”281 For Paul III, the time came in 1541, and the breakdown of negotiations at 

Regensburg paved the way for his much-anticipated General Council. The lessons of 

Regensburg shaped the particular language used for Paul III’s Bull of Indiction, which 

was promulgated on November 1, 1542: 

Whereas we deemed it necessary that there should be one fold and one 
shepherd, for the Lord’s flock in order to maintain the Christian religion in 
its integrity, and to confirm within us the hope of heavenly things; the unity 
of the Christian name was rent and well-nigh torn asunder by schisms, 
dissension, and heresies.282 
 

Paul III continued his points with specific reference to Regensburg: 
 

But as there was now no longer scarcely any hope of peace, and the scheme 
of procuring and treating a re-union in those diets seemed only adapted to 
excite greater discord, we were led to revert to our former remedy, a general 
council; and, by our legates, cardinals of the Holy Roman Church, we 
proposed this to the emperor himself; and this we did especially and finally 
in the diet of Ratisbon, at which our beloved son, Cardinal Gasparo 
Contarini, acted as our legate with very great learning and integrity.283  
 

Bound up with an urgency to defend papal sovereignty and a fear of nationalism 

bolstered by Charles V, the years of 1541/1542 foreshadowed the future turmoil between 

emperor and pope. These tensions were thrown into high relief three years later when the 

 
 281 Matheson, Cardinal Contarini at Regensburg, 53.  
  
 282 Henry Joseph Schroeder, O.P. “Bull of Convocation,” Canons and Decrees of the Council of 
Trent (St.Louis: Herder Book Co., 1978), 1.  
 
 283 Schroeder, O.P. “Bull of Convocation,” 6. 
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question of papal versus imperial authority became a central issue that radiated 

throughout Europe. 

 
 

Breaking Conventions 
 

On June 12, 1545, the first chapter of Michelangelo’s fresco campaign for the Pauline 

Chapel drew to a close. Paul III’s visit serves as the terminus ante quem, but tragically, 

he would never see his chapel fully completed. The last time Paul III visited 

Michelangelo on 13 October 1549 the Crucifixion of Peter was nearing completion    

(Fig. 5).284 After battling a serious fever for five days, Paul III died on November 10, 

1549. Michelangelo completed the Crucifixion at the beginning of 1550, but it has proven 

difficult to conclusively determine when Michelangelo had begun his final fresco.285 

Recently, Lara Lea Roney has suggested moving the start date to after September 1547, 

and her analysis of the Crucifixion iconography attempts to connect the fresco to 

important dates for the Farnese. For Roney, the assassination of Pier Luigi Farnese 

explains the relevance of Peter’s martyrdom in the papal chapel as a way to 

commemorate Paul III’s beloved son.286 She suggests that at a time when the Farnese 

dynasty faced a contentious power-play with Charles V over the duchy of Piacenza, the 

 
 284Vasari, La Vita di Michelangelo, ed. Barocchi, 3:1410. 
  
 285 De Tolnay dates the fresco to March 1550 which corroborates Condivi’s account that 
Michelangelo finished the frescoes when he was seventy-five years old. At the start of 1546, Michelangelo 
found himself battling a second illness. His nephew Lionardo traveled to Rome to assess his uncle’s 
condition, returning to Florence on January 26th. See John Addington Symonds, The Life of Michelangelo 
Buonarroti, 189, Letter No. CLX. The only other documentary evidence for the Crucifixion chronology 
appears in a payment for the scaffolding on March 29, 1546, which scholars have used to date the 
beginning of the second fresco. See De Tolnay, Michelangelo, 5:143. 
 286 “Outwardly, Peter’s martyrdom recalls the death of Pier Luigi, whose given name was derived 
from that of the apostle. […] Just as Peter defended the Church even to his death, so too had Pier Luigi 
protected the interests of the Holy See as gonfaloniere— a position that significantly entitled the bearer to 
incorporate the Keys of St. Peter into his own arms.” Roney, “Paul III and the Motivations for 
Michelangelo’s Crucifixion of St. Peter in the Pauline Chapel”, 148. 
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symbolism of Peter’s martyrdom operated as propaganda to bolster their territorial 

claims.287 Besides the fact that there is absolutely no documentary evidence to support a 

post-September 1547 start date, Roney makes no effort to clarify why Michelangelo 

would order a scaffolding only to have it sit unused for over sixteen months.288 However, 

despite this reading’s over investiture in the personal events of 1547 as the explanation 

for the Crucifixion iconography, Roney’s line of questioning rightly hits at the point of 

papal agency. As with the Conversion, the primary goal of my analysis revolves around 

Paul III’s investment in the Crucifixion subject matter. Rather than look to 1547, when 

the subject matter likely had been decided, this section focuses on the international 

scandal that rocked the papacy in 1544/1545.289 On the eve of Michelangelo’s second 

campaign in the Pauline Chapel, Paul III faced what by modern standards would be 

called a public relations crisis. These events more accurately provide the context for the 

Crucifixion and demonstrate how politics in real-time shaped the papal visual rhetoric.  

The uncharacteristic juxtaposition of the Conversion of Saul and the Crucifixion 

of Peter within the Pauline Chapel remains an enigma. Traditionally, the twin founders of 

 
 287 “[…] as a response to the combined loss of his son and Piacenza, and as a decisive 
counterstatement to the events of 1547 that directly opposed Farnese, and papal hegemony, that I propose 
Paul III selected the theme of Peter’s Crucifixion for depiction in the Pauline Chapel.” Roney, 147. 
 
 288 Roney’s reading, in its attempt to connect the 1547 assassination and battle over Parma and 
Piacneza verges on inaccurately characterizing the events. Already in 1545, with the pregnancy of 
Margarite of Austria, the issue of Parma and Piacenza ripped the family into factions. Cardinal Alessandro 
traveled to Worms to advocate on the behalf of Ottavio’s unborn child for its investment; however, he 
reversed course, and based on personal motivations for a future pontificate, advanced Pier Luigi’s 
candidacy. Ottavio Farnese was the rightful heir of Pier Luigi, and his succession of Parma remained 
contested in the Farnese family until November 1549. The problem of Parma came to a head when Ottavio 
directly appealed to the citizens to support his claim, which brought him into public conflict with his 
grandfather, Paul III. Focusing only on the death of Pier Luigi misses the ramifications that affected the 
entire Farnese family. See Charles R. Steen, Margaret of Parma: A Life (Leiden: Brill, 2013), 38-39.  
 
 289 Admonitio Paterna Pauli III. Romani Pontificis ad invictiss. Caesarem Carolum V, in 
Consilium Tridentinum. Diariorum, Actorum, Epistularum, Tractatuum nuova collection (Freiburg; Herder, 
1901-2001) 4: 364-373. 
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Roman Christianity were illustrated either through parallel scenes that testified to the 

power of God or glorified their martyrdom. Sixteenth-century viewers would have 

anticipated the pairing of the Conversion of Saul with the Giving of the Keys to Peter, or 

the Crucifixion of Peter with the Beheading of Saint Paul. Combinations of these scenes 

were employed throughout the city as symbolic references to papal authority, thus 

establishing a consistent tradition for the typological references between their lives.290 

Three sites are worth underscoring for their use of this imagery as emblems of papal 

history and authority. First, in the original oratory of Pope John VII (705-707), which 

occupied the eastern end of old St. Peter’s Basilica, a mosaic cycle dedicated to the life of 

Peter featured an image of Peter’s crucifixion and Paul’s beheading (Fig. 21).291 The 

structure remained a feature of St. Peter’s basilica through the pontificate of Paul III, and 

only in 1605 under Pope Paul V Borghese was it destroyed.292 Across the Tiber, a 

program of renovation and redecoration of the papal private chapel at the Lateran Palace 

known as the Sancta Sanctorum began in 1278 under Nicholas III Orsini. Following an 

earthquake in 1277 that damaged the oratory, Nicholas III charged the papal architect, 

 
 290 Additionally, their symbolism was tied to the conventions that Peter represented the Ecclesia ex 
circumsicisione, while Paul represented the Ecclesiae ex gentibus. “The historical presence of Peter and 
Paul in Rome not only underlined the status of the city in relation to the rest of the world, but as 
representatives of the Ecclesiae bipartia, the two saints also made the Roman church epitomize the entire 
Church.” Erik Thuno, Image and Relic: Mediating the Sacred in Early Medieval Rome (Rome: L’Erma di 
Bretschneider, 2002), 61.  
  
 291 Ann van Dijk, “Jerusalem, Antioch, Rome, and Constantinople: the Peter Cycle in the Oratory 
of Pope John VII (705-707),” Dumbarton Oaks Papers 55 (2002):305. Giacomo Grimaldi’s drawings of 
these scenes, located in an album in the Vatican Library (MS Archivio di S. Pietro A64) shows the joint 
martyrdom with an image of the ‘Fall of Simon Magus’ which appears also in the Pauline Chapel. Since the 
oratory remained extent during the Farnese and Boncompagni pontificates, the continuity between these 
episodes will be noted in Chapter 3 on Lornezo Sabbatini’s frescoes, 228-232. 
 
 292 Richard Krautheimer, Corpus Basilicarum Christianarum Romae (Città del Vaticano, 
Pontificio istituto di archeologia cristiana, 1977), 5:184; and J. H. Jongkees, Studies in Old Saint Peter’s 
(Groningen: Wolters, 1966), 41-43. 
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Magister Cosmatus, with the task of correcting the structural integrity, which also 

brought about a new decorative program of frescoes and mosaics.293 The centrality of the 

chapel was underscored by a passage that linked it with the papal palace, where images of 

Saints Peter and Paul were originally displayed. Above the arches of the arcade, images 

of spectacular martyrdom were painted, including a scene of the Crucifixion of Peter and 

the Beheading of St. Paul (Fig. 22). On the altar wall, a dedication scene portrays 

Nicholas III kneeling beside Peter and Paul. Besides underscoring the particular 

significance of the twin founders, the scenes illustrate the venerated relics of Peter’s and 

Paul’s skulls which were held in the Sancta Sanctorum (Fig. 23).294 Finally, one would 

be remiss not to mention Antonio di Pietro Averlino’s (Filarete) bronze doors, 

commissioned by Eugenius IV in 1433, and installed in 1445 (Fig. 24), and the marble 

ciborium gifted to Sixtus IV (erected in 1479) (Fig. 25). These doors were accompanied 

by a fresco of Peter’s martyrdom on the exterior portico, as well as a second scene carved 

by Filarete on the marble ciborium for Sixtus IV.295 Collectively, papal Rome’s 

implementation of this typology not only reinforced its sacred relevance as founding 

legends, but its prevalence in significant papal sites produced visual links that connected 

 
 293 Julian Gardner, “Nicholas III’s Oratory of the Sancta Sanctorum and Its Decoration” The 
Burlington Magazine 115 (1973): 283-294; Kristina A. Triff, “Rhetoric and Romanitas in Thirteenth-
Century Rome: Nicholas III and the Sancta Sanctorum,” Artibus et Historiae 30 (2009): 71-106; and 
Kirstin Noreen, “Opening the Holy of Holies: Early Twentieth-Century Explorations of the Sancta 
Sanctorum” Church History 80 (2011): 520-546. 
 
 294 Ingo Herklotz, “Die Fresken von Sancta Sanctorum nach der Restaurierung Uberlegungen zum 
Ursprung der Treccentomalerei,” Pratum Romanum: Richard Krautheimer zum 100 Geburtstag, ed. Renate 
L. Colella (Wisebaden: L. Reichert, 1997), 149-80. 
 
 295 J. M. Huskinson, “The Crucifixion of St. Peter: a Fifteenth-Century Topographical Problem” 
Journal of the Warburg and Courtauld Institutes (1969): 135-161, n 41. “The original frescoes may have 
been painted towards the end of the century, although it must have been restored on several occasions, e.g. 
under Martin V.” See John White, Art and Architecture in Italy, 1250-1400 (Baltimore: Penguin Books, 
1966), 127; and Christopher A. Reynolds, Papal Patronage and the Music of St. Peter’s, 1380-1513 
(Berkeley: University of California Press, 1995), 71.  
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a matrix of locations.296 The consistent use of this imagery as a standardized formula 

made the juxtaposition of the Conversion of Saul and the Crucifixion of Peter an even 

more peculiar selection for the papal chapel, signaling an important shift in the use of the 

twin founders of Roman Christianity within the decorative programs of the Apostolic 

Palace.  

 
 

Vasari’s Error? 
 

This unusual pairing became a glaring error in Giorgio Vasari’s first edition of Le vite, 

where he famously misidentified Michelangelo’s second fresco as the Giving of the 

Keys.297 Considering his purported friendship with Michelangelo, an error of this kind 

seems a conspicuous mistake.298 The flaws in Vasari’s text have problematized any 

reliance on Le vite as a purely historical account, and on many occasions, his accuracy 

has been called into question.299 It may be easy to interpret Vasari’s error in the Pauline 

 
 296 These examples seemingly contradict Leo Steinberg’s assessment that the Crucifixion had not 
been a popular martyrdom, and that its representation was uncommon. Steinberg uses the portico frescoes 
as a starting point for his discussion of the Crucifixion imagery, but misses the connections to both John 
VII’s mosaics and the renovations to the sancta sanctorum. Steinberg, Michelangelo’s Last Paintings, 290.  
  
 297 Originally, Vasari’s described the Pauline Chapel frescoes as, “He [Michelangelo] was 
assigned another chapel, where the Sacrament is to be kept, called the Paolina, in which he is painting two 
histories, one of St. Peter, and the other of St. Paul; one, wherein Christ gives the keys to St. Peter, the 
other, the awesome Conversion of St. Paul.” See Vasari, Le Vite de più eccellenti architetti, pittori, et 
scultori italiani, da Cimabue insino a’ tempi nostri, ect. (Florence, Lorenzo Torrentino, 1550), 172; Leo 
Steinberg, Michelangelo’s Last Paintings, 45; Vasari, La Vita di Michelangelo nelle redazioni del 1550 e 
del 1568, ed. Paola Barocchi, 3:75-76. “La variante ha fatto supporre un mutamento nella scelta del 
soggetto (Baumgart-Biagetti) il primo errore del Vasari può attribuirsi a semplice negligenza, che spesso si 
constata nella prima biografia di Michelagnelo, ma può anche spiegarsi con l'ipotesi di un progetto 
originariamnete diverso riguardo al soggetto di uno degli affreschi. In questo caso si dovrebbe indurre che 
la Conversion di Saulo già esisteva quando il Vasari stava redigendo le Vite, ma non ancora la 
Crocifissione di San Pietro. È possibile poi che nel 1546-47, quando il testo delle Vite era quasi composto, 
il Vasari abbia dimenticato di apportare la correzione." 
 
 298 Hemmer, "Michelangelos Fresken in der Cappella Paolina und das Donum Iustificationis," 142. 
 
 299 Though we are beholden to art writers of the period for their assembled catalogues of artist’s 
works and networks, be that Vasari, Condivi, Giovanni Baglione, or Cesare Malvasia, we have become 
increasingly aware of their own “historical imaginations” and “poetic fabrications.” See Paul Barolsky, The 
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Chapel as one of two logical possibilities. Either he was misinformed about the narratives 

or wagered an educated guess on the second after learning the subject of the first scene. 

In both instances, his error suggests that he never physically saw the frescoes, but neither 

that he falsified the real intimacy of his friendship with Michelangelo. A third option has 

received far less support: that Vasari’s error documents a genuine program change, a 

possibility to which very few scholars have given serious consideration. 300 Only Charles 

De Tolnay hypothesized, “It is probable that originally Michelangelo intended to oppose 

these two subjects. It was perhaps only after having finished the first fresco that he 

modified the plan.”301 Rather than assume Vasari’s foolishness, I propose that we follow 

de Tolnay and wager that there is more evidence supporting the accuracy of a program 

change, but the “he” who deserves credit for the sudden adjustment is none other than 

Paul III.  

 

The debate regarding the authenticity of Vasari’s friendship with Michelangelo 

revolves around discrepancies between the dating of their correspondence versus Vasari’s 

narration in his autobiographical coda appended to the 1568 revision of Le vite. Vasari 

pinpointed the start of his friendship with Michelangelo during his first major Roman 

 
Faun in the Garden: Michelangelo and the poetic origins of Italian Renaissance Art (University Park: the 
Pennsylvania State University Press, 1994).  
 
 300 It should be noted that Leo Steinberg also supported the idea of a program change. “But why 
was the subject changed and can the change be attributed to the artist? Normally, such a suggestion would 
be preposterous. We may not know the name of the person who drew up the program, but we assume that 
either the patron or his adviser dictated to the artist what he should paint. In the present case, however, this 
assumption would be unjustified – not only because Michelangelo is involved, but because the subject 
forbids it. A St. Peter crucified heels-over-head could not have been proposed initially for the Pauline 
Chapel; because the scene, in its established, familiar aspect, was as inappropriate to the role of the chapel 
as to the scale of its walls.” See Steinberg, “Michelangelo’s Last Paintings,” in Michelangelo’s Painting: 
Selected Essays (Chicago: University of Chicago Press, 2019), 290.   
 
 301 Charles de Tolnay, Michelangelo, 5:140-142. 
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sojourn in 1542.302 The earliest critical commentaries about Vasari questioned the 

validity of this timeline and the probability of his interaction with Michelangelo, who, at 

this time, had just started working in the Pauline Chapel.303 We know that Vasari left 

Arezzo at the end of 1542 and took up residence in Biondo Altoviti’s household in 

Rome.304 A loyal friend to Michelangelo, Altovitti had harbored the artist when he fled in 

September 1529 shortly before the Siege of Florence and the reign of Alessandro de’ 

Medici. The sentiments shared between both men can be measured in Michelangelo’s gift 

to Altoviti of the preparatory cartoon of the Drunkenness of Noah from the Sistine 

vault.305 If Vasari was looking to establish a presence in the Roman art market, and come 

into Michelangelo’s longstanding network, he made a calculated decision by entering 

Altovitti’s circle.   

Altoviti and Paolo Giovio first introduced Vasari to the Cardinal nipote, 

Alessandro Farnese, which helped him gain his first crucial commission in the Farnese 

court for an allegorical painting of Justice.306 Fondness, friendship, or resourcefulness 

helps explain the anecdotal circumstances that led to Vasari’s now lost Venus for Altoviti, 

 
 302 Michael Hirst, “Michelangelo and his First Biographers,” Proceedings of the British Academy, 
94 (1996): 64; and Lisa Pon, “Michelangelo’s Lives: Sixteenth-Century Books by Vasari, Condivi, and 
Others.” Sixteenth Century Journal 27 (1997): 1020. 
 
 303 Deborah Parker, “The Role of Letters in Biographies of Michelangelo” Renaissance Quarterly 
58 (2005): 91-126.  
 
 304 “In late autumn 1542, perhaps in late October or during November, Vasari moved from Arezzo 
to Rome. He lived in the home of Bindo Altoviti from Florence, in the Ponte Rione dietro i Banchi.” Karl 
Frey, Der literarische Nachlass Giorgio Vasaris (München: Gerog Müller, 1930), 1:123. 
 
 305 Michael Hirst, Michelangelo and His Drawings (New Haven: Yale University Press, 1990), 
105.  
 
 306 Patricia Lee Rubin, “Memory’s Itinerary: Research and Publication” in Giorgio Vasari: Art 
and History (New Haven: Yale University Press, 1995), 137. The letter dated 20 January 1543 from Vasari 
in Rome to the Cardinal in Castro contained a drawing and description. The response from Cardinal 
Farnese came 24 January 1543. Frey I, l, pp. 121-3. See Clare Robertson, Il Gran Cardinale, 55-7. 
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which apparently garnered Michelangelo’s praise. Moreover, this commission brought 

together the two men in an artistically unusual way—Vasari apparently colored 

Michelangelo’s drawing that Altoviti owned.307 In the figure of Altoviti, both 

Michelangelo and Vasari shared an initial point of contact, and this established another 

more important nexus. Altoviti’s facilitation of Vasari’s first Farnese commission set up a 

larger, more ambitious project.308 After Giovio’s successful lobbying, the Cardinal 

commissioned Vasari to decorate the hall of the chancery at Palazzo della Cancelleria in 

March 1546. The infamous Sala dei Cento Giorni brought Vasari into the heart of the 

Farnese patronage system at a decisive point when the Pauline Chapel was half 

completed.309 It was during this same period that Vasari penned his first edition of Le 

vite, meaning his participation within the Farnese court afforded him exceptional access 

to first-hand knowledge about the network of papal projects, which included the Pauline 

Chapel.  

 

 
 307 “Having returned once against to Rome in 1544, in addition to the many paintings I made for 
various friends, unnecessary to mention by name, I painted a Venus from the drawing by Michelangelo for 
Mister Biondo Altoviti, that eventually came back in my possession.” Frey, Der literarische Nachlass 
Giorgio Vasaris, 1:123. 
 
 308 The papal physician and historian, Paolo Giovio, also featured heavily in Michelangelo’s 
network. Giovio was, in fact, Michelangelo’s first biographer, writing his text between 1527 and 1527, thus 
preceding Vasari’s Vite by over twenty years. For the English translation of Giovio’s text see Linda 
Murray, Michelangelo: His Life, Work and Times (London; Thames and Hudson, 1984), 6-7. 
Commentaries on this text include Eugenio Battisti, “La critical a Michelangelo prima del Vasari” 
Rinascimento 5 (1954): 117-132. 
 
 309 Cardinal Farnese was in Germany from July to October as papal legate to the imperial army in 
Germany, during Vasari’s work in the Sala dei Cento Giorni. He returned to Rome on 10 December 1546. 
The Sala dei Cento Giorni dervies its name from the fact that Vasari completed the program in 100 days, a 
feat that tested the speed of his fresco execution. For Giovio’s collaboration see Julian Kleimann, “Il 
pensiero di Paolo Giovio nelle pitture eseguite sulle sue invenzioni” in Atti del convegno Paolo Giovio: Il 
Rinascimento e la memoria (Como: Presso la Società a Villa Gallia, 1985) ,197-223; Clare Robertson, 
“Paolo GIovio and the ‘Invenzioni’ for the Sala dei Cento Giorni” in Atti del convegno Paolo Giovio, 225-
38. For the network of patronage in Farnese Rome, see Michelle DiMarzo, “Titian’s Portraits in Farnese 
Rome” (PhD diss., Temple University, 2017), 211-262.  
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Outside of Vasari’s narration, the vast majority of scholars turn to the fifteen 

extant letters exchanged between Vasari and Michelangelo to quantify their 

interaction.310 Prior to their written exchange, Vasari completed his manuscript in 1547, 

at the same time that Benedetto Varchi delivered his Due Lezzioni at the Florentine 

Academy, and this typically marks the year scholars securely date Vasari’s first meeting 

with Michelangelo.311 Once completed, Vasari gifted a copy of his manuscript to 

Michelangelo, and its official publication came in March 1550 under the ducal printer of 

the Medici court, Lorenzo Torrentino.312 For those who found Vasari’s misidentification 

of the Giving of the Keys an uncharacteristically careless blunder, it is important to bear 

in mind that Torrentino had Vasari’s text in October 1547, and before this, other 

publishers were considered, including Anton Francesco Doni.313 As such, it is entirely 

plausible that Vasari worked from previous knowledge that does not diminishes the 

legitimacy of his first account of the Pauline Chapel, and as this chapter will demonstrate, 

the program change would not have factored into Vasari’s text.314 Lending credence to 

 
 310 These letters took place over the course of seven years, from August 1, 1550 to August 17, 
1557. See above, notes 303 and 304. 
 
 311 Michael Hirst, "Michelangelo and his First Biographers," Proceedings of the British Academy 
94 (1997):65. 
 
 312 Pon, “Michelangelo’s Lives,”1017, n 10. 
 
 313 In October 1547, the manuscript was in the hands of the ducal printer, Lorenzo Torrentino. See 
Wolfgang Kallab, Vasaristudien (Vienna: W Grasser & Kie, 1908), 83. In the same year, Paolo Giovio 
suggested a Roman printing press for the manuscript. See Frey, Der literarische Nachlass, 1:96. In 1547, 
Anton Francesco Doni thought he was to publish Vasari's work. For Doni's letter to Francesco Revesla, see 
Salvatore Bongi, Annali di Gabriel Giolito de'Ferrari da Trino Monferrato, stampatore in Venezia (Rome: 
Presso i Principali Librai, 1890-1897), 1:261. 
  
 314 Vasari’s position right in the middle of the Farnese network meant a higher likelihood that his 
intelligence came from reliable sources. If that was, in fact, Michelangelo, Altoviti, Giovio, or another artist 
participating in the concurrent Farnese projects like Perino del Vaga, Daniele da Volterra, or Salviati 
remains to be determined. 
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Vasari’s original description does not simply take his account at face value; rather, it 

seriously considers the implications of the Crucifixion as a more fitting subject matter 

over the Giving of the Keys. Nevertheless, Michelangelo’s second fresco broke with 

convention, and doing so, emphasized the subject matter, which held even more 

significance for Paul III in the years of 1545 and immediately after. Essentially, an 

international scandal emerges from the historical record that rehashed old wounds 

between the emperor and pope beginning in 1542.  

 
 

The Power of a Papal Scandal 

As far as the history of the scandal goes, the Vatican has been embroiled in more than its 

fair share, and the Renaissance papacy faced its crippling effects first-hand. Paul III 

Farnese suffered what today would be called a public relations nightmare on two 

different occasions. The first occurred in 1537 when the confidential report, Consilium de 

Emendenda Ecclesia fell into the hands of Protestant opposition. After a series of aborted 

attempts at curial reform, Paul III had convened a commission of cardinals in 1536 tasked 

with identifying the areas of abuses most desperately in need of attention.315 The result of 

their meetings, which began in November 1536, and ended in a sacred consistory on 

March 9, 1537, produced a text known as the “Plan for Reforming the Church” 

(Consilium de Emendenda Ecclesia). Contarini explained its contents to the pope, and 

following this exchange, a second text written by Sadoletto provided further 

 
 315 Led by the Venetian Cardinal Gasparo Contarini, the commission was comprised of 
predominantly reform-minded prelates that included: Gianpetro Carafa, Gianmatteo Giberti, Gregorio 
Cortese, Reginald Pole, Tommaso Badia, Federico Gregozo, Jacopo Sadoleto, and Girolamo Aleandro. 
Proof of Paul III’s genuine reform intentions appears in the selection of these progressive cardinals who, 
based on Contarini’s suggestions, consisted of prominent and respected members of the curia that shared an 
outspoken interest in addressing the Church’s improvement. See Gleason, “Venetian Reformer” in Gasparo 
Contarini, 142. 
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clarification.316 Of the many points outlined in the twenty-six sections, the authors 

opened with an analogy that foreshadows their broader goals, stating,  

[…] since you have devoted yourself fully to the task of curing the ills and 
restoring good health to the Church of Christ committed to your care, you 
have seen that the cure must begin where the disease had its origin, and 
having followed the teaching of the Apostle Paul you wish to be a steward, 
not a master, and to be found trustworthy by the Lord, having indeed 
imitated that servant in the Gospel whom the master set over his household 
to give them their ration of grain in due time [Luke 12:42]; and on that 
account you have resolved to turn from what is unlawful; nor do you wish 
to be able to do what you should not.317  

 
What might easily be overlooked as a mere preamble to the more substantive points in 

the report actually fires off a warning shot to the pope: indeed, you are the problem. 

Invoking the papal namesake made this point resonate, leaving little room for 

misinterpretation. Without mincing words, the authors identified the most grievous 

abuses, laying bare an unfiltered picture of the Church’s distressing state of affairs. In 

fact, as Elisabeth Gleason points out, the report raises the question of papal authority and 

outright criticizes the entire framework of papal government.318 The radically progressive 

stance towards reform diagrammed by the Consilium’s authors was met with criticism by 

a conservative faction of cardinals who aligned on the side of caution and preferred to 

maintain the status quo. What was meant to be a confidential report found its way into the 

hands of Martin Luther.319 Beyond simply confirming Protestant claims about the overall 

 
 316 Gleason, “Venetian Reformer,”143. 
 
 317 John C. Olin, “The Consilium de emendenda ecclesia 1537” in Catholic Reform from Cardinal 
Ximenes to the Council of Trent 1495-1563 (New York: Fordham University Press, 1990), 66-67.  
 
 318 Gleason, “Venetian Reformer,”148. 
 
 319 During the consistory, copies of the Consilium were presented to participating cardinals for 
their consultation with their advisors; how exactly Luther received a copy remains a mystery. 
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degradation of the Church, it provided Luther with a language of criticism written by the 

curia itself. This material fed right into the Protestant propaganda machine, which used 

printed pamphlets to defend its position (beginning with Luther’s debate with Johannes 

Eck at Leipzig in 1519).320 Quickly, Luther printed seven Latin editions, which were 

translated into German and published in early 1538, thus arming his followers with anti-

Catholic propaganda. Known as the Consilium Delectorum Cardinalium et aliorum 

praelatorum, de emendanda Ecclesia, the first copies were run by Antonio Blado in 

Rome, and then by Gottardo da Ponte in Milan. Shortly after, it was printed in 

Nuremberg, Cologne, Strasbourg, Antwerp, and Leipzig.321 Suddenly, Rome found its 

flaws publicly aired throughout Germany and Italy, sparking a controversy that only 

hardened the line between each side.322  

 
 

1544: A Papal Admonition 
 

Smarting from an embarrassing international humiliation, one would expect that the 

papacy had learned a valuable lesson and would go to great lengths to prevent a future 

public relations calamity. Unfortunately, that was not the case. Paul III’s need to 

reinforce his sovereignty and superiority over Charles V ultimately brought yet another 

international scandal that magnified the intensity of the first on a truly international scale. 

 
 320 Richard A. Crofts, “Printing, Reform, and the Catholic Reformation in Germany (1521-1545)” 
The Sixteenth Century Journal 16 (1985): 369-381; and Miriam Usher Chrisman, “The Defense of Luther” 
pp. 208-215 in Conflicting Visions of Reform: German Lay Propaganda Pamphlets, 1519-1530 (Leiden: 
Brill, 1996). On the Flugschriften, see Andrew Pettegree, Brand Luther, 147-160; Mark U. Edwards, jr., 
Printing, Propaganda, and Martin Luther (Berkeley: University of California Press, 1994), 175-184. 
  
 321 In its final run, Luther added his own scathing commentary as an introduction to the text. See 
V. Schweitzer, Concilii Tridentini Tractatuum Pars prior (Friburgi Brisgoviae, 1930), 131-132. 
 
 322 Walter Friedenburg, “Das Consilium de emendenda ecclesia, Kardinal Sadolet end johannes 
Strum von Strasburg,” Archiv fur Reformationsgeschichte 33 (1936): 1-69; Isidoro da Chiari, Adhortatio ad 
concodrium, ed. and trans. Marco Cavarzere (Rome: Edizioni di storia e letteratura, 2008).  
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After the collapse of the Regensburg colloquy, Charles V found himself in a desperate 

situation. All of the hopes for religious unification in Germany had almost disappeared by 

1543. With the Ottoman fleet landing in Marseilles on July 20, 1543, Francis I’s alliance 

with Suleiman the Magnificent brought the fears of a Turkish invasion to European 

waters.323 Using this event as a bargaining chip, Charles V opened the Diet of Speyer on 

February 20, 1544, intending to capitalize on France’s hostilities.324 His direct 

negotiations with the Schmalkaldic League ended on June 10, 1544, when a recess was 

reached, and the emperor made a significant number of concessions.325 These included 

the suspension of lawsuits against Protestants that were already in progress at the 

supreme court, the guarantee of ecclesiastical revenues to current holders of Protestant 

benefices, and the abolition of former recesses made against Protestants.326 Charles V’s 

sweeping compromises effectively granted autonomy to the Protestants without going so 

far as to legitimize their faith; moreover, the jurisdiction taken by the emperor essentially 

eliminated papal authority over ecclesiastical issues—a point that did not escape Paul 

III.327 When the contents of the recess reached Rome, the pope immediately convoked a 

 
 323 De Lamar Jensen, “The Ottoman Turks in Sixteenth Century French Diplomacy” The Sixteenth 
Century Journal 16 (1984): 451-470; Michael Heath, “Unholy alliance: Valois and Ottomans” Renaissance 
Studies 3 (1989): 303-315; Christine Isom-Verhaaren, Allies with the Infidel: the Ottoman French Alliance 
in the Sixteenth Century (New York: I.B. Tauris, 2011), 127-135. 
 
 324 He was able to secure in the form of a sum that would support 24,000 infantry and 4,000 
cavalries for six months. See James D. Tracy, Emperor Charles V, Impresario of War: Campaign Strategy, 
International Finance, and Domestic Politics (Cambridge: Cambridge University Press, 2002), 192, n 27. 
 
 325 For the text of the Recess of the Imperial Diet, see Johann Christian Lünig, Geutsches 
Reichsarchiv (Leipzig, 1710-1722), 2:721-744. 
 
 326 Hubert Jedin and John Patrick Dolan, “The Schmalkaldic War” in History of the Church: 
Reformation and Counter Reformation (London: Burns & Oats, 1980), 5:283-285.  
  
 327 Hubert Jedin, A History of the Council of Trent, trans. Ernest Graf (London: Thames Nelson, 
1957)1:494-544. 
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consistory and had an admonitory brief drawn up that sanctioned the emperor.328 By 

directly negotiating with the Schmalkaldic League, Charles V had violated canon law, 

assuming divine rights held exclusively by the pope.329 Haranguing Charles V’s lack of 

judgment and impropriety, Paul complained, “For if, as an Apostle says, ‘Evil 

communications corrupt good manners,’ how much more is this to be dreaded when one 

is united in leagues and counsels with the wicked?”330 From Paul III’s assessment, 

Charles risked the entire endeavor of Church unity through his unauthorized negotiations, 

and the pope demanded that he withdraw all concessions, or face papal retribution.331  

The brief, in two drafts, was dispatched to Germany, and Cardinal Giovanni 

Morone, who at the time was in Lyon, was charged with delivering the document to the 

imperial court.332  By the time it arrived in Brussels, Morone could not be found; a copy 

was returned to Rome, but one was left behind. Shortly thereafter, rumors began 

circulating about the brief, and Philip I, Landgrave of Hesse, obtained a copy that he 

delivered to the Elector John Frederick of Saxony on December 27, 1544. Immediately 

after, Martin Luther received a copy in early January 1545. With the Protestant leadership 

in possession of the text, the reformers had the necessary ammunition to expose Paul III’s 

hubris, and that of the papal institution—this time, using his own words against him.333 

 
 328 Eric W. Gritsch, “Introduction to Martin Luther’s Against the Roman Papacy,” in Luther’s 
Works. Church and Ministry III  (Philadelphia: Fortress Press, 1966), 41:259;  Jedin, 1:497-544.   
 
 329 Text in Consilium Tridentinum, 4:364-373. 
 
 330 Consilium Tridentinum, 4:370-373. 
 
 331 The text attempts to chronologically detail every emperor who has threatened papal rights, and 
their divine punishment of death. 
 
 332 Adam Patrick Robinson, The Career of Giovanni Morone (1509-1580): Between Council and 
Inquisition (New York: Routledge, 2016), 38.  
 333 Pelikan, Luther’s Works, 25:234.  
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Luther’s response came quickly in his treatise, Contra Papatum Roma (Against the 

Roman Papacy: an Institution of the Devil), which was published on March 25, 1545. 

The text became a key instrument of Protestant propaganda to thwart any diplomatic 

attempts from Rome, and within months of its publication, it appeared at both the Diet of 

Worms and the Council of Trent.334 A Latin version, translated by Justus Jonas, was 

published in November 1545, and thus guaranteed an international audience for its 

distribution.335 At the same time, Jean Calvin produced a parallel treatise in March 1545, 

titled The Necessity of Reforming the Church: Presented to the Imperial Diets of Spires 

that went one step further: it published the entire papal admonition, and appended a 

scathing commentary that undermined every point of the brief.336  

 
 

Papal Satire: A Visual Character Assassination 
 
As Luther’s polemical text circulated throughout Europe, it was accompanied by a series 

of woodcut prints designed by Lucas Cranach the Elder.337 No stranger to the use of 

satirical imagery to malign the papacy, Cranach produced an early image of the Whore of 

Babylon that was published in Luther’s Deutsche Bibel of 1522 (Fig .26). Taking its 

material from the book of Revelations, Cranach depicted a woman dressed in 

 
 334 Mark U. Edwards, jr., “Politics and Polemics: the Last Year” in Luther’s Last Battles: Politics 
and Polemics, 1531-46 (Ithaca: Cornell University Press, 1983), 163-165.  
 
 335 King Christian of Denmark received a copy from Philip of Landgrave. 
  
 336 Jean Calvin, “Admonitio Pauli III ad Caesarem cum scholia,” in Corpus Reformatorum, vol. 
58, ed. Guiliemus Baum, Eduardus Cunitz, and Eduardus Reuss (Brunsvigae: C.A. Schwetschke, 1900), 
465. For an analysis of Calvin’s text, see below, “Calvin’s Response.” 130-132. 
 
 337 Joseph Leo Koerner, The Reformation of the Image (Chicago: University of Chicago Press, 
2004), 246, n 75 and n 77; Lawrence Paul Buck, The Roman Monster: An Icon of the Papal Antichrist in 
Reformation Polemics (Kirksville: Truman State Press, 2014). 



125 
 

contemporary clothing that suggestively falls from her shoulders, adorned with an 

abundance of jewelry, and wearing a three-tiered papal tiara. The woman rides a beast 

whose monstrous body has exaggerated claws, a long spiraling tail, and series of seven 

heads comprised of a bull, bird, ram, cat, snake, and odd grotesques. Falling to their 

knees, and staring in wonder, prelates, bishops, and kings adore the beast. Blatantly 

subverting papal identity through this image, Cranach’s composition served as the model 

for the Master M.S.’s version of the Pope as the Whore of Babylon of 1545 (Fig. 26 & 

Fig. 27).338 What distinguishes Cranach’s design from other contemporaneous 

representations of the same subject matter is his use of the papal tiara, making a direct jab 

at the pope. When it came time to design visual images for Luther’s Against the Roman 

Papacy, Cranach’s satire had evolved to a level of grotesque mockery.339 Through the 

collaboration of Cranach and Luther, ten images were designed, and each bore a short 

distich written by Luther. The project became a standalone album called the Portrayal of 

the Papacy (Fig. 28).340  

From the title page, the contempt and vitriol are clear. Sitting at the top of an 

improvised staircase, the pope receives the papal tiara from monstrous demons. Unaware 

of the nightmarish spectacle, the pope, with hands clasped in prayer, is propped up by a 

jester with the face of a donkey. Lest the entire point was lost, Cranach placed the papal 

 
 338 To the larger tradition should be added also Albrecht Durer’s image of the Whore of Babylon 
(1496-98) and Hans Burgkmair the Elder’s The Whole of Babylon (1523). 
  
 339 The tone of Cranach’s images was registered in a letter received by Luther who, in actuality, 
helped design some of the more offensive content, in particular, Cranach’s Origins of the Pope. See 
Koerner, The Reformation of the Image, 246, n. 77. 
 
 340 Martin Luther, Abbildung des Papstum, trans. Ivan Gobry. (Grenoble: Jérôme Millon, 1997); 
Hartmann Grisar and F. Heege, Die Abbidung des Papsttums und andere Kampfbildern in Flugblaettern 
1538-1545 (Freiburg: Herder, 1923). 
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throne within the gaping mouth of a beast breathing flames. The first image in the set 

portrayed, The Origins of the Pope—a demonic scene that even offended Protestants who 

held similar contempt for the papacy (Fig. 29). On the left of the composition, a female 

demon with a hairy body, one hoofed foot, and the other a clawed talon, squats, holding 

open her genitals and birthing the pope and cardinals. Each of the three furies is 

represented as rearing the infant pope: Alecto rocks him in a cradle with a honeycomb to 

soothe him; Megaera wet-nurses him, and Tisiphone teaches him to walk. Two other 

scenes ridicule the papal institution with insult and scorn. The Kissing of the Pope’s Feet 

portrays Paul III enthroned for an audience and flanked by two cardinals (Fig. 30). On his 

lap rests a bull of excommunication that radiates a holy light. In response to this decree 

and the pope’s demand for obedience, two peasants turn and to pull down their pants to 

flatulate.341 A final example, Cranach’s The Pope is Worshiped as an Earthly God, leaves 

all subtleties behind in its denunciation of papal authority (Fig. 31). Two men stand atop 

an elevated latrine where they defecate directly into the upside-down papal tiara. The 

latrine is covered by a large coat of arms bearing the two crossed keys, a clear reference 

to the keys of Peter, but this time, shown as skeleton keys to underscore their 

worthlessness.342 Cranach’s images align with Luther’s scatological humor, a point that 

 
 341 Martin Luther’s wit appears in the response of the peasants to the pope, with a play on the 
phrase ‘bel vedere’ to mean their asses: “Ecco qui Papa el mio belvedere.” 
 
 342 A distinction between general mockery and polemical antagonism needs to be made to 
understand the unique character of Cranach’s prints. Images that play on the perversion of the pope’s 
physical body, such as the Double Reversible Head - Pope/Devil (c. 1600), operate on the level of 
caricature. On this image, see Dario Gamboni, Potential Images: Ambiguity and Indeterminacy in Modern 
Art (London: Reaktion Books, 2002), 38-40. The exaggeration of his duplicity, framed as an anamorphic 
image, easily contains the subversion at a basic level. See Nadine Orenstein and Constance C. McPhee, 
“Celebrities”, in Infinite Jest: Caricature and Satire from Leonardo to Levine (New Haven: Metropolitan 
Museum of Art, 2001), 192. “Exaggerating the image of an actual person—whether politician, entertainer, 
friend, or family member — constitutes the purest, most elemental form of caricature.” 
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Terry Lindvall connects directly to Lucian.343 Luther’s and Cranach’s low-brow satire 

debases the Pope by granting peasants uncharacteristic agency, using impossibly crude 

actions, and subverting authority by reducing it to fetid dung.344 More importantly, 

Cranach’s images respond directly to Luther’s text, and their collaboration underscores 

the explicit points marshaled forth by Luther to attack the Papal Admonition.  

 
 

Attacking the Traditio Clavium 
 
Paul III could not have anticipated how his Papal Admonition would be carefully 

dissected by his opponents and skillfully used against him, nor the speed and scale of 

their response. Beyond simply attacking the institution of the papacy, their critiques 

focused on the formula of the traditio clavium, claiming that it was entirely fabricated. 

Both Luther and Calvin called into question the concept of papal authority by singling out 

the exact gospel passage that legitimized the entire institution: Matthew 16:13-19. The 

phrase, “you are Peter, and upon this rock I shall build my church,” (tu es Petrus et super 

hanc petram aedificaboe ecclesiam meam) became the central focus for their responses to 

the papal admonition, fueling their systematic challenge to the validity of this claim. 

Luther explained, “From this it is clear enough that by the building of his church on the 

rock or on himself, Christ meant nothing else but the common Christian faith, that 

whoever believes in Christ is built on this rock and will attain salvation.”345 Luther 

 
 342 Terry Lindvall, God Mocks: a History of Religious Satire from the Hebrew Prophets to Stephen 
Colbert (New York: New York University Press, 2015), 87. 
 
 343 Terry Lindvall, God Mocks, 87. 
 
 344 “Let us confess with Paul that all our work-righteousness is loss and dung.” Martin Luther, 
Commentary of the Epistle to the Galatians (1535), trans. Theodore Graebner (Grand Rapids: Zondervan 
Publishing House, 1949), 18. Lindvall makes the same paraphrasing, God Mocks, 88. 
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established a parallel metaphor to undermine the assumption that Christ fully established 

with Peter a single line of inheritance by explaining: 

 
Just as when a prince entrusts a thousand gulden to his servant to share 
amount several poor people, these thousand gulden should not make the 
servant rich or lord over the poor; but rather, as the Lord commanded, the 
gulden should be sought and found, freely and with no strings attached, by 
the poor people.346 
 

Moreover, when discrediting the authority of Peter as the inheritor of Christ, he 
underscored: 
 

[…] mark well and remember that the keys were not given to St. Peter alone, 
much less to the pope alone, after St. Peter. Although the Lord was speaking 
only to Peter, Peter nevertheless stood not only for his own person, but in 
the place and person of all disciples, with whom Christ had started to talk 
and question — as all the teachers, before the pope was instituter by the 
emperor Phocas […].347 

 
Luther’s critique of the traditio clavium hit at the heart of papal authority, challenging an 

image of succession that had been universally used by the papacy to reinforce the 

integrity of its power over the universal Church. Since the second century, beginning 

with Tertullian, the text of Matthew 16:19 has been at the center of many debates, in 

particular, the true meaning of Christ’s words as they established a passing of leadership 

among the apostles. Augustine, for whom Luther would echo his diatribe against Paul III, 

authored one of the first interpretations of that gospel passage, which displaced Peter’s 

singular authority. His ambivalence towards Peter’s role can be found in his sermon for 

the celebration of their feast, In Natali apostolorum Petri et Pauli (c. 410 CE), where he 

stressed: 

 
 345 Martin Luther, “Against the Romany Papacy, an institution of the devil,” in Luther’s Works. 
Church and Ministry III, ed. Eric W. Gritsch (Philadelphia: Fortress Press, 1966), 41:257-315.  
 
 346 Luther, “Against the Romany Papacy, an institution of the devil,” 41:317.  
 
 347 Luther, 41:317.  
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As you are aware, Jesus chose his disciples before his passion and called 
them apostles; and among these almost everywhere Peter alone deserved to 
represent the entire Church. And because of that role which he alone had, 
he merited to hear the words: to you I shall give the keys of the kingdom of 
heaven. For it was not one man who received the keys, but the entire Church 
considered as one. Now insofar as he represented the unity and universality 
of the Church, Peter’s preeminence is clear from the words: to you I give, 
for what was given to all. For the fact that it was the Church that received 
the keys of the kingdom of God is clear from what the Lord says elsewhere 
to all the apostles: Receive the Holy Spirit, adding immediately, whose sins 
you forgive, they are forgiven, and whose sins you retain, they are 
retained.348 
 

This interpretation not only undermined the sole claim of papal authority as the head of 

the universal Church but subverted all papal authority over the right to call a General 

Council. If the pope, in fact, were not the supreme head of the Church, then his authority 

over a council could be questioned, since, in both Augustine’s and Luther’s 

interpretations, the bishopric fell to all who believed in Christ.  

In the fifth century, Pope Leo I had codified the traditio clavium as a framework 

for extending authority from Peter to his successors.349 Creating a clear line of succession 

that supported the monarchical character of Peter allowed Leo I to accomplish two 

important feats. First, papal succession mirrored the same principles of imperial dynastic 

succession, which purposefully borrowed from the convention that kingship was 

automatically vested with the plenitude of power. Second, and more importantly, Leo I 

 
 348 “Petrus Ecclesiae personam geneti datae clavium regni coelorum. Uni dates sunt, qui Ecclesiae 
unitati. Christus prius resuscitat, tum Ecclesiae solvit. Dominus Jesus discipulos suos ante passionem suam, 
sicut nostis, elegit quos Apostolos appellavit. Inter hos pene ubique solus Petrus, totius Ecclesiae mervit 
gestare personam. Propter ipsam personam, quam totis Ecclesiae. Hinc ergo Petri excellentia praedicatur 
qui ipsius universitatis, et unitatis. Ecclesiae figuram gessit, quando ei dictum est, Tibi trado, quo omnibus 
traditum est.” Augustine, “In natali apostolorum Petri et Pauli,” in The Works of Saint Augustine. A 
translation for the 21st century, trans. E. Hill, vol. 3., (New York: New City Press, 1993), PL 39-2122-
2124.  
 
 349 Demacopoulos, The Invention of Peter. Apostolic Discourse and Papal Authority in Late 
Antiquity. (Philadelphia: University of Pennsylvania Press, 2013), 45, n 27.  
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reinforced the spiritual power to absolve sins of which the apostles shared a part of since 

Christ delegates this responsibility to Peter alone. Leo I made this point clear in his 

Epistle to Anastasius, Bishop of Thessalonica. After hearing of Anastasius’s mistreatment 

of his subordinates in the name of the pope, Leo I censured him with the statement, “For 

we entrusted your Charity with our office so that you were called in our pastoral concern, 

not in the fullness of our powers [emphasis mine].”350 To make this point clear, Leo I 

explains the difference in rank of the Apostles, writing:  

And though they have a common dignity, yet they have not uniform rank; 
inasmuch as even among the blessed Apostles, notwithstanding the 
similarity of their honorable estate, there was a certain distinction of power, 
and while the election of them all was equal, yet it was given to one to take 
the lead of the rest.351  
 

To claim that Peter lacked the sole authority over the Church was to assert that his 

successor lacked the authority to validate a Council. This is why the particular rhetoric 

used by Luther following the Papal Admonition over the Diet of Speyer focused 

exclusively on the image of the traditio clavium. 

 
 

Calvin’s Response 
 
Luther was not unique in his response to the papal admonition. Effectively creating the 

same critique as Luther, Calvin published his own Admonitio paterna Pauli III. Romani 

pontifices ad invectissimum Caesarem Carolum V. Cum scholiis (1544).352 First, it is 

 
 350 “Vices enim nostras ila tuae credidimus charittis ut in partem sic vocantus sollicitudinis non, in 
plenitudiem potestatis.” PL 54: 671B. Bronwen Neil, Leo the Great (New York: Routledge, 2009), 48.  
 
 351 Leo the Great, “Epistle XIV. To Anastasius, Bishop of Thessalonica,” in A Select Library of 
Nicene and Post-Nicene Fathers of the Christian Church: Leo the Great. Gregory the Great, ed. Philip 
Schaff and Henry Wace (New York: The Christian Literature Company, 1895), 20.  
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worth noting that Calvin’s text was intended to be presented at the imperial diet as both a 

road map for the types of necessary reforms to be considered, as well as a propagandistic 

treatise supporting the emperor to act independently from Rome to protect German 

interests.353 Unlike Luther’s text, which reads more like an extended tirade against a 

lifelong struggle to resist the papacy’s autocratic hegemony, Calvin’s text thoroughly 

questions the logic used by Paul III to assert his role as the sole arbiter of conciliar 

efforts. His appendix, titled The Necessity of Reforming the Church, begins with a long 

explanation of his thoughts on the types of reforms that needed to transpire to save the 

Church. Next, his text includes the full publication of Paul III’s brief to serve as an 

original piece of evidence for ascertaining the true goals of the Farnese pontiff in his own 

words. Finally, the text ends with Calvin’s rebuttal to the pope’s argument, challenging 

issues beyond simply papal primacy. He targeted the underlying fears of competing for 

power between the Emperor and the Vicar of Christ, explaining: 

The Roman Pontiff, however, here shows that the publication of this edict 
had, for two reasons, given him no small concern. For, however slight the 
concessions made to the Protestants, however little their relief from unjust 
prejudices, he makes an outcry about excessive indulgence, while the 
Emperor's assumption of some jurisdiction in matters of religion he regards 
as a criminal indignity offered to himself.354   

 
At the heart of Calvin’s response, as well as Luther’s, was the issue of papal primacy, 

which Calvin takes to task again with the image of the giving of the keys and the 

 
 352 Jean Calvin, “Admonitio Pauli III ad Caesarem cum scholia,” in Corpus Reformatorum, vol. 
58, ed. Guiliemus Baum, Eduardus Cunitz, and Eduardus Reuss (Brunsvigae: C.A. Schwetschke, 1900), 
465. 
 353 Wulfert de Greef, “Calvin’s Writings” in The Cambridge Companion to John Calvin, ed. 
Donald D. McKim (Cambridge: Cambridge University Press, 2004), 47-48.  
  
 354 John Calvin, “A Paternal Admonition by the Roman Pontiff, Paul III., to the Most Invincible 
Emperor Charles V.,” in Tracts and Treatises of John Calvin, vol 1, Calvin’s Tracts related to the 
Reformation, trans. Henry Beveridge, Esq. (Eugene: Wipf and Stock Publishers, 2002), 209.  
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plenitudo potestatis (fullness of power). The question for Calvin becomes not only who 

was given the power, but what was at stake in the charge to the apostles. He complained 

that,  

Not content with the prerogative of priests, Farnese mounts an eminence of 
his own— "Ours, " says he, "in particular." By what right? Because to us he 
has been given the power of binding and loosing. What, then, to others? For 
it was said at the same time to all the apostles, "Whatsoever ye shall bind." 
That which Christ communicates to all will you, with predatory violence,  
seize for yourself? Will you strip the Church naked that you may clothe 
yourself in her spoils?355 
 

Opposing the idea of a single vested power, Calvin draws on a different image of the 
apostolate: 
 

How dare you, with polluted lips, thus insult Christ? First, who exalted you 
to this honor? For, as an Apostle declares, no man ought to assume honor 
to himself (Hebrews 5:4). It was said to Peter, “Feed my sheep,” (John 
21:17). True, but the same thing was said to all. That ancient smoke, by 
which you were wont to blind the eyes of men, has long since vanished 
away. With what face, then, dare you arrogate to yourself so proud a title 
— a title which, were any angel to claim, he would deserve to be 
anathematized?  […] You, the successor of Peter! You, who have no more 
resemblance to him than any Nero, or Domitian, or Caligula! […] You, the 
viceregent of Christ! You, whose every thought, and wish, and action, are 
directed to the extinction of Christ, provided only the empty name remain, 
with which, as with meretricious glare, you may deceive us! What kind of 
Christ will you fabricate for us, if you wish his image to be represented in 
your tyranny?356  

 
Both Calvin’s and Luther’s attacks hit on the difference between the historical belief in 

institutionalized power versus a biblically validated right. To challenge the plenitudo 

potestatis of the papacy was also meant to reinvigorate the debate of potentia dei 

absoluta et ordinate (God’s absolute and ordained power) transmitted from Christ to the 

apostles.  

 
 

 355 Calvin, “Remarks on the Letter of Pope Paul III,” in Tracts and Treatises of John Calvin, 257.  
 
 356 Calvin, 275-276. 
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Peter’s Martyrdom and the Plenitudo Potestatis 

 
Undermining the image of the traditio clavium represented only half of Luther’s attack; 

the other half focused on the authority of martyrdom. Luther constructed a poignant 

critique of both by pointing to the fallibility of Matthew 16—the same text used to justify 

papal authority. Luther explained: 

When one asks about St. Peter’s office, his preaching, and how he ordained 
bishops in Rome, they quote Matthew 16 in justification of their action. 
There are, however, several scholars who maintain that St. Peter never came 
to Rome — and may the pope get indigestion defending himself against 
such evidence. I do not want to be the judge as to whether or not St. Peter 
was in Rome; for probably only St. Paul, who certainly was there, can have 
ordained the church and the bishop in Rome. But I can cheerfully say, as I 
have seen and heard in Rome, that in Rome one doesn’t know where the 
bodies of St. Peter and Paul lie, or if they lie there at all.357 
 

Challenging the bishopric of Rome now became fused with the validity of martyrdom, 

and singling out Peter’s martyrdom, which had been used as another mechanism for 

justifying papal succession, shifted the argument from the gospels to the authority of 

church history. Luther continued his attack by pointing to the absurdity of tying a 

martyr’s death to his authority over a place, pointing to the fact: 

Well, as was said, the apostles St. Peter and St. Paul may or may not lie in 
Rome; not this, but who founded the church and bishopric there is relevant. 
For St. Paul does not lie in Corinth, Philippi, Thessalonica, Colossae, or 
other churches where he nevertheless established and ordained churches, so 
that, as far as St. Peter is concerned, there is almost no other church that has 
an uncertain beginning, except the Roman.358 
 

Beneath Luther’s critique lies a simple logic: Peter’s death does not serve as a 

foundational narrative for the bishopric of Rome, and thus the pope’s claims to Peter’s 

 
 357 Luther, “Against the Romany Papacy, an institution of the devil,” 41:322.  
  
 358 Luther, 41:323. 
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authority as sharing in the martyrdom of the first bishop of Rome cannot be valid. To 

clarify this point, Luther asserted, “They lie and invent such confusions about St. Peter, 

from the hundreds to the thousands, that I have got the delusion that neither Peter nor 

Paul laid the first stone of the church in Rome.”359 

The traditional representation of Peter’s plenitudo potestatis was none other than 

the Giving of the Keys. A precedent for this imagery already existed at the Apostolic 

Palace in two different media: one in fresco, the other in tapestry.360 In 1480, the first 

major pictorial intervention within the Sistine Chapel under Pope Sixtus IV included an 

image of the traditio clavium painted by Perugino (Fig. 20). Its juxtaposition across from 

the scene of the Punishment of Korah created a dynamic reference to both the 

institutionalization of the papacy, as well as proof of God’s power and protection against 

those who attempted to overthrow his appointed leaders.361 This imagery, for both Sixtus 

IV, and again for Paul III, was incredibly germane, considering the respective threats to 

their power. Again, Raphael used the image of the traditio clavium for the Charge to 

Peter for Leo X’s tapestry series of 1515 (Fig. 19). To continue my earlier discussion of 

this topic, the nuance of Raphael’s design lies in the poignant decision to collapse two 

different statements on papal authority into a single image. Besides the traditional 

formula of traditio clavium, Raphael pulls from John 21:15-25, a foreshadowing of 

 
 359 Luther, 41:323. 
 
 360 Leopold David Ettlinger, The Sistine Chapel before Michelangelo: religious imagery and papal 
primacy (Oxford: Clarendon Press, 1965); David S. Chambers, “Papal Conclaves and Prophetic Mystery in 
the Sistine Chapel,” Journal of the Warburg and Courtauld Institutes 41 (1978): 322-326; Meredith J. Gill, 
“The Fourteenth and Fifteenth Centuries,” 88-89; and Charles L. Stinger, “The Primacy of Peter Princeps 
Apostolorum and the Instauratio Ecclesiae Romanae,” in The Renaissance in Rome (Bloomington: Indiana 
University Press, 1998),156-158; 191-192.  
  
 361 Carol F. Lewine, “Botticelli’s Punishment of Korah and the ‘Sede Vacante,’” Source: Notes in 
the History of Art 9, no. 1 (1990): 14-18.  
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Peter’s denial of Christ, where he asks three times, “Simon Peter, do you love me?” After 

each affirmative response, Christ follows with the directive, “Feed my sheep.” For the 

Medici tapestry, Raphael subtly shifted the rhetoric away from the omnipotent clause in 

Matthew’s gospel that Perugino had relied upon and, instead, designed a scene that 

channeled two formulas for papal authority. Although Raphael still included the symbolic 

keys prominently clutched in Peter’s hand, the Prince of the Apostles is shown kneeling 

before Christ in the presence of the entire retinue of apostles. Perugino also portrays Peter 

kneeling, but the entire transition of power is rendered with a tone of public pomp that 

differs from the intimacy achieved in Raphael’s composition, proving a level of scriptural 

knowledge and a subtle metaphorical creativity. This all served its purpose for the papacy 

before 1544, but in the wake of Luther’s and Calvin’s systematic discrediting of the 

traditio clavium, the papacy dared not implement the same imagery without risking that it 

would add fuel to the Protestant claims already circulating.    

By November 1545, Paul III faced a problem: how would an image of the Giving 

of the Keys read in his private chapel? Considering how the traditio clavium and the 

image of Peter had been subjected to an international smear campaign, could he 

communicate his apostolic primacy without falling back on the exact visual formula that 

his adversaries currently undermined? In looking for a new visual strategy, the 

Crucifixion of Peter afforded him an entirely new rhetoric for legitimizing the plenitudo 

potestatis. This approach allowed Paul III to tap into an ancient tradition that not only 

mined early Church history for its credibility but also addressed his detractors head-on. 

Even though the earliest accounts of Peter’s Roman activity appear in the second century, 

only in the fourth century did the Roman bishops attempt to exploit their connections to 
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Peter in an organized way. Rather than use the traditio clavium, sixth-century popes 

turned to the popularity of the cult of martyrs and Peter’s Roman crucifixion to codify 

their rule. This developed into an entire system of symbolic references that relied on 

Peter’s martyrdom to reinforce papal primacy.362 George E. Demacopoulous has 

brilliantly unpacked the various ways this strategy operated for Pope Gregory the Great. 

First, Gregory began using the tomb of Peter as a site where patrimonial administrators 

were made to swear an oath of allegiance before taking their leave.363 Second, Gregory 

crafted “relics” in the form of filings from Peter’s chains that were placed inside small 

keys and gifted to his influential constituents.364 Gifting a key, and no less a “relic” of 

Peter, made abundantly clear the invocation of Matthew’s gospel, providing a physical 

remnant of this sacred exhortation.365 Essentially, the papacy enjoyed two distinct 

formulas for illustrating its primacy, and each version could be employed depending on 

how it needed to substantiate its power. Ultimately, whenever the traditio clavium came 

under scrutiny, as it did precisely for Paul III, the symbolism of martyrdom guaranteed a 

time-honored convention that benefitted from a rich tradition of martyr texts designed to 

cultivate Peter’s Roman connection. Lucian of Chester’s twelfth century, Liber luciani de 

 
 362 George E. Demacopoulos, The Invention of Peter, 32; and Candida Moss, Ancient Christian 
Martyrdom: Diverse Practice, Theologies, and Traditions (New Haven: Yale University Press, 2012), 77-
99. 
  
 363 “The significance of this development in the Petrine story should not be understated. Not only 
was it a powerful symbolic mechanism by which Gregory could demand obedience from his agents (at 
times, he reminded them of their oath), but employing the physical space of Peter’s tomb also represented 
an important expansion of the way that the Petrine discourse could be used as an instrument of papal 
control and exclusion.” Demacopolous, The Invention of Peter, 32 n 34. 
 
 364 Demacopoulos, 151. 
  
 365 Demacopoulos makes the point that the keys also underscored Peter’s role as the gatekeeper of 
heaven, and Gregory used the relic like a talisman with the instruction, “whenever he wears it around his 
neck he will be protected from all evils.” Demacopoulous, 151, n 88. 
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laude Cestrie, serves as an example, and described, “Romulus the founder raised her, but 

Peter established her more excellency and raised her up. The former built with stones, but 

the latter consecrated her with martyrdom.”366 Considering the international backlash to 

Paul III’s invocation of papal primacy against Charles V, portraying the more traditional 

paired subject of the Giving of the Keys as the pair for the Pauline Chapel would have 

fortified Luther’s and Calvin’s exact points of contention, and therefore an alternative 

was required. The shift to an image of Peter’s crucifixion manufactured a substantially 

different form of cultural capital that countered the current defamation aimed at the 

papacy. Tapping into the cult of martyrs— specifically Peter’s martyrdom—leveraged a 

distinctive node of historical legitimacy. The topomimetic references in Michelangelo’s 

depiction of the Crucifixion that prompt a physical recollection of the Roman locus 

sanctus through landscape, architecture, and performance made the work even more 

poignant for the pope’s private chapel.  

 
 

Eliding Two Crucifixions: On This Rock 
 

Peter’s Crucifixion scene gave Michelangelo a subject perfectly suited for his dramatic 

and heroic style. In all of its torment, theatricality, and glory, the Crucifixion played into 

his strengths as the artist of the Last Judgment. Unlike the type of figures capable of 

communicating the pain, horror, and reverence of an eschatological glimpse into the 

future end of days, however, martyrdom demanded a somewhat different emotional 

register. Witnessing the ordeal of the Prince of the Apostles meant synthesizing 

persecution with self-sacrifice, mortification with exaltation; but more importantly, 

 
 366 Éamon Ó Carragain and Carol Neuman de Vegvar, Roma Felix: Formation and Reflection of 
Medieval Rome (Burlington: Ashgate, 2007), 324. 
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grounding the entire narrative in historical accuracy. Michelangelo’s composition staged 

the Crucifixion on a rocky landscape with two particular features. First, cut into the hill 

are two sets of staircases, which allow figures to circulate in two sets of groups 

oscillating between ascent and descent from the mountain top (Fig. 32). This flow of 

spectators up and down the picture plane suggests a type of procession around Peter’s 

body. The group of four women cropped by the fresco’s border who come closest to the 

spectator split their gazes between looking over their shoulders for one more horrific 

sight of Peter’s death and looking toward the viewer, anxiously anticipating their 

confrontation and witnessing of this martyrdom. These figures are not static, and the 

movement of bodies around a locale highlights a second, prominent feature in the 

landscape: the projection of a large rock where Peter’s inverted cross will be inserted. In 

a rather skillful and thoughtful approach to the composition, Michelangelo created a 

system of moving figures made to emphasize the prominence of the rock, which is easily 

lost in frontal photographs that tend to flatten the space and render the figures frozen. 

Viewing the fresco from the embodied spectator’s oblique angle helps clarify this point; 

rather than seeing the field of actors and participants as staged across the landscape, they 

are actually creating a sense of physical depth into the pictorial field, drawing attention to 

a specific topographical feature in the apocryphal text of Peter’s martyrdom (Fig. 33).367 

Philip Fehl has already made a convincing argument for the landscape as 

referencing the site of San Pietro in Montorio where Bramante’s Tempietto (martyrium) 

 
 367 William E. Wallace "Narrative and Religious Expression in Michelangelo's Pauline Chapel," 
Artibus et Historiae 10 (1989): 107-121; and John Shearman, “Imitation, and the Slow Fuse,” in Only 
Connect...Art and the Spectator in the Italian Renaissance (Princeton: Princeton University Press, 1992), 
227-262.  
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crowned the holy site of the mons crucifixionis (crucifixion mountain) (Fig. 34).368 Both 

of the dual staircases seen in Michelangelo’s fresco are still present today on the grounds 

of what is now the Spanish Academy in Rome. The topographic particularity of 

Michelangelo’s fresco makes a poignant reference to the truly Roman locale of Peter’s 

martyrdom. As Fehl notes, the apparent absence of Bramante’s Tempietto allows the 

spectator to witness the original site unimpeded by the current physical structure, thereby 

promoting the historical space/place as the authentic reality of Peter’s martyrdom369 

Michelangelo’s familiarity with the mons crucifixionis helps explain his ability to 

represent the topographical specificity of the mountain.370 Making an overt reference to 

the physical place, however, also solidified a personal connection for Paul III and his 

investment in the site. Shortly after his election to the papacy, Paul III confirmed the 

Tempietto and the site of Peter’s martyrdom as an important epicenter for Catholic 

worship.371 In 1536 he granted a series of indulgences to those who visited the sacred 

spot of Peter’s crucifixion. First, a plenary indulgence occurred during the Lenten octave 

that started on Palm Sunday and culminated on Easter. Additionally, throughout Lent, 

minor indulgences were granted—particularly during Holy Week.372 Not to be 

 
 368 Philip Fehl, “Michelangleo’s Crucifixion of St. Peter: Notes on the Identification of the Locale 
of the Action,” The Art Bulletin 53, no. 3 (1971): 338. 
  
 369 Fehl, “Michelangelo’s Crucifixion of St. Peter,” 339.  
 
 370 Vasari, Michelangelo, ed. Barocchi, I:13, 16, 88-89, 240-41; 2:158-59; 4:1562-64, 1906-27 
 
 371 Jack Freiberg, Bramante’s Tempieto, the Roman Renaissance, and the Spanish Crown 
(Cambridge: Cambridge University Press, 2014), 160. 
 
 372 Freiberg, Bramante’s Tempieto, 161, n 10; Pietro Martire Fellini, “In Trastevere” in Trattato 
nuovo delle cose maravigliose dell’alma città di Roma (Roma: Bartolomeo Zannetti, 1610), 33. “Nella 
Cappelletta, la quale è qui, fu crocefisso S. Pietro Apostolo. Vi è indulgenza plenaria concessa da Paolo III. 
E chi vi celebra, o fa celebrare Messa tanto di spora, quanto di sotto, conseguisce la medesima indulgenza, 
che si conseguisce nella Chiesa di S. Gregorio. Di più il medesimo Pontefice concesse indulgenza plenaria 
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overlooked as minor in their significance, these indulgences functionally highlighted the 

mons crucifixionis during a pivotal liturgical period, thus creating a framework that 

reinforced the connections between Christ and Peter.  

By making the site of Peter’s martyrdom a locale for papal indulgences, Paul III 

cultivated an intentional elision between Christ and Peter that drew on a series of 

typological examples meant to amplify the logic of papal authority, primacy, and the 

legitimacy of its succession. On one level, Peter’s form of martyrdom—an inversion of 

Christ’s crucifixion— automatically constructs an iconographic link between the Son of 

God and the first Prince of the Apostles. The majority of Early Christian texts offer only 

obscure references to Peter’s martyrdom, and in many cases, these references rely on a 

sophisticated foreshadowing.373 Both the Actus Petri cum Simone and the Passio 

sanctorum apostolorum Petri et Pauli are the most descriptive narratives for Peter’s 

martyrdom, and these apocryphal texts also provide a reason for Peter’s inverted 

crucifixion. In the Passio, Peter rationalizes, “Since our Lord Jesus Christ who descended 

from Heaven to Earth was lifted erect upon the cross and he deigns to call me, who am of 

earth to heaven, my cross should be set with the head to earth that it may direct my feet to 

heaven: for I am not worthy to be crucified like my Lord.”374 More importantly, singling 

out the site of Peter’s crucifixion during Holy Week created a topological connection 

 
di pena, e di colpa perpetuamente a tutti quelli, che visitaranno questa Cappella, cominciando la Domenica 
di Passione, fin’all’ottava di Pasqua inclusivè.” 
 
 373 For example, John 13:36 alludes to Peter’s martyrdom as an echo of Christ’s when he explains 
to Peter, “Where I am going you cannot follow me now, but you will follow me afterward.” 
  
 374 For a translation of the Passio, see James T. Shotwell and Louise Roppes Loomis, The See of 
Peter (New York: Columbia University Press, 1991), 177; and David L. Eastman, The Ancient Martyrdom 
Accounts of Peter and Paul, Writings from the Greco-Roman World 39 (Atlanta: Society of Biblical 
Literature, 2015), 99 n 57.  
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between Rome and Jerusalem in the types of physical experiences at each locus sanctus. 

Lenten pilgrims that ascended the Roman mons crucifixionis were able to solidify that 

link by touching the hole in the ground where Peter’s cross was inserted; a similar 

experience to those who visited the holy land and touched the void below the altar in the 

Calvary Chapel (Fig. 35). It is this pivotal moment—the digging of the hole and the 

lifting of the cross—that Michelangelo highlights in his image (Fig. 36). Although the 

novelty of Michelangelo’s depiction has been remarked upon countless times—

particularly how his isolation of a point with the greatest emotional anticipation affects 

successive representations, like that of Caravaggio, and other Baroque painters 

channeling the same emotive intensity—the digging of the hole remains a unique 

feature.375 For even when others repeat the lifting of the cross, such as Giovanni Battista 

Ricci’s fresco in Santa Maria in Traspontina (1619), the hole appears already dug        

(Fig. 37). The minor point of digging out the hole makes an overt connection to the 

pilgrim’s experience of reaching into the ground to touch the locus sanctus.  Both 

crucifixions, linked through a shared topomimetic piety, allowed Paul III to capitalize on 

this elision, sustaining a deeper legitimization in the connections between Christ and 

Peter. What was previously implied by centuries of patristic writings became explicit 

through indulgences, Holy Week pilgrimages, and finally, Michelangelo’s fresco. 

Paul III took this entire elision of the two crucifixions one step further. At San 

Pietro in Montorio the celebration of daily mass was given an additional spiritual benefit 

 
 375 Some of these references, see Water Friedlaender, “The ‘Crucifixion of St. Peter:’ Caravaggio 
and Reni,” Journal of the Warburg and Courtauld Institues 8 (1945): 152-160; Leo Steinberg, 
“Observations in the Cerasi Chapel,” The Art Bulletin 41 (1959): 183-190; William E. Wallace, “Saint 
Peter/Sanpietrini,” Source: Notes in the History of Art 29, no. 1 (2009): 9-12; and Paul Barolsky, 
“Pontormo, Michelangelo, Caravaggio,” Source: Notes in the History of Art 19, no. 4 (2000): 12-17.   
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on behalf of the pontiff: priests were able to liberate one soul from purgatory.376 Yet 

again, Paul III made another significant move towards reinforcing the framework of Peter 

as Christ’s successors, now underscoring him as the clear inheritor of Christ’s spiritual 

powers, and thus distinguishing him from the rest of the apostles. Granting the power to 

liberate a soul from purgatory reframed Matthew 16:18 as a clear statement of support for 

Peter alone.377 More importantly, it doubled down on the tradition of the plenitudo 

potestatis, and therefore clarified that Peter’s authority stems directly from Christ’s words 

in their purest, literal interpretation. By that same plenitudo potestatis, the pope, in the 

figure of Paul III, could lay claim to a perpetually unbroken lineage of authority. If Paul 

III’s adversaries sought to discredit the institution of the papacy by arguing that the 

traditio clavium was null and void, he need only invoke the plenitudo potestatis, which 

he cultivated through these powerful indulgences that elevated the significance San Pietro 

in Montorio in the Roman Catholic consciousness.   

 With the Giving of the Keys no longer a viable option due to its tainted association 

in treatises directed against Paul III, Michelangelo’s Crucifixion now had to function as 

both a founding history of the Roman Church and an apotheosis of papal authority.378 

 
 376 Freiberg, Bramante’s Tempieto, 161. Andrea Palladio described the entrance portal to the 
cloister as having an inscription which declared this privilege granted by Paul III on the site of Peter’s 
crucifixion. See Freiberg, Bramante’s Tempieto, 270, n 11; and Andrea Palladio, Descrittione de le chiese 
… (Rome, 1554), n. p.: “Paolo 3. Vi concesse molte indulgentie, come appare in un marmo sopra la porta 
per andare a detta cappella.” See also Gasparo Alveri, Roma in ogni stato, vol. 2 (Roma: Vitale Mascardi, 
1664): 320-21; Vincenzo Forcella, Iscrizioni delle chiese e degli atlri edifici di Roma dal secolo XI fino ai 
giorni nostri, vol. 5 (Roma: tipografia delle Scienze, Matematiche e Fisiche, 1869), 252, n 701.  
 
 377 All Souls Day served as an important date for Paul III and the history of the Pauline Chapel. 
Paul III’s Coronation was celebrated on the Feast of All Souls, and the first mass said in the Cappella 
Paolina on November 2, 1538, occurred on this same feast to commemorate Paul III’s coronation 
anniversary. 
 
 378 An image attributed to Giulio Clovio of the Giving of the Keys has been suggested by scholars 
as copying Michelangelo’s original design of the same subject matter in the Pauline Chapel. The drawing at 
Windsor Castle has been attributed to both Girolamo Muziano and Sebastiano del Piombo; whereas the 
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Where Raphael collapsed two distinct forms of papal authority in his Charge to Peter 

tapestry, Michelangelo engineered a mixed literal/metaphorical reference to the “super 

hanc petram” that Christ spoke of in Matthew 16:18. Viewed in situ, the oblique angles 

of the spectator in motion emphasize the appearance of a rock in the center of the 

composition.379 The circular procession of figures around this geological feature 

reinforces its presence. If Michelangelo could not represent the keys, he could make an 

overt reference to the rock that is both Peter and the spot of his martyrdom. Even an 

image like Filarete’s bronze door, with its extensive topographic description, does not 

include the rock as a literal representation in his Crucifixion of Peter. Only Michelangelo 

designed a natural conceit that plays on the actual scriptural text, which he uses to 

foreground the spectacle of Peter’s martyrdom, thus inventing a more nuanced way of 

still drawing on a crucial gospel passage but in an entirely novel manner. This portrayal 

takes for granted the viewer’s familiarity with both the conventional representations of 

the traditio clavium and the topos of Peter’s crucifixion. Copyists of Michelangelo’s final 

fresco recognized this topographical trait as fundamental to the overall design, and 

 
illuminated miniature at the Louvre has been given to both Giulio Clovio and Giovanni Battista Castello 
(called il Bergamesco). Whether or not Clovio’s image stems from a now lost image by Michelangelo, the 
subject of the Giving of the Keys would continue to be suggested for the Pauline Chapel under Gregory 
XIII. First, by Vasari, who in his collaboration with Vincenzo Borghini, designed an image of the Giving of 
the Keys for the chapel that was ultimately rejected. Secondly, Federico Zuccaro’s drawing for the altar of 
the Pauline Chapel included a lunette featuring the Giving of the Keys that was not executed. See 
Alessandro Zuccari, “Paolo III, Michelangelo e gli interventi gregoriani nella Cappella Paolina,” in 
Michelangelo e la Cappella Paolina. Riflessioni e contributi sull’ultimo restauro (Città del Vaticano: 
Edizioni Musei Vatiani, 2016), 40-41; Alessandro Nova, “Hat Michelangelo ein Altarbild für die Cappella 
Paolina geplant?”, in Michelangelo als Zeichner: Akten des internationalen Kolloquiums Wien, ed. Claudia 
Echinger-Maurach, Achim Gnann, and Joachim Poeshke (Münster: Rhema-Verlag, 2010), 388-89; 
Margaret A. Kuntz, “Pope Gregory XIII, Cardinal Sirleto, and Federico Zuccaro: the Program for the Altar 
Chancel of the Cappella Paolina in the Vatican Palace,” Marburger Jahrbuch für Kunstwissenschaft 35 
(2008): 87-112.  
 
 379 William Wallace, “Narrative and Religious Expression in Michelangelo’s Pauline Chapel,” 
116. Wallace does not discuss the rock that is foreground in Michelangelo’s fresco, but does make a clear 
connection to San Pietro in Motorio. 
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though they struggled to translate the more dynamic qualities of the fresco into 

engravings, they all clearly represented the petra.380 Certainly, those artists perceived the 

literal/metaphorical conceit embedded in Michelangelo’s image, and indeed, Bernadine 

Barnes has drawn attention to this exact point.381 Translating the scene to print 

highlighted the rock’s prominence as seen in Giovanni Battista Cavalieri’s print of the 

Crucifixion (1567) where the stone appears to float disconnected from the landscape  

(Fig. 38). Should the metaphor be lost on the viewer, Cavalieri included a Latin 

inscription in the upper register that not only makes an overt quotation from a fourth-

century decree on papal primacy, but it carries the explicit words, “Thou art Peter and 

upon this rock I will build my Church.”382 As it is written, the inscription made a deeper 

connection to Michelangelo’s drum for new Saint Peter’s basilica where the same text 

encircles the tomb of Peter.383 For Paul III, Michelangelo conceived of a program whose 

imagery both circumvented the contentious image of the traditio clavium, and found a 

way to make the “rock” front and center.  

 
 

 
 
 
 
 

 
 380 Prints of the Pauline Chapel frescoes included Nicolas Beatrizet, Conversion of Saul (ca. 1545-
60), engraving, 42.9 x 53.7 cm, published by Antonio Salamanca (Rome); Michele Lucchese, Crucifixion 
of Saint Peter (1550-60), etching and engraving, 46.8 x 36.2 cm, published by Antonio Lafreri (Rome); and 
Giovanni Battista de’ Cavalieri, Crucifixion of Peter (1577-1600), engraving, 42.33 x 32.79 cm. 
 
 381 Bernadine Barnes, Michelangelo in Print. Reproductions as Response in the Sixteenth Century 
(Burlington: Ashgate, 2010), 115-117. 
 
 382 Barnes, 117, n 40; See also Walter Ullmann, “Leo I and the Theme of Papal Primacy” The 
Journal of Theological Studies 11 (1960): 25-51.  
  
 383 Most recently, see William Wallace, “Drum and Dome of St. Peter’s,” in Michelangelo. God’s 
Architect, 202-214.  
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Expanding the Apostolic Scope 
 
Had these two frescoes been the only Pauline/Petrine subject matter commissioned by 

Paul III then their symbolic value would be self-contained, confined strictly to the chapel 

and its liturgical functions, but that is not the case and, critically, these frescoes represent 

part of a much broader initiative. Scholars have yet to recognize how the prominence 

given to Peter and Paul extends both to other projects and across visual modalities. When 

taken as a whole, these images reveal a systematic investment on the part of Paul III in 

the Apostolic identity of the early Church. Two projects—the fresco cycle in the Sala 

Paolina at the Castel Sant’Angelo, and a series of cope decorations—source their subjects 

directly from the book of Acts and, more importantly, these depictions introduced 

entirely new scenes that expanded the narrative range beyond those previously 

established by Leo X. Discussions of these sites have never taken into account the 

sharing of this imagery beyond a single program, and as a result, what is an investment in 

Acts, has never been explored. This expansion of Apostolic-themed imagery indicates 

that what took place under Paul III constitutes a new strategy in the papacy’s visual 

repertoire. Whereas Raphael’s tapestries for the Sistine Chapel portrayed eight scenes 

from the first half of Acts; Paul III’s imagery branched out into narratives of preaching, 

miracles of healing, and supernatural acts of controlling nature from the book of Acts.384 

For his newly renovated apartments in the Castel Sant’Angelo, Paul III commissioned 

from Perino del Vaga and his workshop a pictorial program that juxtaposed a Life of 

Alexander the Great cycle with a series of medallions depicting the Life of Saint Paul 

 
 384 Only two of Raphael’s tapestries source their subjects from outside of Acts: the Miraculous 
Draught of Fishes (Luke 5:1-11), and Christ’s Charge to Peter (John 21:15-17).  
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(1545-47).385 The Sala Paolina, which served as the papal reception hall, displays an 

elaborate interweaving of complex iconographies, resulting from Perino’s overt 

adaptation of Michelangelo’s paired ignudi supporting bronze medallions from the 

Sistine vault (Fig. 2).386 Perino’s program, therefore, allowed Paul III to make an overt 

gesture to both his natal name (Alessandro) and his papal namesake, and while the 

Pauline medallions are less physically imposing than the monochrome Alexander cycle, 

their significance is by no means diminished. A number of Perino’s scenes repeat the 

subjects in Raphael’s tapestries, such as the Conversion of Saul, Paul Preaching at 

Athens, the Sacrifice at Lystra, and the Blinding of Elymas, which suggests a conscious 

modeling after and invocation of the Sistine chapel imagery (Fig. 39). That said, Perino 

also introduced two scenes not portrayed by Raphael: Paul Preaching to the Jews (Acts 

13:14-52) and the apocryphal combined Martyrdom of Peter and Paul (Fig. 40). With the 

addition of these two scenes, the Sant’Angelo life of Paul showcased additional 

dimensions, such as his completed missionary activities to his own Jewish community, as 

well as the shared location of his martyrdom with Peter.387 This last point highlighted the 

 
 385 For a sample of the scholarship on the Sala Paolina, see Jan de Jong, “The Painted Decoration 
of the Sala Regia in the Vatican. Intention and Reception,” in Functions and Decorations. Art and Ritual at 
the Vatican Palace in the Middle Ages and the Renaissance, ed.Tristan Weddigen, Sibile de Blaauw, and 
Bram Kempers (Turnhout: Brepols, 2012), 153-68; Rolf Mertzenich, “Der Alexander-Zyklus der Sala 
Paolina in der Engelsburg zu Rom” (PhD diss., Aachen, 1990); Angela Böck, Die Sala Regia im Vatikan 
als Beispeil der Selbstdarstellung des Papsttums in der zweiten Hälfte des 16. Jahrhunderts (Hildersheim: 
Olms, 1997); and Richard Harprath, Papst Paul III. asl Alexander der Grosse: das Freskenprogramm der 
Sala Paolina in der Engelsburg (Berlin: de Gruyter, 1978).  
 
 386 Combining these two iconic papal commissions allowed him to enter directly into an 
established rivalry between two scions of early sixteenth century art that now played out through their 
respective surrogates, and inheritors of their legacies. 
 
 387 The importance of martyrdom at both the Cappella Paolina and the Sala Paolina further 
illustrates the centrality of founding narratives under Paul III. Perino could have portrayed the Beheading of 
St. Paul, but his decision to incorporate Peter into the scene directly engages Michelangelo’s Crucifixion of 
Peter in a more measured way than overtly recreating the same narrative.  
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symbiosis between Peter and Paul that Acts establishes through a deliberate parallelism in 

their miracles, confrontations, imprisonment, and finally their martyrdoms in Rome. 

Bringing Acts into the Sala Paolina, established both the centrality of this book in the 

manufacturing of the papal identity, as well as a conscious turning back to the Church’s 

Apostolic age and its founding narratives.  

  Besides the Sala Paolina, Paul III made significant gains in expanding the 

narrative scope of Acts with his commission for a series of cope decorations designed, 

again, by Perino del Vaga. Even though the copes are no longer extant, we are able to 

reconstruct the original narratives through Perino’s drawings, and prints made of the final 

designs.388 Based on this evidence, it is clear that Paul III’s investment in Acts took on a 

much deeper dimension since the breadth of Perino’s imagery included less conventional 

representations, such as: Paul Recovering his Sight at the Hands of Ananias (Acts 9:17), 

Paul Lowered from the Walls of Damascus in a Basket (Acts 9:25), and Paul Overcoming 

the Viper (Acts 28:3-5) (Fig. 41). At the same time, Perino’s imagery also appended new 

subjects to the Life of Peter, which included: Peter and John Healing the Cripple at the 

Gate (Acts 3:2), Peter Walking on Water (Matthew 14:23-30), and Christ Washing 

 
 388 Bernice Davidson first reconstructed this commission as intended for Paul III’s liturgical 
vestments through a series of drawings and prints. Davidson noted that the only text confirming this project 
comes from Vasari, “Sono state dopo la morte di Perino [del Vaga] stampate molte cose ritratte dai suo 
disengi: . . . Otto storie di San Piero, tratte deagli Atti degli Apostoli, le quali fece in disengo perche ne 
fusse ricamato per papa Paolo Terzo un pivale…” Davidson also noted that the traditional configuration of 
eight scenes on an orphrey indicates that additional scenes were likely designed but not recorded. Her 
suggestion that Perino designed two copes can be corroborated by an inventory dated 1550 that states, “un 
pioviale di broccato in filo roscio a lettere in seta negra con un frescio figurato con li miracoli di san Paolo 
raccamato di perle et seta col suo cappuccio del medesimo racamo con figure dela conversione di san Paolo 
fatto da Paolo III.” Bernice Davidson, “The Cope Embroideries Designed for Paul III by Perino del Vaga,” 
Master Drawings 28 (1990): 123-141.  
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Peter’s Feet (John 13:1-17) (Fig. 3 & 42).389 It is important to remember that these 

images were translated into embroideries that adorned the pope’s liturgical vestments, 

and the performative aspect of wearing these narratives constructed a poignant form of 

refiguration. As the inheritor of both Peter’s primacy and Paul’s legacy, the physical 

display of these scenes made Paul III the corporeal embodiment of the sacred history 

recounted in the Acts of the Apostles. This was an even more powerful statement when 

he wore the cope during liturgical ceremonies within the Pauline or Sistine chapels, or 

when receiving visitors in the Sala Paolina, making their combined signification a 

constant invocation throughout Paul III’s papacy. By connecting these various 

commissions and recognizing that they cumulatively foregrounded an enterprise of 

shifting the papal identity towards a concentration on the book of Acts and the Life of 

Peter, we perceive the initial steps in what eventually becomes a fully developed strategy 

for the papal brand that extended through the late-sixteenth century.  

 
 389 Perino repeated a number of images previously represented in the fresco cycles, such as: Paul 
Preaching at Athens (Acts 17:16-34); the Giving of the Keys (Matthew 16:18-19), and Christ’s Charge to 
Peter (John 21:15-17).  
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CHAPTER 3: 
CREATING CONTINUITY THROUGH PETER 

 
 

Preface 
 
How do we define the Counter-Reformation? Historians and art historians debate the 

accuracy of the term, proposing Catholic Reform or Early Modern as more appropriate 

definitions. However, a consensus is never reached, and it becomes the task of each 

scholar to offer their characterization. Behind these terms’ rhetoric and epistemologies is 

an attempt to locate where the equilibrium is lost between continuity and change. We 

could speak of the period following the death of Paul III as a series of pendular swings 

between the poles of conservativism and liberalism, where the interim years before the 

conclusion of Trent experienced a constant recalibration of these values. New popes 

meant new agendas, but the fact remained that the issue of reform had not been 

completely resolved, leaving the papacy of the 1550s and 1560s with an inherited 

problem. In the previous chapter, I charted how Paul III’s pictorial commissions 

demonstrated a new investment in the book of Acts and the Life of Peter, shifting the 

orientation of the papal imagery towards its apostolic history. With these subjects, Paul 

III initiated what Hubert Jedin described as a Selbstbesinnung, or the start of a self-

remembrance that, in this case, was rooted in its apostolic history.391 Recollecting this 

past and featuring it in a variety of pictorial commissions marked a turning point in the 

papacy’s self-representation; this thematic concentration of Petrine and Pauline narratives 

 
 391 As O’Malley points out, “The crucial sentence in Jedin’s essay, runs: ‘The Catholic Reform is 
the church’s remembrance of the Catholic ideal of life through inner renewal, [and] the Counter 
Reformation is the self-assertion of the church in the struggle against Protestantism.” John W. O’Malley, 
“Hubert Jedin and the Classic Position,” in Trent and All That. Renaming Catholicism in the Early Modern 
Era (Cambridge: Harvard University Press, 2000), 55, n. 15; and Hubert Jedin, A History of the Council of 
Trent, trans. Ernest Graf (London: T. Nelson and Sons Ltd, 1961), 2:52-98. 
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facilitated a typological model built not on the legacies of its prophets or patriarchs, but 

on the deeds of Christ’s first followers. This Selbstbesinnung, or the “realization by the 

Catholic Church of what she is,” represented a shift in its posture towards Protestantism 

as well as its adoption of a new pictorial strategy.392  

 This chapter traces how Paul III’s successors contributed to the growth and 

expansion of the original investment in Acts by sharing in the same subject matter. 

Eventually, he extended the narrative scope to include additional content, as he had done 

beyond the imagery he had inherited. Not every pontificate made the same scale of 

investment in Acts. For some, this meant the inclusion of a few scenes; for others, it 

meant the wholesale implementation of this content for a dedicated program.393 

Nevertheless, the crucial point is that almost every papacy following Paul III found a 

project to incorporate Acts or the Life of Peter into its subject matter. Julius III’s del 

Monte Chapel (Cappella del Monte) at San Pietro del Montorio (1550-1552), Pius IV’s 

Casino (Casina) (1560-63), and Pius V’s landings of the palace staircases (caposcale) for 

the Vatican Apostolic Palace (1571; completed by Gregory XIII in 1573), among others, 

cumulatively advanced the steady presence of a Petrine/Pauline branding campaign. As 

the heirs of the original disciples, the repetition of specific narratives, like Peter Walking 

on Water (Navicella), indicates how these images gradually became hallmarks of a 

Counter Reform papal identity, where every additional image reinforced the self-

remembering of its origins.  

 
 

 392 Guy Bedouelle, The Reform of Catholicism, 1480-1620, trans. James K. Farge (Toronto: 
University of Toronto Press, 2008), 8.  
 
 393 Paul IV was the only anomaly to this system and he did not contribute to the Petrine or 
Apostolic programs of his predecessors. This is likely the result of his interest in architectural commissions 
over pictorial programs.   
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Changing Tides of Reform 
 

When continuity gives way to change, for better or worse, the effects are measurable. 

Distinguishing the rate of historical change, rather than isolating the moment of change, 

reveals the volatility, inconsistency, and discrepancies that plagued the decades following 

the conclusion of the Council of Trent’s first phase (1545-1547).394 It is worth charting at 

the outset the papal history that played out during the period under discussion. The five-

year pontificate of Julius III de Monte (1550-1555) and the twenty-two-day reign of 

Marcellus II Cervini degli Spannochi (9 April-1 May 1555), can hardly be credited with 

affecting the overall trajectory of Church reform.395 With the election of Paul IV Carafa 

in 1555, the Church took a decisive step towards enforcing a strict orthodoxy. As the 

dean of the College of Cardinals and the first director of the Roman Inquisition under 

Paul III, Carafa’s zeal was unquestionable.396 Noted for his fiery temper and difficult 

personality, a clear indication of Carafa’s character is gleaned from his remarks following 

the emperor’s attempt to strong-arm the conclave, claiming that “the Emperor could not 

prevent his election if God wished it, and in such a case, he would have the advantage of 

having only God to thank for his elevation.”397 The four-year papacy of Paul IV (1555-

 
 394 Alexander Gerschenkron, “On the Concept of Continuity in History,” Proceedings of the 
American Philosophical Society 106 (1962): 195-209. 
 
 395 Julius III convoked the Council of Trent from 1551-52, moving it from Bologna back to Trent. 
During this period, the differences between Protestants and Catholics hardened, bringing all discussions to 
a complete standstill. See John W. O’Malley, “The Middle Years, 1547-1562,” in Trent. What Happened at 
the Council (Cambridge: Harvard University Press, 2013), 155-157.  
 
 396 This made his candidacy stronger in comparison to Cardinal Reginald Pole, who, though 
supported by Cardinal Alessandro Farnese, was in England during the conclave, and his reputation as part 
of the spirituali movement brought serious concerns over his orthodoxy. O’Malley, “The Middle Years, 
1547-1562,” 160-161. 
 
 397 Ludwig Freiherr Von Pastor, The History of the Popes: from the Close of the Middle Ages, 
trans. and ed. Ralph Francis Kerr (London: Kegan Paul, 1924),14:60, n. 1.  
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1559) proved how an extremist stance that supported a rigid interpretation of heresy led 

to radical social and cultural traditionalism.398 His undertakings included: an 

unsuccessful war against the Hapsburgs, a refusal to acknowledge Ferdinand I as 

emperor, a rejection of the Peace of Augsburg, an opposition to reopening the Council of 

Trent, the expansion of the Roman Inquisition, and the imprisonment of his long-time 

rival, Giovanni Morone.399  

Paul IV’s stranglehold on Rome came to an end on August 18, 1559, which the 

Romans celebrated with massive riots and by looting and burning the Palace of the 

Inquisition. To get a sense of how hated the Carafa pope was, even after his death, a 

satirical critique of Paul IV posted to one of Rome’s ‘talking statues’ read: 

 At the beginning of your reign, Paul 
 You crushed everything under your feet,  
 But raised your relations and your monks,  
 And protected them under the shade of your wings.  
 
 You looked down upon the old and young alike,  
 Refusing to listen to princes and the Roman people 
 And expelling cardinals and bishops.  
 What now from here, Paul?400 
 

 

 
 398 “It would be difficult to imagine anyone more zealous for the good of the church, but Paul’s 
intransigence, his political prejudices, and his unmitigated confidence in his own judgment destroyed the 
possibility of a constructive reign.” O’Malley, “The Middle Years, 1547-1562,” 160.  
 
 399 Alberto Aubert, Paolo IV Carafa, nel giudizio della eta della Controriforma (Citta di Castello: 
Stamperia Tiferno Grafica,1990); Michael Mullett, The Counter-Reformation and the Catholic Reformation 
in Early Modern Europe (London: Routledge, 1995), 54-55; Miles Pattenden, “The Carafa and the 
Pontificate of Paul IV,” in Pius IV and the Fall of the Carafa: Nepotism and Papal Authority in Counter-
Reformation Rome, Oxford Historical Monographs (New York: Oxford University Press, 2013), 11-33; Ted 
W. Booth, “Elizabeth I and Pope Paul IV,” Church History and Religious Culutre 94 (2014): 316-336.  
 
 400 “In principo pontificates tui, Paule/omnia subjecisti sub pedibus tuis/ parentes et monacos tuos 
elevasti/ et sub umbra alarum tuarum protexisti/ juvenes et sense despexisti/ Principes et Romanos non 
exaudisti/ cardinales et episcopos exulisti/Sed nunc Paule usque quo?” Pattenden, “The Carafa and the 
Pontificate of Paul IV,” 30, n. 77; George Duruy, Le Cardinal Carlo Carafa (1519-1561): étude sur le 
pontificat de Paul IV (Paris: Hachette, 1882), 408.  



153 
 

At this point, Rome needed a leader with the temperament of a true statesman, and 

someone capable of returning to the problem of Reform that was left outstanding after 

Paul III’s released the bishops from Bologna in 1549.401 On September 5, a conclave was 

initiated. But the interference of Spanish, French, and Florentine interests gridlocked the 

election of a successor for over three months.402 Finally, after the longest conclave of the 

sixteenth century, Pius IV de’ Medici (1559-1565) emerged the victor, and with him a 

wave of progressivism that reversed many of Paul IV’s actions. Almost a complete 

opposite to his predecessor, Pius IV’s first acts as the new head of the Church included: 

pardoning the participants of the recent riots, freeing Cardinal Morone from prison, and 

condemning to death Cardinal Carlo Carafa and Duke Giovanni Carafa of Paliano.403 

Shortly after raising his nephew Carlo Borromeo to the purple, Pius IV embarked on a 

series of repeals to Paul IV’s program. These included limiting the jurisdiction of the 

Inquisition, reducing the number of books on the index, ending the political stalemate 

between Rome and the Hapsburgs, refusing to excommunicate Elizabeth I, supporting the 

French in their war with the Huguenots, and most importantly, reopening the Council of 

Trent for its final period (1562-1563).404  

 
 401 Paul III dismissed the bishops on 17 September 1549. See O’Malley, 138.  
 
 402 For the conclave of Pius IV, the secret negotiations of Philip II’s agents, and the alliances 
brokered with the French, see Pastor, History of the Popes, 15:1-65. 
 
 403 Pattenden, Pius IV and the Fall of the Carafa, 36-52. 
 
 404 Elisabeth Gleason, “Who was the First Counter-Reformation Pope?” Catholic Historical 
Review 81 (1995): 174-5; Pastor, History of the Popes,15:415, 16:402; Josef Susta, Die römische Curie und 
das Konzil von Trient unter Pius IV. Actenstücke zur Geschichte des Konzils von Trient, (Freiburg, 1949-
75), 4:1-2; John W. O’Malley, Trent: What Happened at the Council (Cambridge: Harvard University 
Press, 2013), 163-176; R.J. Knecht, “Catherine de’ Medici and the Colloquy of Poissy,” in The French 
Wars of Religion, 1559-1598, 3rd ed. (New York: Routledge, 2010), 29-33; and Paula Sutter Fichtner, “The 
Disobedience of the Obedient: Ferdinand I and the Papacy 1555-1564,” The Sixteenth Century Journal 11 
(1980): 25-34. 
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If Pius IV represented a more moderate approach to reform, his successor again 

brought an abrupt about-face to that course of action. Compared to the previously 

gridlocked conclave of his predecessor, the election of Pius V Ghislieri (1566-1572) in 

1566 lacked the hard lines between the various political factions. Carlo Borromeo 

eschewed his own candidacy and became the moral leader of the conclave, supporting 

Ghislieri for his piety, asceticism, and unwavering integrity.405 Those same qualities were 

accompanied by a moral severity and an uncompromising censure of heresy. This took 

the form of redrafting a new breviary, missal, and catechism; reducing the size of the 

papal court; rooting out corruption in the curia; rebuilding the Palace of the Inquisition; 

revitalizing the Congregation of the Index; excommunicating Elizabeth I; financing 

Catherine de’ Medici’s war against the Huguenots; and passing a series of moral 

legislations that punished blasphemy and expelled the Jews and prostitutes from Rome.406 

By the time Pius V died in 1572, the Church had experienced two contradictory 

approaches to reform that seemingly undermined one another. Under Paul IV and Pius V, 

the Church adopted a hard-line position that understood any threat to orthodoxy as 

potentially sliding further away from the core principles of the faith. With Pius IV, 

reform went hand-in-hand with a larger model of political cooperation and pragmatism.  

 

 
 405 John M. Hunt, “The Conclave from the “Outside In”: Rumor, Speculation, and Disorder in 
Rome during the Early Modern Papal Elections,” Journal of Early Modern History 16 (2012): 355-382; 
Miles Pattenden, Electing the Pope in Early Modern Italy, 1450-1700 (Oxford: Oxford University Press, 
2017), 148-49; Kenneth Meyer Setton, “Pius V and Spain, the Turks in Chios,” in The Papacy and the 
Levant, 1204-1571 (Philadelphia: American Philosophical Society, 1984)16: 885, nn. 9 and 12.  
 
 406 Jessie Childs, God’s Traitors: Terror and Faith in Elizabethan England (Oxford: Oxford 
University Press, 2014), 28-30, 54; Kenneth R. Stow, “The Papacy and the Jews: Catholic Reformation and 
Beyond,” Jewish History 6 (1992): 257-279; Elizabeth S. Cohen, “Seen and Known: prostitutes in the 
cityscape of late sixteenth-century Rome,” Renaissance Studies 12 (1998), 392-409; and Patrick Preston, 
“St Pius V (1504-72) and Sta Caterina de’Ricci (1523-90): Two Ways of Being a Saint in Counter-
Reformation Italy,” Studies in Church History 47 (2011): 208-227.  
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Reinvesting Cultural Dividends: Mining Acts 

The almost frenetic sea changes in papal policy and the individual characters of each 

pontiff have significantly impacted the scholarly appraisal of papal patronage during the 

1550s and 1560s. Overall, scholars tend to view these decades as a period of artistic 

restraint or hesitation based predominantly on the moral severity and orthodoxy imposed 

by figures like Paul IV and Pius V. While their strictness and obstinance certainly 

informed their artistic commissions, to characterize these decades as deficient in artistic 

production is misleading. Even in their most hyper-conservative censorship or restriction, 

these popes understood that artistic commissions played a significant role in 

manufacturing and stabilizing the identity of the papacy. It is far more accurate to 

emphasize how each pontiff developed a unique patronage ideology that consciously 

projected a particular image of their leadership of the Church. This period’s actors 

exhibited a heightened state of nuance and self-awareness of how their artistic enterprises 

conformed to the Church’s evolving public image. For Pius IV, this meant resurrecting 

the style of patronage previously adopted by earlier sixteenth-century pontiffs and 

astutely initiating projects that were ideally suited for the talents of his court artists. 407 

 
 407 These included Michelangelo’s work on Saint Peter’s basilica, renovations to the Piazza del 
Campidoglio, redesigning Santa Maria degli Angeli, and the Porta Pia; Pirro Ligorio’s work on the 
eponymous named Casino (which was frescoed by Federico Barocci and Federico Zuccari), a redesign of 
the Belvedere Court that included a new theater and the nicchione, as well as his palace on the Via 
Flaminia; creation of the Via Angelia and the Porta Angelica; fortifications at the Castel Sant’Angelo; 
repairs to the Lateran Palace; and new frescoes in the Sala Regia. See Elisabeth B. Mac Dougall, 
“Michelangelo and the Porta Pia,” The Journal of Architectural Historians 19 (1960): 97-108; John 
Alexander, “The Educational Buildings of Pius IV: variations upon a building type in urban monuments,” 
Landscape and Urban Planning 73 (2005): 89-109; Graham Smith, The Casino of Pius IV (Princeton: 
Princeton University Press, 1977); Robert W Gaston, “Pirro Ligorio, the Casino of Pius IV, and Antiquities 
for the Medici: Some New Documents,” Journal of the Warburg and Courtauld Institutes 47 (1984): 205-
209; Louis Cellauro, “The Casino of Pius IV in the Vatican,” Papers of the British School at Rome 63 
(1995): 183-214; Patrizia Tosini, “Federico Zuccari, Pirro Ligorio e Pio IV: la Sala del Buon Governo 
nel’appartamento di Belvedere in Vaticano,” Storia dell’arte 86 (1996): 13-38; and David Coffin, “The 
Papacy of Pius IV (1559-1565),” in Pirro Ligorio: the Renaissance Artist, Architect, and 
Antiquarian(University Park: Pennsylvania State University Press, 2004), 33-71.  
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For others, like Paul V and Pius V, it meant exercising a more narrowly defined scope of 

patronage that respected expressions of authority and moral rigor. 408 

 Artistic momentum, like reform strategies, also underwent two different extremes. 

Tracing the evolution of papal patronage under these pontiffs underscores how leadership 

transitions directly impacted the tenor of artistic commissions in Rome. While these 

trajectories diverge in their general approach, mid- to late sixteenth-century papal 

projects were calculated in developing a canon of scenes around Petrine and Pauline 

sacred history that has gone unnoticed despite the consistency of their appearance 

throughout the Apostolic Palace. Mining Acts for pictorial programs allowed the Roman 

Church to not only reclaim their historical significance as the epicenter of Christianity, 

but to collectively re-brand the papal identity during a period of tremendous change. Both 

Peter and Paul emblematically symbolized the twin founders of Roman Catholicism, and 

their representation at the papal court is to be expected. However, these commissions 

highlight a discernible escalation and expansion of Petrine and Pauline scenes throughout 

the Apostolic palace, confirming its enduring relevance for the sixteenth-century papacy. 

This concept helps contextualize Paul III’s broader symbolic program, as well as the 

stakes for Pius IV’s and Pius V’s reinvestment in this subject matter two decades later. 

After Paul III’s clear exploitation of Acts in the 1540s, the next large-scale 

commission came in 1550 with Julius III del Monte’s program for his family’s burial 

chapel at San Pietro in Montorio (Fig. 43). Thanks to an extensive series of archival 

 
 408 Pius V’s more negligent acts, such as his destruction of Ligorio’s theater, covering 
Giambologna’s Neptune, and his giving away of ancient statues from the Vatican’s collection support the 
assessment of his prudery. It might also be read as an extreme micromanaging of the papacy’s public 
persona in order not to conflict with its newly authorized identity via Tridentine reform. 
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records for the del Monte chapel, scholars have a detailed timeline for its execution.409 It 

is unclear whether the chapel’s dedication to Paul the Apostle predated the del Monte 

commission, but the fact that it bears this particular veneration afforded a significant 

connection between Rome’s twin founders on the site of Peter’s martyrdom. The 

contract, dated June 2, 1550, was awarded to Vasari on the condition that Michelangelo 

would supervise and approve the entire program.410 This crucial point serves as a bridge 

between the pontificates of Paul III and Julius III, providing conclusive evidence for how 

continuity between papal programs operated on a micro-level. Notably, Michelangelo 

rejected Vasari’s first designs for the chapel. His influence on the pictorial program, 

specifically the Conversion of Saul altarpiece, assured its connection to his recently 

completed fresco of the same subject matter in the Pauline Chapel.411 Alexander Linke 

has discussed the del Monte altarpiece as an opportunity for Vasari to correct 

Michelangelo’s Pauline Chapel fresco, subtly shifting the subject to a scene of the 

Baptism of Saint Paul (Fig. 44).412 A site like San Pietro in Montorio, where Raphael and 

 
 409 Both Alessandro Nova and Claudia Conforti have contributed seminal work on this chapel. 
Nova’s archival research provided a more thorough chronology than that previously described by John 
Pope-Hennessey and Paola Barocchi. While Conforti’s focus remained the architectural elements, a 
thorough analysis of the decorative program beyond the biographies of Vasari and Ammannati has not 
taken place. A future project would consider the broader nature of this commission and the Ricci chapel 
located across the nave, which was decorated by Daniele da Volterra. See Conforti, “La Cappella del 
Monte a San Pietro in Montorio a Roma,” in Giorgio Vasari architetto (Milan: Electa, 1993), 129-142; 
Conforti, “1550-1552. La Cappella del Mondte a San Pietro in Motorio,” in Giovan Antonio Dosio da San 
Gimignano architetto e scultor fiorentino tra Roma, Firenze e Napoli, ed. E. Barletti (Firenze, Edifir, 
2011), 183-203; Alessandro Nova, “The Chronology of the Del Monte Chapel in San Pietro in Montorio in 
Rome,” The Art Bulletin 66 (1984):150-154; and Nova, The Artistic Patronage of Pope Julius III (1550-
1555). Profane Imagery and Buildings for the del Monte Family in Rome (New York: Garland Publishers, 
1988). 
 
 410 Giorgio Vasari, Il libro delle ricordanze, ed. Alessandro Del Vita (Arezzo: Casa Vasari, 1927), 
66-67. 
 
 411 Vasari, Le vite de’ più eccellenti pittori, scultori, e architettori nelle redazioni del 1550 e 1568 
(Florence: Sansoni, 1987), 6:308, 7:226-27. 
 
 412 Linke, “Vasari and the Transfiguration of Christ: Converging the Testaments and Competing 
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Sebastiano del Piombo had already memorialized their artistic presence, presented Vasari 

with the chance to prove his ability; however, the more conspicuous yet unremarked 

objective in the del Monte program was the expansion of the Pauline narrative into 

subjects beyond those already established by Paul III.  

Based on an earlier design, Vasari originally envisioned a drastically different 

aesthetic for the chapel, particularly in the relationship between the conch and apse, 

which he visualized as a more elaborate system of female allegories and putti (Fig. 45). 

What remained constant throughout the project were the subjects in the tripartite fields of 

the apse, which depict: Paul preaching at the Areopagus, the Apotheosis of Paul, and 

Paul before Agrippa. The consistent selection of preaching scenes indicates how these 

particular narratives resonated with the papal identity of their patrons.413 By drawing 

explicit connections among the Sistine tapestries, the Pauline Chapel, and the Pauline 

Room (Sala Paolina), the significance of Acts was amplified in Pauline subject matter at 

San Pietro in Montorio for a papal familial chapel. Construction and decoration of the del 

Monte chapel lasted from October 1550 to October 1552, and Vasari’s engagement with 

this particular project should be considered his first step in a more sustained focus on 

Acts for his papal patrons.414 From 1560-1566, Duke Cosimo I retained Vasari’s services 

 
with Predecessors,” in Imago Exegetica: Visual Images and Exegetical Instruments, 1400-1700, ed. Walter 
Melion, James Clifton, and Michel Weemans (Leiden: Brill, 2014), 935-937. 
  
 413 Acts describes six different speeches by Paul: at the synagogue in Antioch (Acts 13:16-47); to 
the Athenians on Mars’ Hill (Acts 17:22-31); to the followers of John the Baptist in Ephesus (Acts 19:2-4); 
to the elders of Ephesus (Acts 20:18-35); at the temple in Jerusalem (Acts 22:3-21); before Agrippa and 
Felix (Acts 26:2-29); and to the Jews in Rome (Acts 28:17-28). 
 
 414 Nova transcribes the unpublished document from the A.S.R. Camerale I, Fabbriche, Busta 
1517B determining that work started between October 13 and 18, 1550. He also asserts that Vasari began 
work on the altarpiece after August 1551, and the vault frescoes in the fall. The first painting phases were 
handled by Vasari’s assistant while he was away from Rome, and Nova notes that only in 1552 was he 
actively engaged with the painting. While Borghini describes the chapel as completed in a letter dated 
October 22, 1552, the final payments are not recorded until September 11, 1553. See Nova, “The 
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at the Medici Court, where he and his workshop were engaged in the decorative program 

of Palazzo Vecchio and in the wedding festivities for the marriage of Francesco de’ 

Medici and archduchess Joanna of Austria. The only significant trip to Rome came in 

1560 when Pius IV returned to Vasari an unfinished painting depicting Christ Calling the 

Apostles Peter and Andrew (Fig. 46), which Julius III had commissioned before his 

death. The panel became the main altarpiece for his family’s chapel at Santa Maria delle 

Pieve in Arezzo, where it was installed in April 1564.415 While it has received minimal 

scholarship, the painting remains another example of the continuing rhetorical 

amplification that slowly integrated new scenes into its growing repertoire of Apostolic-

centered imagery.416  

 
 

A War from Peace: Papal Tensions after Augsburg 
 

Little love was lost between Paul IV Carafa (1555-1559) and Pius IV Medici (1559-

1565). The Carafa papacy was riddled with impulsive diplomatic relations, reckless 

backdoor politicking, and countless public missteps; most of all stemming from the 

notorious immorality of the papal nephews, Cardinal Carlo Carafa and Captain General 

 
Chronology of the Del Monte Chapel in San Pietro in Montorio in Rome,” 153, n. 25. 
 
 415 The painting was completed in 1563, which suggests that he worked on it for three years before 
it arrived in the Pieve. The fact that yet another image of Acts would be commissioned from Vasari not 
only confirms the consistency of this subject matter, but it also sets up Vasari’s future projects that also 
derived from Acts. See Sally J. Cornelison, “Art and Religion in Late Renaissance Arezzo: Reconsidering 
Vasari’s Church Renovations,” in Renaissance Religions: Modes and Meanings in History, ed. Riccardo 
Saccenti, Nicholas Terpstra, and Peter Howard (Turnhout: Brepols, forthcoming); and Cornelison, 
“Recycling Renaissance Style: Hybridity and Vasari’s Pieve Altarpieces,” in Hybridity in Late Medieval 
and Early Modern Art, ed. Ashley Elston and Madeline Rislow (New York: Routledge, forthcoming).  
 
 416 The scriptural sources for Peter’s Calling come from Matthew 4:18; March 1:16-18. While this 
scene is not directly taken from Acts, its subject matter provides the necessary background for the sacred 
history of Acts, and its inclusion in the papal programs under discussion confirms their larger investment in 
Petrine imagery.  
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of the Church Giovanni Carafa.417 Tensions between Rome and the Hapsburgs started 

with a proxy conflict over captured French ships in August 1555, and soon boiled over 

with news that Emperor Charles V had agreed to peace with the Lutherans at Augsburg 

on September 25, 1555. If anything could have been learned from the emperor’s 

negotiations with the Schmalkaldic League at the Diet of Speyer (1544), it was that the 

pope resented any political peace that jeopardized his authority. In a stunning blow to the 

Roman Church’s position, the Peace of Augsburg accomplished an even more radical 

concord than the concessions made in 1544 that drew Paul III’s Papal Admonition. First 

and foremost, the Peace granted princes the right to determine the faith of its people. It 

also gave Lutheran princes the legal titles to ecclesiastical lands previously held in 1552; 

accepted the openly heretical imperial electors of Brandenburg, Saxony and the 

Palatinate; and granted equal rights to Reformed princes that previously only Catholics 

enjoyed.418  Nothing could be more inflammatory to Paul IV than the fact that the 

document, exercised as a legally binding treaty, regulated Church affairs without any 

consideration of Rome’s position.419 Paul IV also discovered a plot to assassinate him 

that implicated Charles V, accelerating his paranoia and cursing the emperor and his 

 
 417 Carlo Carafa scandalized the papacy with his well-known homosexuality and a lifestyle of 
extreme extravagance. Giovanni Carafa notoriously murdered his wife, Violante di Cardona, on the 
suspicion of her infidelity. During his trial, Giovanni only confessed to Marcello Capece’s murder, the 
accused lover of Violante, and blamed her death on her family. The grisly details of Violante’s murder, and 
the exhumation of her body to confirm that she was killed with child were included in the trial. See 
Pattenden, Pius IV and the Fall of the Carafa, 61-63.  
 
 418 Carl Conrad Eckhardt, The Papacy and World Affairs: As Reflected in the Secularization of 
Politics (Chicago: The University of Chicago Press, 1937; Eugene: Wipf and Stock Publishers, 2016), 34, 
n. 1; Moritz Ritter, “Der Augsburger Religionfriede, 1555,” Historisches Traschenbuch, ed. Wilhelm 
Maurenbrecher, vol. 4 (Leipzig,1882), 259-60; Gustav Wolf, Der Augsburger Religionsfriede (Stuttgart: 
G.J. Göschen, 1890; Whitefish, MT: Kessinger Publishing, 2010), 170.  
 
 419 Paula Sutter Fichtner, “The Disobedience of the Obedient: Ferdinand I and the Papacy 1555-
1564,” The Sixteenth Century Journal 11 (1980): 25-34.  
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followers as “Lutherans and half-Jews, odious in the face of heaven, and detested by 

mankind!”420 Between this and the brink of a second sack led by Philip II, as Spanish 

troops crossed the Alban hills in 1557, the beleaguered pope found himself outmatched 

and desperate to avoid further humiliation from the Hapsburgs.421  

 The indignity suffered by Paul IV was exacerbated in 1558 by Charles V’s formal 

abdication of his empire to his brother, Ferdinand I (1556-1564), again, without any 

consultation with the pope.422 This presented a less than ideal situation for Paul IV, who 

urgently sought to reclaim the banner of social orthodoxy. Ferdinand I had supported the 

Colloquy of Worms in 1557, was a leading figure in the Peace of Passau, and sanctioned 

his son Maximillian’s Protestant beliefs.423 Faced with yet another emperor reluctant to 

bend to papal authority, Paul IV resorted to contesting Ferdinand I’s election in 1558 by 

the German electors because three of them–Brandenburg, Saxony, and the Palatinate—

were known heretics, therefore casting doubt on its validity.424 The struggle between 

 
 420 Pattenden, Pius IV and the Fall of the Carafa, 17, n. 29; “Che sono in odio al cielo essendo 
luterani e mezzi guide, odiosi al mondo perché sono insopportabili e tiranni,” quoted from Navagero to the 
Senate, July 13, 1556, in Daniele Santarelli, La correspondenza di Bernardo Navagero, ambasciatore 
veneziano a Roma, vol. 2 (Rome: Aracne, 2011), 179-80.  
 
 421 M. J. Rodríguez-Salgado, “The War Against the Papacy,” in The Changing Face of Empire. 
Charles V, Philip II and Habsburg Authority, 1551-1559 (New York: Cambridge University Press, 1988), 
151-157.  
 
 422 Adding insult to injury, the plans for Charles V’s abdication had been in the works since 1556, 
none of which was shared with the pope. The depth of Paul IV’s hatred for Charles V extended beyond his 
life with the pope refusing to offer intercessions for the emperor’s soul. See Pattenden, Pius IV and the Fall 
of the Carafa, 22, n. 44.  
 
 423 Since the abdication of a living emperor had never occurred, the entire election became the 
focus of a cardinal commission charged with assessing its canon law. They determined that: only a pope 
can depose an emperor and that as a result of his coronation oath, cannot relieve himself of the duty to 
serve as emperor and protector of the faith. See Stefan Bauer, “Panvinio’s History of Imperial Elections,” 
in The Invention of Papal History: Onofrio Panvinio between Renaissance and Catholic Reform (Oxford: 
Oxford University Press, 2020), 139-140; and François Auguste Alexis Mignet, “L’abdication,” in Charles-
Quint: son abdication son séjour et sa mort au Monastère de Yuste (Paris: Didier, 1857), 81-88.  
 
 424 Carl Conrad Eckhardt, The Papacy and World Affairs: As Reflected in the Secularization of 
Politics, 39, n. 13; Eduard Reimann, “Der Streit zwischen Papstthum und Kaiserthum im Jahre 1558,” 
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pope and emperor came to an end with the election of Paul IV’s successor, Pius IV, who 

opened his pontificate with the pressing issue of papal versus imperial authority. Granting 

Ferdinand I the imperial title meant accepting the validity of the Peace of Augsburg, but 

continuing Hapsburg aggressions risked a prolonged stalemate. Reconciliation came in 

February 1560 when Pius IV accepted an audience with the imperial representative, 

Count Scipio von Arco, who promised an apology and an oath of obedience from 

Ferdinand I.425 Fearing a leaked document similar to that of Papal Admonition, the 

imperial apology was conveyed orally. While Pius IV remedied these strained relations, 

Ferdinand I also never received a papal coronation, which essentially emancipated the 

German crown from the pope.426 Besides healing the papacy’s fractured relationship with 

the emperor, Pius IV spent the majority of the 1560s embroiled in negotiations with 

Ferdinand I, Philip II, and Francis II—much like his predecessor, Paul III—to reconvene 

the Council of Trent. The players might have changed since the 1540s, but the same self-

interests, the fear of national churches, and the struggle between religious authority and 

secular autonomy remained constant.427 All of these events played directly into the 

 
Forschungen zur deutschen Geschichte, (Göttingen, 1865), 5:299-302;  and Pastor, History of the Popes, 
16:571-73.  
 
 425 Paula Sutter Fichtner, “The Disobedience of the Obedient: Ferdinand I and the Papacy 1555-
1564,” The Sixteenth Century Journal 11 (1980): 25-34. 
 
 426 Leopold Von Ranke, Deutsche Geschichte im Zeitalter der Reformation (Leipzig: Hendel, 
1933; Berlin: Walter de Gruyter, 2019), 6:90-93.  
 
 427 Henry VIII’s creation of the National Church of England illustrated a possibility of religious 
independence from the papacy. As Roland Bainton points out, Luther’s treatise, On Secular Authority 
(1523) paved a way for reconsidering this relationship by arguing for belief as a “free work” (freies Werk 
um den Glauben) that secular authority should not enforce (so oder so glauben lassen, wie man kann und 
will). Roland Bainton, Here I Stand: A Life of Martin Luther (Nashville: Abingdon Press, 1950; Peabody, 
Mass: Hendrickson Publishers, 2012), 212; and Robert von Friedeburg, “Cuius Regio, Eius Religio. The 
Ambivalent Meanings of State Building in Protestant Germany, 1555-1655,” in Diversity and Dissent: 
Negotiating Religious Difference in Central Europe, 1500-1800, ed. Howard P. Louthan, Gary B. Cohen 
and Franz A. J. Szabo (New York: Berghahn Books, 2011), 74. The French posited a similar idea, arguing 
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backdrop of Pius IV’s initial artistic patronage. Like his predecessors—who similarly 

confronted the eroding stability of their authority—Pius turned to the Apostolic roots of 

the papal institution for its pictorial subject matter, which he incorporated into his 

eponymously named casino in the Vatican Gardens.   

 
 

The Proximity of Discipleship: the Life of Peter 
 
Beginning in May of 1560, Pius IV decided to resuscitate an outstanding project left 

unfinished by his maligned predecessor, Paul IV.428 Originally designed by Pirro Ligorio 

in November 1558, the project was envisioned as a villa retreat set into a hill located in 

the gardens on the western side of the Cortile del Belvedere (Fig. 47).429 Due to the 

waning power of the Carafa papacy, the project was abandoned only eight months after 

its start.430 When Pius IV resumed the project, he selected Federico Barocci as the 

principal artist, who assembled a team that included Santi di Tito and the young Federico 

 
that the French political body was a “mystical body before it was a political body.” See Henry Heller, Anti-
Italianism in Sixteenth-Century France (Toronto: University of Toronto Press, 2003), 17.  
 
 428 Some of the scholarship on the Casino Pio IV includes: Arnold Nesselrath, “Pirro Ligorio’s 
Casino of Pius IV Reconsidered, or, Why people love Ligorio’s buildings,” in Pirro Ligorio’s Worlds, ed. 
Fernando Loffredo and Ginette Vagenheim (Leiden: Brill, 2019), 181-199; Daria Borghese, La Casina di 
Pio IV in Vaticano (Torino: Allemandi, 2010); Christoph Luitpold Frommel, “La palazzina di Pio IV,” 
Paragone 59 (2008): 3-20; Maria Losito, Pirro Ligorio e il Casino di Paolo IV in Vaticano: l’esempio delle 
cose passate (Roma: Palombi, 2000); Louis Cellauro, “The Casion of Pios IV in the Vatican,” Papers of 
the British School at Rome 36 (1995): 183-214; Graham Smith, The Casino of Pius IV (Princeton: 
Princeton University Press, 1977); Marcello Fagiolo, “La Casino di Pio IV in Vaticano: Pirro Ligorio e 
l’architettura come geografico,” Storia dell’arte 15/16 (1972): 237-281; and Walter Friedlaender, Das 
Kasino Pius des Vierten (Leipzig: K.W. Hiersmann, 1912).  
 
 429 Cellauro, “The Casino of Pius IV,” 189, n. 18. 
 
 430 Cellauro notes that the payments made by Paul IV for the Casino project can be found in the 
two entries in the Tesoreria secreta from 21 May to 30 August, and again from 30 August to 27 November 
1558. See Cellauro, “The Casino of Pius IV,” 189, n. 14. 
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Zuccaro, among others, all of whom arrived in Rome in 1561.431 Work on the interior 

decorative program lasted through 1563, with the final payments recorded on June and 

September of that year. Even though Barocci served as the lead artist, he entrusted 

Zuccaro with a significant amount of pictorial responsibility throughout the entire 

structure. This initial project certainly helped teach Zuccaro the mechanics behind 

organizing a papal iconographic program. The lessons learned here, undoubtedly, 

provided him with insight into how to select and arrange biblical narratives into a 

coherent system. With Barocci, Zuccaro developed sensitivity to iconographies that 

would carry into his later papal projects.432 The elaborate program, which has been 

described as “an extraordinary confection of fresco and stucco,” juxtaposed Christian 

iconography with Antique subjects, like the Passion of Adonis. Scholars who have 

analyzed its decoration tend to focus exclusively on its Christianizing of Ovid rather than 

its symbolic value of its execution in the larger framework of papal imagery. By ignoring 

the papal history of the early 1560s, these readings have overlooked the reflection of 

challenges inherited and confronted by Pius IV in specific components of the program’s 

symbolism, leaving a crucial aspect aside that influenced the selection of its subject 

matter.  

Initially, Zuccaro was tasked with the central section of the main loggia. He 

depicted a number of scenes from the book of Exodus, including the Crossing of the Red 

 
 431 Additional aritsts were included, such as Pierleone di Giulio Zenga, Pierantonnio Alciati, 
Giovanni da Carso and Pietro Venale. These names appear in the documents originally published by Walter 
Friedlaender, Das Kasino Pius des Vierten (Leipzig: K.W. Hiersmann, 1912), 124-32; Cellauro, 189, n. 18. 
 
 432 Following his work in the Casino Pio IV, Federico and his brother Taddeo were engaged in the 
Sala Regia decorative program. See Angela Böck, Die Sala Regia im Vatikan als Beispiel der 
Selbstdarstellung des Papsttums in der zweiten Hälfte des 16. Jahrhunderts (Hildensheim: Olms, 1997), 
51-52, 62-65, and 165-167; and Cristina Acidini Luchinat, Taddeo e Federico Zuccari. Fratelli pittori del 
Cinquecento, vol. 1 (Milano: Jandi Sapi Editori, 1999), 150-153. 
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Sea, Moses and Aaron before Pharaoh, and the Egyptians Dead on the Seashore.433 The 

centrality of Moses in the decorative program extended throughout the portico, which 

contains two large images of Moses Striking the Rock and the Gathering of Manna.434 

Similarly, in the second room where smaller scenes are bordered by stucco frames, 

Zuccaro depicted Moses Receiving the Tablets of Law and Moses Presenting the Law to 

the Israelites.435 For the frames that carry Pius IV’s coat of arms, two small adjoining 

tondi portray scenes of Moses in the Ark of Bulrushes and the Finding of Moses.436 

Dedicating an entire cycle to the Life of Moses drew parallels to the imagery represented 

in the Sistine Chapel, where the prophet represents the old dispensation fulfilled through 

Christ. In the largest room, known as the stanza grande di sopra, Federico was tasked 

with depicting a Life of Christ cycle. Rather than follow the typological model instituted 

in the early Cinquecento, the program for the casino prominently introduced three scenes 

from the Life of Peter into the pictorial system, taking an important step that shifted 

emphasis away from the Old Testament to the book of Acts (Fig. 48). In the center of the 

vault, a large oval depicting the Agony in the Garden anchors the program; in the four 

coves, Federico depicted the First Temptation of Christ, the Transfiguration, the Last 

Supper, and the Carrying of the Cross.437 Below the vault images, Federico executed a 

series of framed scenes, including three distinct Petrine narratives: Peter Kneeling before 

 
 433 Graham Smith, The Casino of Pius IV, 80, n. 9. The three episodes were represented together in 
Cosimo Roselli’s fresco in the Sistine Chapel. See Leopold D. Ettlinger, the Sistine Chapel before 
Michelangelo: Religious Imagery and Papal Primacy (Oxford: Oxford University Press, 1965), 3 and 18. 
 
 434 Smith, The Casino of Pius IV, 81. 
 
 435 Smith, 83. 
 
 436 Smith, 84. 
 
 437 Smith, 88, n. 35. 
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Christ after the Miraculous Draught of Fishes, Christ and Peter Walking on Water, and 

Christ Calming the Storm (Fig. 49).438 This was an unusual configuration since it 

introduced the vantage point of Christ’s chosen successor into the typological structure. 

While the scenes are references to Christ’s miracles, they are, above all, the lived 

experiences of Peter, and the inclusion of his perspective foreshadows his role as the 

leader of the apostles and highlights the intimacy of his relationship with Christ. The 

synoptic gospels recount a total of thirty-four miracles performed by Jesus.439 Of these 

miracles, a group of eight supernatural events revealed Christ’s ability to control the 

forces of nature.440 Federico’s images in the Casino of Pius IV take their subject matter 

from these specific miracles. Though they serve as revelations of Christ’s supernatural 

power, their impact is directed at the disciples who bear witness to these events.  In each 

of these instances, the key factor is a test of faith; in particular, Peter’s beliefs, 

conviction, and trust are put on display.  

The first image—Peter Kneeling Before Christ after the Miraculous Draught of 

Fishes—has only one scriptural reference: Luke 5:1-11. Luke recounts the miracle as: 

When [Jesus] had finished speaking, he said to Simon, “Put out into deep water, 
and let down the nets for a catch.” Simon answered, “Master, we’ve worked hard 
all night and haven’t caught anything. But because you say so, I will let down the 
nets.” When they had done so, they caught such a large number of fish that their 

 
 438 The rest of the frieze contains images of: David Restraining Abishai from Killing Saul, the 
Crossing of the Red Sea, and Judith and her Maidservant Fleeing with the head of Holofernes. And the 
northwest end: John the Baptist in the Wilderness, Jonah and the Whale, and Penitence of St. Jerome. See 
Smith, 88, n. 37 and 38. 
 
 439 Thirty-two occur before the Resurrection, and a second miracle of fishes takes place after the 
Resurrection (John 2:1-14). 
 
 440 These miracles include: the Wedding at Cana (John 2:1-12), the Miraculous Draught of Fishes 
(Luke 5:1-11); the Feeding of the Multitude (Matthew 14:13-24; Mark 6:31-44; Luke 9:12-17; John 6:1-
14); Christ Walking on Water (Matthew 14:22-36; Mark 6:45-56; John6:16-24); the Transfiguration 
(Matthew: 17:1-8; Mark 9:2-8; Luke 9:28-36: 2 Peter 1:16-18), the Tribute Money (Matthew 17:24-27); 
and the Cursing of the Fig Tree (Matthew 21:18-22; Mark 11:12-25).   
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nets began to break. So they signaled their partners in the other boat to come and 
help them, and they came and filled both boats so full that they began to sink. 
When Simon Peter saw this, he fell at Jesus’ knees and said, “Go away from me, 
Lord; I am a sinful man!”441 
 

Even though Christ performs the miracle, the entire interaction rests on Peter’s response 

to Christ’s command. This miracle initiates the calling of Peter, and thus serves as the 

beginning of the Petrine narrative. Moreover, Peter’s acknowledgment of Christ’s 

divinity sets up the foundational phrase, “Do not be afraid; from now on you will fish for 

people.”442 Christ’s prophetic words prefigure what will be the entire sequence of events 

that make up the book of Acts, and the apostles’ independent spreading of the Christian 

faith. For the papal identity, this particular scene holds a considerable amount of 

significance, and the fact that it was employed by both Leo X and Paul III is not 

coincidental; rather, it serves to foreground the responsibility of Peter’s successors as the 

true fishers of men.  

In the second image, the miracle of Christ Walking on Water, Peter’s actions and 

experience are again central to the entire revelation (Fig. 49). This miracle appears in 

three different gospels: Matthew 14:22-33; Mark 6:45-52; and John 6:16-21. In all three 

texts, this event takes place during Christ’s ministry in Galilee, immediately after the 

Feeding of the Five Thousand. There is little variation between the gospels, which 

recount the narrative as: 

Immediately Jesus made his disciples get into the boat and go on ahead of him to 
Bethsaida, while he dismissed the crowd. After leaving them, he went up on a 
mountain to pray. Later that night, the boat was in the middle of the lake, and he 
was alone on the land. He saw the disciples straining at the oars, because the wind 
was against them. Shortly before dawn he went out to them, walking on the lake. 

 
 441 Luke 5:1-11 (New American Standard Bible Revised Edition, 2011).  
 
 442 The same phrase appears in Matthew 4:18-22 as the Calling of Peter and Andrew, but it does 
not describe the Miraculous Draught of Fishes. 
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He was about to pass by them, but when they saw him walking on the lake, they 
thought he was a ghost. They cried out, because they all saw him and were 
terrified. Immediately he spoke to them and said, “Take courage! It is I. Do not be 
afraid.”443 
 

Only the gospel of Matthew describes the momentous event of Peter attempting to walk 

on water, indicating that this serves as the representation’s source material. This text 

extends the narrative, recounting: 

“Lord, if it is you,” Peter replied, “tell me to come to you on the water.” 
“Come,” he said. Then Peter got down out of the boat, walked on the water 
and came toward Jesus. But when he saw the wind, he was afraid, and 
beginning to sink, cried out, “Lord! Save me!” Immediately Jesus reached 
out his hand and caught him. “You of little faith,” he said, “why did you 
doubt?” And when they climbed into the boat, the wind calmed down. Then 
those who were in the boat worshiped him, saying, “Truly you are the Son 
of God.”  
 

As with the Miraculous Draught, this narrative rests on Peter’s doubt, which Jesus 

corrects through his supernatural intervention. Likewise, the Calming of the Storm is 

another episode where Christ’s control of nature tests the disciples’ faith. This miracle 

appears in the same three synoptic gospels: Matthew 8:23-27; Mark 4:35-41; and Luke 

8:22-25. Not to be confused with the storm that precedes Christ Walking on Water, this 

narrative occurs in Capernaum. Matthew describes the events as: 

Then he got into the boat and his disciples followed him. Suddenly a furious 
storm came up on the lake, so that the waves swept over the boat. But Jesus was 
sleeping. The disciples went and woke him, saying, “Lord, save us! We’re going 
to drown!” He replied, “You of little faith, why are you so afraid?” Then he got 
up and rebuked the winds and the waves, and it was completely calm. The men 
were amazed and asked, “What kind of man is this? Even the winds and the 
waves obey him!”444 

 

 
 443 Mark 6:45-53 (New American Bible Revised Edition, 2011). 
 
 444 There are slight variations in words exchanged by the apostles. In Mark 4:38-39, the disciples 
say, “Teacher don’t you care if we drown?” and Christ’s rebuke is, “Quiet! Be still.” Whereas in Luke 8:24, 
Christ asks the disciples, “Where is your faith?” (New American Bible Revised Edition, 2011). 
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In both of these instances, Peter and the apostles find themselves in the position of 

needing Christ to save their lives. These miracles reinforce the necessity of faith for 

salvation, but, more importantly, these scenes rest entirely on the personal experience of 

Peter and his witnessing of Christ’s power. What has been overlooked in these Petrine 

scenes is how they frame, through the Prince of the Apostles, the very nature of 

discipleship as a matter of true faith. Contained in all three narratives is a clear lesson: in 

the face of adversity, real believers will follow Christ.  

 For Pius IV, this message and its implications for his current negotiations with the 

heads of state were germane as he attempted to reconvene the Council of Trent. February 

1560, three months before the start of the casino project, marked an intensification in the 

pope’s soliciting of Philip II and Ferdinand I to support returning to a General Council.445 

In order to thwart the high stakes gamble of a French National Council, Pius IV was 

pressed to obtain unanimous consent to the reconvening of the Council and to the 

adoption of the decrees previously authored by those participants of the first period. The 

ceaseless legations of cardinals to every leader—Stanislaus Hosius, Zaccaria Delfino, 

Giovanni Morone, and Cristoforo Madruzzo to the emperor; Prospero Pubblicola 

Santacroce and Ottaviano Raverta to Philip II; François de Tournon and Charles de Guise 

to Francis II—occupied the papal court through November 29, 1560 when the papal bull 

of convocation was issued.446 What became clear throughout this prolonged arbitration 

 
 445 Pastor, History of the Popes,15:180, n 6. It was Scipione d’Arco who first broached the topic of 
a General Council with the Pope when he arrived in Rome on February 17, 1560. As Pastor noted, the 
peace of Cateau-Cambresis in April 1559 between Philip II and Francis II suggested that their concord 
would be easily obtained.  
 
 446 Breaking the stalemate between the leaders was the ultimate decision that Trent should be the 
location of the council, and it was Francis II who first agreed, setting in motion a domino between the 
emperor and Philip II. Pastor, 15: 210-212; and O’Malley, “The Middle Years, 1547-1562,” 167.  
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was the fact that the time had passed for reconciliation with the reformed churches, and 

that the only option moving forward was a closing of ranks for the Catholics. A 

memorandum sent by Ferdinand I in June 1560 illustrates the pressures exerted on the 

emperor following the Peace of Augsburg when he stipulated that all Christian powers—

as well as the “kingdoms that have fallen away from the Church”—are both represented 

and given fair participation.447 The context for including Zuccaro’s Petrine imagery finds 

a tenor similar to Paul III’s incorporation of St. Paul’s conversion—the ship of the 

Church needs only to remain faithful. The papacy was focused on maintaining the 

Catholic footholds throughout Europe to prevent further losses stemming from the rise of 

national churches. The prince of the apostles experienced, by his lived witnessing 

Christ’s miracles, that moments of doubt, skepticism, and hesitation lead to peril.  

Including these particular Petrine narratives in a Life of Christ program placed an 

emphasis on Peter’s life as a model of real discipleship and a metaphor for the current 

stakes of reconvening Trent. When the bull, Ad Ecclesaiae Regimen, was finally read and 

the date for Easter Sunday of the following year was set (April 6, 1561), the pope made 

clear: its objectives, above all else, were the extirpation of heresy, union of the Church, 

and peace amongst its princes for the well-being of the Catholic faith.448 

 
 

 
 447 The Emperor went as far as to append a copy of the Peace of Augsburg to the memorandum 
sent to the pope. Pastor, 15:189-191, n. 4.  
  
 448 Kenneth Meyer Setton, “The Third Period and Closure of the Council of Trent (1561-1563),” 
in The Papacy and the Levant (Philadelphia: American Philosophical Society, 1976), 1:769, n. 2; Angelo 
Massarelli, Diarium septimum, in Sebastien Merkle, Concilium Tridentinum: Diariorum, Actoru, 
Epistularum, Tractatuum Nova Collectio (Freiburg: Herder, 1902), 2:349. It is important to remember that 
the bull was initially read in secret consistory before it was published on December 2, 1560, but this led to 
a debate to the use of language between the terms “de integro indiciums” and “revocamus.” See H. Outram 
Evennett, “Ad Ecclesiam Regimen,” in The Cardinal of Lorraine and the Council of Trent: a study in the 
Counter-Reformation (Cambridge: Cambridge University Press, 2011), 189-192.  
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A Return to Conservativism: Pius V 
 
On December 4, 1563, a Te Deum was sung in the Cathedral of Trent that signaled the 

closing of a council that, over the course of the previous year, had exerted all of its efforts 

to complete the colossal task of authoring the unresolved reform decrees. News had 

arrived from Rome on November 17that Pius IV was gravely ill. The fear that his death 

would mean not only the council’s suspension but the uncertainty of its reconvening sent 

the cardinals into a panic. Fighting against the pressure of time, the final weeks of the 

council’s productivity were carried on the backs of Cardinals Giovanni Morone, Charles 

de Guise, Ludovico Simonetta, and Cristoforo Madruzzo. They launched into action and 

formulated deputations charged with producing these texts, eliminating the bureaucratic 

gridlock.449  Pius IV lived to see the council completed, but the task of implementing its 

reform fell to his predecessor, Pius V. Someone of lesser character could have easily 

neglected the urgency of this responsibility, but then-Cardinal Antonio Ghislieri won the 

support of the influential Cardinal Carlo Borromeo based on his incorruptible morals, 

religious zeal, and genuine asceticism.450 This character also went hand-in-hand with an 

inflexible orthodoxy that has since cast his patronage as spartan due to a lack of interest 

in the visual arts. Nevertheless, as Steven F. Ostrow has shown: 

The arts in Rome did not die with Michelangelo, however. In fact, artistic 
culture in the papal capital entered a new and even more dynamic phase, 
and during the last third of the sixteenth century, a period that spans the 
pontificates of Pius V through Clement VIII, Rome was the site of 
extraordinary artistic activity.451 

 
 449 John W. O’Malley, “The Hectic Final Weeks,” in Trent. What Happened at the Council. 
(Cambridge: Harvard University Press, 2013), 235-247. 
 
 450 A foreshadowing of his future dedication and passion for the faith came when at the age of 
fourteen he joined the Dominican order, becoming an ordained priest at twenty-four.  
 
 451 Steven F. Ostrow, “The Counter-Reformation and the End of the Century,” in Rome, ed. 
Marcia Hall (New York: Cambridge University Press, 2005), 246.   
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Unfortunately, the historical characterization of Pius V has obscured the true tenor of his 

patronage, which could better be described as dedicated to maintaining a reformed image 

in the wake of Trent. Part of the restraint demonstrated by this pope can be read as a 

narrowing of the overall papal patronage scope; where his predecessors saw the value of 

extending the papacy’s profile into projects that carried civic and secular values, Pius V 

cultivated a more focused artistic profile that reinforced the new papal identity. It was, 

after all, Pius V who used Giorgio Vasari for his personal project at Santa Croce di 

Bosco. There, he painted the monumental Last Judgment (1569), Adoration of the Magi 

and a Martyrdom of Saint Peter Martyr (Fig. 50).452 Shortly after, the pope brought 

Vasari to Rome for more ambitious commissions, including the tripartite Tower of Pius V 

(Torre Pia) (January to June 1571), which earned him the knighthood of the Golden 

Spur, and the Sala Regia (1572) (Fig. 51).453 While these projects secured Vasari’s 

 
 452 Beppe Merlano, ed. Vasari a Bosco Marengo: Studi per il restauro delle tavole vasariane in 
Santa Croce. (Savignone: Sagep Editori, 2010); and Vittorio Natale, “Mi commise ch io gli facessi in 
Fiorenza una tavola’: Vasari e i suoi a Bosco,” in Santa Croce di Bosco Marengo, ed. Fulvio Cervini and 
Carlenrica Spagtigati (Alessandrina: Cassa di Risparmio di Alessandria, 2002), 99-101.  
 
 453 Vasari returned to Rome in December 1570, and by January 1571 he and his workshop, 
primarily Jacopo Zucchi, had completed the cartoons for all three chapels. The chapel was completed by 
June 30, 1571, and the program consisted of a chapel dedicated to each of the following: Saint Stephen, 
Saint Peter Martyr, and Saint Michael the Archangel. The most comprehensive presentation of the archival 
documents connected to the Torre Pia project are in Maira Giulia Aurigemma, “Torre Pia in Vaticano. 
Architettura, Decorazione, Committenza, Trasformazioni di Tre Cappelle Vasariani,” Römisches Jahrbuch 
der Bibliotheca Hertziana 39 (2009/2010): 65-164. Ostrow notes that Saint Michael represents the Church 
Militant and Saint Peter Martyr references Pius’s Dominican spirituality. Pius V inherited a Sala Regia that 
Pius IV had already made significant interventions between 1563-1564 when he brought in a group of 
artists that included: Girolamo da Sermoneta, Livio Agresti, Orazio Samacchini, Giovanni Battista Fiorini, 
Giuseppe Porta, Gianmaria Zopelli da Cremona, and Taddeo Zuccaro. See Stephen Ostrow, “The Counter-
Reformation and the End of the Century,” 249. The timeline of the project has been the subject of a 
monograph by Angela Böck, and the political significance of these scenes has been a sustained study for 
Jan de Jong. See Angela Die Sala Regia im Vatikan als Beispiel der Selbstdarstellung des Papsttums in der 
zweiten Hälfte des 16. Jahrhunderts (Hildensheim: Olms, 1997); and Jan L. de Jong, The Power and the 
Glorification: Papal Pretensions and the Art of Propaganda in the Fifteenth and Sixteenth Centuries, 
(University Park: Pennsylvania State University Press, 2013). Regarding Vasari’s knighthood, Witcombe 
notes that it was in part due to the support of Guglielmo Sangaletti and Cardinal Alessandrino that Pius V 
awarded his knighthood. See Christopher Witcombe, “Vasari’s Knighthood,” Notes in the History of Art 10 
(1991): 9-13. 
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lasting legacy at the Apostolic Palace, one project that was completely forgotten, until 

now, is a Life of Peter series of frescoes for the landings of the palace staircases 

(caposcale).  

 
 

A Forgotten Project: the Caposcale 
 
Pius V’s project for the Vatican Apostolic Palace stairs has remained an obscure point in 

Vasari scholarship as well as the larger history of papal patronage, buried in footnotes 

and assumed to have been destroyed. The following section lays out the archival 

documentation connected to the commission with a discussion of its subject matter, 

illustrating the repetition of Petrine narratives employed in previous papal commissions 

and the papacy’s increased investment in its apostolic history. After completing the 

Tower of Pius V (Torre Pia), Vasari took a brief sojourn from Rome, returning to papal 

court by January 1572. During this time, papal treasurer Monsignor Guglielmo Sangaletti 

sent him a letter dated August 1, 1571, directing him to, “send those stories for the stairs 

because they are much desired.”454 This suggests that, prior to his departure, a program 

was discussed with Pius V and, indeed, a second letter from Sangaletti was sent on 

August 3 with a similar request, this time emphasizing their expectancy.455 When Vasari 

returned to the papal court, he was occupied with preparing the cartoons for the 

ceremonial reception room in the Apostolic Palace (Sala Regia), which included the 

 
 454 “Mandate li disegni a Giovanbattista di quelle storie per le scale, perché sono desiderati; così 
quando mandate il disegnio di Camaldoli, so che Sua Santità l'averà gratissimo.” Frey, Der literarische 
Nachlass Giorgio Vasaris, 2:596, no. XLIX 
 
 455 “Basta che gli ha messo fuoco per tutto. Io non volevo scrivere cosa nessuna di questo fatto a 
Vostra Signoria, ma la penna et la collera m'ha trasportato; perdonatemi. Mandate a Giovanbattista quei 
disegni per le scalle che sono aspettati con molto desiderio.” Frey, Der literarische Nachlass Giorgio 
Vasaris, 2:395-396. 
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Presentation of the Standard of the Church to Don Juan d’Austria, the Holy League 

Fleet, and the Battle of Lepanto (Fig. 52).456 By March 1572, Vasari completed the battle 

scene. His initial work on the fleet image started in April 1572, but the death of Pius V on 

May 1, 1572 brought the project to another halt.457 Though these monumental frescoes 

were the focus of the papacy, word had traveled to Vasari’s network about his project for 

the landings of the palace staircases. Cosimo Bartoli regaled him, saying, “I am 

delighted, that you are in the middle of your history and that your assistants make the 

stories of Saint Peter on the landings of the stairs [emphasis mine].”458 It is unclear from 

these letters how much of the program had been completed before Pius V’s death. 

However, they do confirm that a program was discussed to use the Life of Peter as the 

subject matter for a complete campaign that would place his imagery throughout the 

Apostolic Palace, and, as a result, visually solidify the papal identity with its apostolic 

originator.  

 At this point, the project could have died with Pius V. When Vasari returned to 

Rome in November 1572, the events of the St. Bartholomew massacre of French 

Huguenots in Paris under the aegis of Catherine de’ Medici provided the new pope, 

Gregory XIII Boncompagni (1572-1585), with novel subjects for the remaining Sala 

Regia project.459 To meet these new demands, Vasari designed three scenes: the 

 
 456 Böck, Die Sala Regia im Vatikan, 17, n. 97.  
 
 457 Böck, 17, n. 98, 99, and 100. 
 
 458 “La vostra de XII mi è stata carissima, intendendo esservi state care le galee e galeaze 
disegnate. Mi rallegro, che siate al mezo della vostra istoria et che i vostri giovani faccino le storie di San 
Piero a’ pianerottoli delle scalle.” Frey, Der literarische Nachlass Giorgio Vasaris, 2:672, no. XLV. 
 
 459 The massacre took place on August 23, 1572 following a less than successful attack on 
Admiral Coligny on August 22. The total number of Huguenots killed is estimated at three thousand. For 
the history of the St. Bartholomew Day Massacre, see N. M. Sutherland, Massacre of Saint Bartholomew 
and the European Conflict, 1559-1572 (London: Macmillan, 1972); and D.R. Kelly, “Martyrs, Myths, and 
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Wounding of Coligny, the Slaughter of the Huguenots, and King Charles IV Ratifies the 

Death of Coligny (Fig. 53).460 Reviewing Vasari’s correspondence, however, reveals that 

during this period, Gregory XIII also had resumed Pius V’s former staircase project. A 

letter sent to Borghini on December 5 described the current projects, “Here we wait to 

finish the cartoons for the Sala Regia and for those stairs, where the Life of Saint Peter 

goes [emphasis mine].” 461 What has been understood as Vasari’s period in the Sala 

Regia, in reality, represents two concurrent papal projects. This questions the 

interpretation of his later correspondence with Grand Duke Cosimo I at the end of 

January 1573 when he reported that a total of eight cartoons had been completed and 

shown to the pope.462 Based on the fact that three scenes were executed for the Sala 

Regia, this letter suggests that the remaining five cartoons were related to the palace 

staircases project. Suddenly, in his letter to Borghini on February 5, 1573, Vasari 

complained that the original project for the stairs had increased in size, and that in 

addition to the seven cartoons already made for Pius V, another eight cartoons were 

 
the Massacre: the Background of St. Bartholomew,” in The Massacre of St. Bartholomew, Reappraisals 
and Documents, ed. A. Soman (The Hague: Springer, 1974), 181-202. For the art historical assessment of 
these scenes, see Alexandra Herz, “Vasari’s ‘Massacre’ Series in the Sala Regia: the Political, Juristic, and 
Religious Background,” Zeitschrift fur Kunstgeschichte 49 (1986): 41-54;  Philip Fehl “Vasari’s 
‘Extirpation of the Huguenots, the Challenge of Pity and Fear,” Gazette des Beaux-Arts 1974: 257-84; and 
Herwarth Röttgen, “Zeitgeschichtliche Bildprogramme der Katholischen Resturation unter Gregor XIII, 
1572-1585,” Munchner Jahrbuch der Bildenden Kunst 26 (1975): 89-122. 
 
 460 For Gregory’s addition of the St. Bartholomew Massacre to the Sala Regia, see Böck, 18, n. 
102. With the news that Venice had negotiated a treaty with Istanbul in early 1573, and rumors that Spain 
was considering a similar agreement, the fate of the Lepanto scenes became insecure. Even though Vasari 
had already finished a significant amount of the fresco representing the Holy League navies, Gregory XIII 
considered removing the scene entirely. A letter from Vasari to Francesco de Medici in April 153 describes 
Gregory’s thoughts of eliminating the armada altogether. See Thomas Dandelet, “Gregory XIII and 
Political Pragmatism in the Age of the Pax Hispanica,” Memoirs of the American Academy in Rome 54 
(2009): 31, n. 5.  
 
 461 “Qui s’atende a finire cartoni per la sala Regia et per quelle scale, dove va la vita di S. Piero. Di 
mano in mano sarete avisato di tutto.”  
 
 462 Frey, Der literarische Nachlass Giorgio Vasaris, 2:749-51, no. CMLXXI. 
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added, bringing the total to fifteen.463 Similar to his intervention in the Sala Regia, the 

increase in the narrative scope demonstrates that Gregory XIII assumed new authorship 

of the commission, tailoring the scenes to produce a more comprehensive system whose 

meanings were congruent with his papal agenda. From Vasari’s letter, the project had 

swelled to a total of fifteen images. Two had been painted, and he anticipated completing 

the remaining scenes by the feast of San Giovanni Battista on June 24, which meant 

balancing two simultaneous projects in the next four months. Work progressed steadily 

but required additional assistants to meet both commitments, and Vasari’s letter to 

Borghini on February 18 mentions that he anticipated Lorenzo Sabbatini would arrive the 

following week, along with two other painters, who should remain through April.464 With 

a larger workforce, Vasari completed three frescoes by March 6, leaving minor details 

and inscriptions to his assistants.465 The vast majority of work on the Sala Regia was 

done by April 16, 1573, in time for its inauguration on May 21.466 Three days later, on 

May 24, Vasari received a payment for “seven histories of Saint Peter for the palace 

 
 463 “Torno che sono di questa opera, come se gli è detto, alla fine di tutti e cartoni delle 7 storie 
della sala de' Re et di 8 storie di braccia 6 larghe et alte chi più et chi meno della vita di S. Pietro Apostolo, 
che vanno per le scale di palazzo a ogni pianerottolo, che Pio V n’aveva per mia cartoni fatte far 7, che di 
queste 8 n’è già dipinte dua, et il resto si farà fare fino a S. Giovanni Batista.” Frey, Der literarische 
Nachlass Giorgio Vasaris, 2:751-53, no. CMLCIII. 
 
 464 Vasari in Rome to Vincenzo Boghini in Florence , 18 February 1573, “Io meno le mani come 
un piffero, e Dio lodato tutti i sei cartoni grandi delle 6 storie della Sala son finiti affatto, né s’è mai fatto 
meglio, deo adiuvante, e nelle Sala sarà finito fra otto dì 2 storie colorite a fresco tutte di mia mano, che 
vuol dir qualcosa, e si anderà seguitando di sorte che martedì prossimo, che M. Lorenzo da Bologna con 
due altri viene qui per date aiuto, io crederò che per tutto Aprile aver finitio ogni cosa.” Frey, 2:756; Böck, 
18, n. 108; Vasari-Milanesi, 1981, 8: 490. 
 
 465 Böck 18, n. 110. 
 
 466 Böck 18, n. 111. 
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stairs.”467 After Vasari’s departure, payments continued through 1573 to Sabbatini and 

the remaining team, suggesting that Vasari left the project for assistants to finish.468  

 
 

“With Order and Designs by Lorenzo” 
 

What originally represented a clear and conspicuous investment by the papacy in a large-

scale visual program that impacted an extensive part of the fabric of the Apostolic Palace 

somehow faded in the art historical memory, captured only in eighteenth-century palace 

guidebooks. In his Le vite de’pittori, scultori, et architetti dal pontificato di Gregorio XIII 

(1642), Giovanni Baglione described the landings of the palace staircases in two different 

biographies; first, in the life of Vasari, and second in the life of his assistant, Donato da 

Formello.469 During his time in Vasari’s workshop, Formello participated in a number of 

 
 467 For Vasari’s final payment, see Aurigemma, “Torre Pia in Vaticano: architettura, decorazione, 
committenza, trasformazioni di tre cappelle vasariane,” 100, n. 186; ASR, Tesoreria Segreta, vol. 1300, fol. 
24, 24 maggio 1573, “s. 260 al cavalier giorgio raffari pittore pet compimento de s. 1600 simili per tutte le 
pitture fatte nella sala di Re e per la pitt.ra de sette istorie de san P.ro fatte ne le scale di palazzo.” 
Aurigemma’s citation notes the wrong folio number (66 not 63) and the payment was not made in scudi but 
gold, which Dr. Lothar Sickel reminded me would change the actual amount. A payment was made on 27 
Maggio 1573 “per la sala di Re e per la guaradaroba e sacro scalco” (f. 67), and on 12 December 1574 “a 
Antonio Mandelli per storie scale per copire le scalieri [...]” (1303, f. 46).  
 
 468 Böck, 18, n. 112: ASR, Cam. I, Tes. Segr. 1301, fol. 11, v., 23 Juli 1573: “E adì detto scudi 
diciasette d’oro in m.o. pagata per ordine di N. S. Re a maestro Lorenzo Sabatini pittore bolognese disse 
per darne scudi 12 a Dionisio Salviati pittore fiammingo e scudi 5 a Giovanni Francesco da Bologna 
depingano nella sala di Re per la loro provisione del presente mese di luglio; s.a. Frey, 2:754-757; John 
Arthur Gere and Philip Pouncey, Italian Drawings in the Department of Prints and Drawings in the British 
Museum, c. 1550 to c. 1640, vol. 1 (London: Trustees of the British Museum, 1983), 145-147.  
 
 469 Baglione’s description of the stairs project occurs in two different locations. First, in the life of 
Giorgio Vasari, he states: 
 

Nella scala di questo Palazzo, che viene dal Portico di San Pietro, entrando sopra 
alla mano manca, quando si giunge in cima del primo ordine, e vi è Christo, che 
salva San Pietro dal mare, e la barca con remiganti, è sua pittura dal tempo offesa, 
et hora ritocca. Poi nel principio della seconda scala, che volta alla sala Regia, sù 
l’alto dell’arco nella pate di dentro, v’é una pittura a fresco di Christo, che prega 
nell’hotro con Discepoli, ed è disegno di Giorgio, ma da uno dei suoi discepoli 
lavorato. 

 
He then continues with: 
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commissions. While he presents as a likely candidate for the staircases project, he does 

not appear in any of the archival documents. Later, Agostino Taja echoed Baglione’s 

attribution in his Descrizione del Palazzo Apostolico Vaticano (1750), explaining the split 

in labor: “This is a work done with the design and cartoon of the witty young man, 

Donato da Formello, in which instructed by Vasari, and erected in all the most famous 

works with him, […].”470 These histories eventually led Giovanni Pietro Chattard to give 

 
Nel Palazzo Vecchio Pontificio sù la porta di furoi della prima sala, dov’é un 
breve corridor coperto, il San Pietro, Sant’Andrea, e gli altri, che raggolgono le 
rete piena di pesci: e sopra la porta di dentro della sala Christo, che apparisce agli 
Discepoli, ch’erano in barca: ed all’incontro sù l’altra porta dentro la detta Sala, 
il Christo a federe, e San Pietro, e San Andrea sono cartoni del Vasari, ma poi da 
suoi allievi in fresco operati, e coloriti.  

 
The second time Baglione mentioned the project is in the life of Donato da Formello, where he writes: 
 

In quella scala, che dal secondo Cortile mette nella Sala Regia, in facia a piè della 
scala dalla parte di dentro sù l’alto dell’arco v’è, quando Nostro Signore lavò i 
piedi agli Apostoli a fresco di buona maniera figurato. Nell’altra scala, che 
incomincia dalla porta vecchia della Foreria, e va a riuscire alla porta delle loggie 
dipinte da Raffaelle, evvi quasi a piè di essa sù l’alto dell’arco nella parte pur di 
dentro, quando il Salvatore comanda, che si pigli il pesce, e vi trovano la moneta, 
per pagare il tribute a Cesare, con buon gusto rappresentata; e di vero è la migliore, 
ch’egli facesse si di colorito, come anche di disegno, a fresco condotta. Nella 
scala, che a mano manca segue, e volta per andare nell’appartamento vecchio 
Pontificio in faccia, nella lunette del muro, v’é la storia della navicella di Pietro, 
quando egli andò sopra l’acqua del mare al suo Redentore. Et a canto nell’altra 
nuletta, havvi essigiata quella di Christo, che libera dalla febre la suocera di San 
Pietro, a fresco lavorate. Nell’estremo dell’altra scala di sopra, che guida 
all’habitatione del vecchio Palazzo Pontificio, pure in una lunetta di muro, la 
piccolo storia di Christo, che trova Pietro, ed Andrea, che con le reti si affaticano 
nella barca, parimente da Donato con buona diligenza fu formata. 

 
Although Baglione does write a life of Lorenzo Sabbatini, he does not include this program in his list of 
accomplishments. Giovanni Baglione, Le vite de’ pittori, scultori et architetti: dal pontificato di Gregorio 
XIII del 1572 in fino ai tempi di Papa Vrbano Ottauo nel 1642 (Roma: Stamperia d’Andrea Fei, 1642), 13, 
16-17. 
 
 470 Taja describes the frescoes as: 
 

Scala a cordonata, che dal Portone della Foreria nel Cortinle delle logge meete in 
fine nella sala vecchi degli Svizzeri, in quella di Costantino, e per fine nelle stanze 
dipinte da Raffaello. Entrati dunque, che saremo nel pubblico Cortile delle Logge 
detto di San Damasco, ci si aprirà in facia dalla banda verso San Pietro un ampio 
portone arcato, e posto nel mezzo da quattro colonne con sopra una ringhiera; 
entro del quale si scorge a prima vista l’antica porticella della Pontificia Foreria 
coll’arme al di sopra in marmo, e col nome scritto del Pontefice Pio IV. Ora dal 
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the entire project to da Formello in his Nuova descrizioni del Vaticano o sia della 

Sacrosancta basilica (1766).471 Attributing the execution of this program to a relatively 

 
fianco di questa porta sorge una scala a cordonata, che s’innalza nella sua volta 
da principio per un’sotto arco, tanto chè nella facciata di questo rialzamento resta 
un gran sito arcato al di sopra, sul quale si mostra alla veduta di chi, essendo salito 
alquanto, si volge indietro, una vaga pittura in muro, dove si esprime in figure non 
maggiori del vivio condotte a fresco l’istoria di quando Nostro Signore comanda 
a San Pietro, che tragga dall bocca del pesce, che per Divino precetto aveva già 
pescato, la prodigiosa monetta per pagare il dazio per se, e per Gesù Cristo. La 
riviera del mare digradata per lontananza fa campo a questa sagrastoria; in cui la 
figura di Cristro in piedi collocate nel piano anteriore accenna a San Pietro, e gli 
comanda l’estrazione della moneta, mentre San Pietro mostra di chinarsi in atto 
di eseguire la volontàdel divino suo Maestro. Sono in disparate alter figure di 
Apostoli in espressione di riverenza, e di maraviglia. Tutta l’istoria è dipinta di 
buon disegno, e con pastoso, e morbido colorito, benché perfentemente a luogo a 
luogo resti sgrassiata, e ricoperta di polvere, e di salnitro. […] Questa è opera fatta 
col disegno e cartone dello spiritoso giovane Donato da Formello; il quale istruito 
dal Vasari; ed erecitato in tutti i più celebri lavori con esso lui, pure, sormontando 
la teorica, e la pratica di questa scuola, diede in molte opere poscia da se dipinte 
in Roma, ed in ispecie nel Vaticano, straordinarie speranze di ottima riuscita, ma 
da immature morte furon tronche. 

 
Agostino Maria Taja, Descrizione del Palazzo Apostolico Vaticano (Rome: Niccolò e Marco Pagliarini, 
1750), 102-103. 
 
 471 Chattard describes the project as: 
 

Quasi nel fine della predetta Scala sonovi due altri pilastri, uno incontro l’altro 
simili a quelli di sopra, con differenza però, che i Collarini di questi formando al 
di sotto un arco più basso, lasciano il muro di spora affatto vuoto; ed in esso si 
vede rappresentato a buon fresco da Donato da Formello il Salvadore, che Avanti 
l’ultima Cena lava i piedi a suoi Discepoli. Detta Scala corrisponde sotto il Portico 
del predetto Cortile del Maresciallo, da cui ne riceve il suo principale ingress. In 
tempo di Conclave vi si fanno lì Steccati, e Casotti per il Corpo di guardia di Sua 
Eccellenza, vendendo chiusa dall suddetta Guardia, per esser quivi il passo 
de’Signori Cardinali, quando entrano in Conclave, i quali riveuti sono, ed 
introdotti dentro la Clausura dal sopraddetto Maresciallo. Dopo aver noi osservato 
il primo Piano delle Loggie, e le varie abitazioni in esso esistenti, è tempo ormai, 
che ci avanziamo agli altri due Superiori Piani tanto più vaghi, ed adorni del 
primo, quanto del medesimo più eminenti. Si ascende a quelli per il secondo 
branco della Scala Vecchia a cordonata della Floreria, a cui si ha l’ingresso per la 
porta incontro la prima Arcata del primo piano delle Loggie di sopra descritta. 
Questo secondo Branco è compost di trentaquattro cordoni tutto coperto con volta 
a botte. Nel principio di esso vedonsi due Pilastri, uno incontro l’altro con Cimasa 
sopra, che fa imposta all’arco, che rivolta; rimirasi nel muro, che resta sin sotto la 
volta dipinta a fresco, la consegna delle Pontificie Chiavi allusive alla Potestà 
Suprema conferita dal Salvadore al Principe degli Apostoli con sue iscrizione 
sotto, parimente lavoro del detto Donato da Formello. Esistono su la dritta tre 
grandi finestroni con parapetto alto formati dentro il muro, che illuminano il detto 
branco. […] a capo del qualle nel festo tondo si scorge altra pittura con veduta di 
Mare, e Navicella nel mezzo, ove sono alcuni Apostoli; e San Pietro che titubante 
cammina per l’acque del Mare chiamato essendo dal suo Divino Maestro. A mano 
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obscure artist like Donato da Formello, whose independently authored works amount to a 

meager number of paintings in his hometown, explains why these frescoes have received 

almost zero scholarly attention for the last 240 years. What makes the commission even 

more perplexing is the possibility that additional scenes existed: two other texts report a 

tenth fresco. Ottavio Panciroli’s Roma, sacra e moderna (1725), and Filippo de Rossi’s 

Descrizioni di Roma moderna (1727) both describe a Last Supper image paired with the 

Tribute Money.472 Certainly, the Last Supper makes a logical pair with the Washing of the 

Disciples Feet, as a bookend to the Passover narrative. Originally, scholars operated 

under the assumption that Vasari’s Life of Saint Peter program was destroyed during 

Bernini’s construction of the Scala Regia; however, since all of the texts noted above 

were written fifty to ninety years after Bernini completed this project in 1666, this 

 
destra di detto ripiano rifiede altra finestra simile alle anetcedenti; e di contro evvi 
un arco con imposta, e pilastri sotto con cordone in mezzo dritto, euale salito segue 
altro ripiano Quadro con volta simile, ove su la dritta sotto la medesima nel festo 
vi è altra pittura rappresentante, quando il Savadore liberò dalla febbre la Suocera 
di San Pietro, opera l’una, e l’altra del soprariferito Donato da Formello. 

 
Giovanni Pietro Chattard, Nuova descrizione del Vaticano: O sia della sacrosancta basilica di S. Pietro 
data in Lvce (Rome: Eredi Barbiellini, 1762), 2:64-65. 
 
 472 Panciroli describes the scenes as: 
 

Mi ransi ancora diverse istorie nelle Lunette a capo d’ogni branca della Scala 
vecchia, che da questa parte conduce agli Appartamenti, e Loggie del Palazzo 
sudetto, ed è questa Scala stata costrutta senza gradini dal Famoso Bramante; 
Tutte le menzionate pitture sono del Vasari, o terminate con suo disegno da 
Donato da Formello, e da altri; fra l’altre vi dipinsero l’ultima Cena di Nostro 
Signore con gli Apostoli, e quando San Pietro ritrova la Moneta nel Pesce. Per la 
prenarrata Scala s’entra nelle Loggie e’uno spatioso, e vago Cortile, e di quella 
Scala da questa parte situate furono Architetti il già detto Bramanti, e Rafaello 
d’Urbino, dove nella Volta sono figurate diverse Inventioni di pergolate da 
Giovanni da Udine, in questo genere singolare, ed eccellente in quei tempi.”  
Filippo de Rossi, Descrizione di Roma moderna (Rome: de Rossi, 1727), 49. De 
Rossi states in his text, “Nei mezzi tondi, che distinguono le parti della medesima; 
il Vasari, e Donato da Formello suo discepolo, vi dipinsero l’ultima Cena del 
Signore, il San Pietro, che trova la moneta d’argento, nelle favi d’un pesce. 

 
Ottavio Panciroli, Roma, sacra e moderna (Rome: Mainardi, 1725), 353-354. 
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assumption, in fact, is not the case.  

 Today, a total of nine frescoes survive. The majority of these images appear on 

the landings of the staircases so that visitors would have viewed the scenes as they 

walked through the Apostolic Palace. Two scenes appear over the doors of a single room 

in the papal apartments, which further strengthens the plausibility that additional frescoes 

were painted during Gregory XIII’s renovations to the medieval apartments. (Fig. 54) 

Upon entering the palace through the ceremonial entrance, the first set of images that 

appear in the Stairs of the Marshall (Scala del Marescialllo) are the Giving of the Keys 

(Fig. 55) and Christ Washing Peter’s Feet (Fig. 56).473 These narratives, in particular, 

frame the centrality of Peter through images that symbolize the papal institution and the 

role of true discipleship, reinforcing these ideologies before a visitor stepped foot into the 

Sala Regia. Moving into the more private wing of the palace, a staircase that connects the 

Courtyard of the Parrot (Cortille del Papagallo) to the first loggia (prima loggia) 

contains five frescoes on five different landings going from the ground floor to the third 

floor. The narratives represented include the Tribute Money (Fig. 57), Peter Walking on 

Water (Fig. 58), Christ Teaching on the Sea (Fig. 59), the Miraculous Draught of Fishes 

(Fig. 60), and Christ Healing Peter’s Mother-in-Law (Fig. 61).474 The last pair of images 

are located over the entrances to a private and historic room in the papal apartments 

known as the Old Room of the Swiss Guard (Sala Vecchia degli Svizeri), where the 

 
 473 Tod A. Marder, “The Palace Entrance and Stairs during the Renaissance,” in Bernini’s Scala 
Regia at the Vatican Palace: Architecture, Sculpture, and Ritual (Cambridge: Cambridge University Press, 
1997), 27, 50-55, 79-80.  
 
 474 A full stylistic analysis of this program that includes a comparison of Vasari’s, Sabbatini’s, and 
Donato da Formello’s works require a more thorough discussion than can be provided in this chapter. This 
material will form a separate essay that examines the workshop practices at the papal court during the late 
1560s and early 1570s with a particular focus on the important of Bolognese artists.  
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ostiarii (guardians of the threshold) monitored access to the innermost parts of the 

palace.475 Here, two scenes representing the Calling of Peter (Fig. 62) and the Naming of 

Peter (Fig. 63) reinforced Peter’s origin narrative, and, more broadly, the concept of 

spiritual fealty. It is important to note that these three groupings of images—two 

staircases and a private room—are not physically connected; instead, the images traverse 

throughout semi-private and private spaces within the Apostolic Palace. As a result of 

their architectural discontinuity, the Life of Peter program has not been recognized as 

forming a continuous sequence of images.  

 While the textual sources reviewed above allocate the design and cartoons to 

Vasari and the execution to Donato da Formello, it is more accurate to assign their 

execution to the Bolognese painter, Lorenzo Sabbatini. The historiographic reliance on 

Baglione’s text did not account for an important archival document that firmly places the 

project under Sabbatini who, following Vasari’s departure from Rome, rose to the 

position of superintendent (soprintendenza) of Gregory XIII’s artistic patronage.476 

Sabbatini’s lead in this project can be confirmed by an unpublished biography of Gregory 

XIII in the Vatican Library. Of the seventeen biographies listed in the Archivio 

Boncompagni, one bears the title, Memorie sulle pitture. This anonymous and undated 

text lists Gregory’s commissions, providing a brief description of the site or program and 

its attribution. Far more concise than Marc Antonio Ciappi’s famous text, Compendio 

delle heroriche et gloriose attioni et santa vita di Papa Gregorio XIII (1591), which was 

 
 475 Arnold Nesselrath, “Gli appartamenti del Palazzo Apostolico Vaticano da Giulio II a Leone X,” 
in Il Palazzo apostolico vaticano, ed. Carlo Pietrangeli (Firenze: Nardini, 1992), 108.  
 
 476 Giovanni Baglione, Le vite de’ pittori, scultori et architetti: dal pontificato di Gregorio XIII del 
1572 in fino ai tempi di Papa Urbano Ottauo nel 1642 (Roma: Stamperia d’Andrea Fei, 1642), 18; and 
Carlo Cesare Malvasia, Felsina pittrice: vite de pittori bolognesi, vol. 1 (Bologna: Domenico Barbieri, 
1678), 182.  
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published in Rome, this supplemental biography does not proceed chronologically, but 

manufactures Gregory’s identity as an artistic guidebook.477 The text begins at the heart 

of his patronage with the Cappella Gregoriana, his personal chapel in the newly 

renovated Saint Peter’s Basilica. It then lists a program, “Sopra le porte di San Pietro,” 

giving the description, “above the five doors of Saint Peter’s, and all of the stairs of the 

palace where the Acts of the Apostles were painted, made with orders and designs by 

Lorenzo Sabbatini, Bolognese painter [emphasis mine].”478 Besides this change to its 

attribution, another piece of textual evidence suggests that the project could have been far 

more elaborate than the extant frescoes prove. Giorgio Vasari kept a notebook containing 

descriptions of different iconographies and symbols known as the Zilbaldone (Varie 

invenzioni di Meser Giorgio Vasari, d’Importanza).479 Julian Kleiman discovered that 

this text lists seven inscriptions for the Life of Saint Peter series. 480 This breadcrumb of 

 
 477 Marc Antonio Ciappi, Compendio delle heroiche et gloriose attioni, et santa vita di Papa 
Gregorio XIII (Roma: Giovanni Martinelli, 1591); BAV, Archivio Boncompagni (Bon.) D. 5, 240-241. 
 
 478 “Sopra le cinque Porti di San Pietro, e [tutti] le Caposcale di Palazzo dove sono dipinto l’Atti 
dell’Apostoli furono matti con ordigni et disgeno di Lorenzo Sabbatini Pittore Bolognese.” Bav. Bon. D. 5, 
240-241. I will return to the program for the exterior portico in the final chapter, connected it to a series of 
papal medals issued by Gregory XIII that follow the imagery of his predecessors. 
 
 479Alessandro Del Vita, Lo Zibaldone di Giorgio Vasari (Arezzo: Tipografia Zelli, 1938).   
 
 480 Julian Kleimann described the subjects as: 
 

Dieci degli affreschi in questione, di cui una parte si trovava sulla vecchia scala 
regia e fu distrutta quindi allorché si cominciò la costruzione del Bernini, sono 
menzionati dal Baglione nell evite del Vasari e del poco conosciuto Donato da 
Formello. […] Oltre a una ‘Lavanda dei piedi’ del Donato sulla Scala del 
Maresciallo, esiste tuttora una serie di otto affreschi della vita di San Pieto che 
comincia con due sopraporte nella Sala Vecchi degli Svizzeri e continua sulle 
scale dietro le Loggie per finire al pian terreno col Miracolo del Pesce. Solo i 
primi tre affreschi sono, secondo il Baglione, ‘cartoni del Vasari, ma poi da’ suoi 
allievi in fresco operati e coloriti,’ mentro ‘invention’ e disegno degli altri furono 
da lui dati al Donato; informazione di dubbia attendibilità in quanto vi includere 
anche uno degli affreschi di cui ha precendentemente attibuito il cartone al Vasari. 
Di questa serie di San Pietro fa parte anche la Consegna delle Chiavi, stranamente 
omessa dal Baglione, ma dal Taja e dal Chattard ugualmente attribuita a Donato 
da Formello [emphasis mine].  
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evidence, which was never incorporated into any of the eighteenth-century descriptions 

of the palace, provides mottos that reveal further subject matter intended for the 

program.481 Only two frescoes carry inscriptions, and neither of those match the ones 

listed by Vasari.482 Some of the inscriptions certainly make compatible pairs with a 

number of the extant frescoes. For example, the Zibaldone lists the phrase, “Domine non 

tantum pedes meos sed et manus et caput,” which makes an obvious reference to the 

Washing of the Feet; or the phrase, “Staterem illum da pro me et te,” which would 

correspond to Christ Walking on Water.483 Still others hint at the planned imagery. For 

example, the phrase, “Lord, shall we use the sword,” is a variation on Luke 22:49 when 

Peter strikes the servant of the High Priest. Another example is the phrase, “He delivered 

me from Herod,” which is another variation from Acts 12:11 when Peter is rescued from 

prison.484 Based on Vasari’s list, the final program would have fleshed out the Petrine 

narrative with much greater nuance than what can be assumed from the eighteenth-

century descriptions. The complete number of scenes, though, becomes more problematic 

 
Julian Kleimann, “Catalogue entries 40a-40c” in Giorgio Vasari. La Toscana nel ‘500, ed. Laura Corti, 
Charles Davis, Margaret Daly Davis, and Julian Kliemann (Firenze: edam, 1981), 100-101. 
 
 481 Scholars working from Del Vita’s transcriptions were mislead to believe that the frescoes had 
been destroyed since the commentary states, “Forse alcune di queste pitture – probabilmente distrutte o 
nascoste sotto gli intonachi per alterazioni o lavori fatti a quelle scale sono da identificarsi in quelle che si 
trovano ad ogni pianerottolo delle scale che dalle logge di Raffaello portano al piano della Sala Regia.” 
Alessandro Del Vita, Lo Zibaldone di Giorgio Vasari (Arezzo: Tipografia Zelli, 1938), 145. 
  
 482 Today, three frescoes carry inscriptions. Under the image of the Giving of the Keys, the 
inscription reads: QVODCVNQVE LIGAVERIS SVPER TERRAM. ERIT LIGATVM ET IN CAELIS. 
The second inscription under the image of Peter Walking on Water reads: MODICAE FIDEI QVARE DV 
BITASTI. The third scene of the Miraculous Draught bears the inscription: IN VERBO TVO LAXABO 
RETE.  
  
 483 Del Vita, Lo Zibaldone di Giorgio Vasari, 145. Another example are two successive phrases, 
“Sic Non potuisti una hora vigilare mecum,” and “Simon dormis! Non potuisti una hora vigilare?” These 
would correspond to the image of the Christ in the Garden of Gethsemane. 
 
 484 The original Latin from the Zibaldone reads: “Domine si percutimus in gladio,” and “Eripuit 
me Dominus de manu Herodis.” 
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since Vasari’s nephew, Marcantonio, reported in the Ricordi that a total of twenty 

paintings were made.485  

 
 

Memorializing History or Coercion? 
 
Given this list of subjects, the palace stairs project clearly relied heavily on the canon of 

Petrine imagery already developed by previous papal projects, signaling the prioritization 

of Peter for the papacy’s self-branding. Infusing the entire Apostolic Palace fabric with 

Peter’s presence and his legacy solidified the centrality of the papacy’s founder, and the 

concept of placing his presence on liminal thresholds throughout the palace reinforced 

this orientation towards its Apostolic history. As cardinals, legates, and members of the 

papal household moved throughout the palace, these images reminded those spectators of 

Peter’s direct involvement in Christ’s ministry as well as the consequence of his 

participation in the history of Christianity. The systematic development of the Petrine 

narrative and its pervasive distribution throughout the palace cultivated a symbolic 

panorama that fortified the papal brand. Choosing to call this process image branding 

rather than propaganda is key to understanding the symbolic value of these Apostolic-

focused programs, and how the transaction of investing/reinvesting cultural capital 

operated between commissions.486  

 In the case of early modern papal patronage, the pictorial program of the Sala 

Regia illustrates an obvious form of propaganda, particularly when the historical 

 
 485 “l’anno 1573 …Venti storie fra la vita di Cristo e di San Pietro ne I risconti delle scale del 
palazzo Vaticano.” Frey, Der literarische Nachlass Giorgio Vasaris, 2:885. 
 
 486 The distinction between propaganda and brand management are discussed above in the 
Introduction under the section “Locating a Papal Brand.” 42-46. 
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circumstances of its execution are considered. A fresco like Giuseppe Salviati’s Emperor 

Frederick I Barbarossa Asking Forgiveness from Pope Alexander III (c. 1563) presents a 

historicized image of imperial supplication. However, when compared to descriptions 

found in Venetian history books, the papal image engages in all three forms of deception: 

omitting the pope’s clandestine escape to Venice, distorting the emperor’s motivations 

for reconciliation, and redirecting to emphasize the public spectacle surrounding the 

emperor’s humble entreaty (Fig. 64).487 Memorializing the image of an emperor humbly 

kissing the foot of a pope served as a lesson on prescribed roles of sacred and secular 

powers. De Jong noted, “It is hard to say which kind of painting makes for better 

propaganda: a painting which presents an event as a real historical fact, or one that 

incorporates allegorical and other traditional elements so as to raise the event from the 

past to the level of a universal example.”488  

 Another way to look at this image is how it relies on coercion to underscore its 

political content specifically in the wake of the Peace of Augsburg and Ferdinand I’s 

eschewing of a papal coronation. At the very heart of the Peace stood what would be 

known as the formula of cuius regio, eius religio, and the implication that German 

princes were granted the ability to determine the faith of their lands.489 Defining and 

understanding the technicalities of the legal implications for princes and estates unfolded 

 
 487 Tracy E. Cooper, “Prolegomenon to a Quarrel of Images,” in Coming About. A Festschrift for 
Johan Shearman, ed. Lars R. Jones and Louisa C. Matthew (Cambridge: Harvard University Art Museums, 
2001), 141-148; De Jong, The Power and the Glorification, 130-131.  
 
 488 De Jong, The Power and the Glorification, 167.  
 
 489 Ironically, Robert von Friedeburg has shown that “Neither cuius regio, eius religio nor ius 
reformandi were formulas to be found in the actual regulations of the 1552 Treaty of Passau or the later 
1555 Peace of Augsburg.” Robert von Friedeburg, “Cuius Regio, Eius Religio. The Ambivalent Meanings 
of State Building in Protestant Germany, 1555-1655,” 79.   
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over the course of Pius IV’s reign without resolving conflicts like the vassals of Catholic 

prince living in an estate ruled by a Protestant prince.490 Adding further insult to the clear 

subversion of papal power was the fact that Ferdinand I made no attempt to receive a 

papal coronation, a fact that symbolically proved the ongoing disintegration of papal 

authority beginning with Maximilian I. Shortly after his election in 1493, Maximilian I 

was engaged in wars with France and Venice, making a trip to Rome for his papal 

coronation impossible. Initially, he took the title of emperor-elect in 1508 as a means to 

secure imperial troop support, and at the time Julius II accepted this lapse of tradition in 

order to promote his own agenda against Venice. A proper papal coronation never 

occurred despite his intentions for one. Making matters worse, he circumvented papal 

approval for his successor, and in 1518 secured preliminary votes for his grandson, 

Charles V. An incensed Leo X found himself with little recourse when the emperor died 

and German electors installed Charles V in 1519, but this paved the way for Ferdinand I 

to abstain from a papal coronation without incurring any consequences.491 Against this 

historical backdrop, an image of imperial supplication, whether accurate or not, relies on 

coercion to foreground papal power as a weapon that brought Ferdinand I’s ancestor to 

recognize Pius IV’s predecessor as the supreme leader. The propaganda of coercion 

extended throughout the entire pictorial program, reinforcing the inevitable outcomes for 

any secular ruler who dared to limit or undermine the incontrovertible power of the 

 
 490 The formula of cuius regio, eius religio did not appear in the sources before 1587. See 
Friedeberug, “Cuius Regio, Eius Religio,” 257, n. 27; and Bernd Christian Schneider, Ius Reformandi 
(Tübingen: Mohr Siebeck, 2001), 312, 318.  
 
 491 Edward Armstrong, “Leo X’s Attitude during the Imperial Election and Afterwards,” in The 
Emperor Charles V, vol. 1 (London: Macmillan and Co., 1902), 80-84; Martyn Rady, “The Imperial 
Election, 1519,” in The Emperor Charles V (New York: Routledge, 2014; New York: Pearson Education 
Limited, 1988), 14-20. 
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pope—much like the list of emperors described in Paul III’s Papal Admonition who died 

as a result of contradicting papal authority.  

 
 

Continuity and Consistency: Branding the Apostolic Past 
 
By contrast, the long-term investment by the later sixteenth-century papacy in Apostolic-

focused imagery illustrates what should be called the development of a papal brand. 

Branding, quite unlike propaganda, focuses on the issues of perceived identity and 

managing reputation. Branding a company, however, is different from personal branding. 

Communications theorists differentiate between corporate identity and personal identity 

through examples like Apple and Steve Jobs; at points, the two identities overlap, but the 

Apple brand identity (creative, stylish, cool) is not what Steve Job was known for as an 

individual (micro-managing, secretive, visionary, perfectionist). Institutional identity, 

particularly that of the papacy, proves far more challenging because the image produced 

by a given pope is at once a personal form or branding, as well as the symbolic collective 

of a larger institutional history. The papal commissions of Julius III, Pius IV, and Pius V 

all turned to Apostolic subject matter for their individual commissions. In doing so, these 

projects reveal two fundamental strategies inherent to the evolution of an early modern 

papal brand: consistency and continuity. By consistently using identical subjects or 

sourcing narratives from the same scripture, these projects effectively produced a canon 

of apostolic imagery.  

 With the exception of the fresco depicting Christ Healing Peter’s Mother-in-Law, 

the entire Life of Peter series for the Apostolic Palace stairs adopted narratives already 

employed in previous papal commissions beginning with Paul III. An image like Peter 
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Walking on Water (Navicella), for example, reappears in four different projects over the 

course of twenty years: first, in Paul III’s cope decoration designed by Perino del Vaga 

(1547) (Fig. 3), second, in Federico Zuccaro’s fresco for the Casino of Pius IV (1561) 

(Fig. 49), next Vasari’s fresco on staircase landing (caposcale) (1573) (Fig. 58), and 

finally, in the second loggia (seconda loggia) (1575-76) (Fig. 98), which I will discuss in 

the following chapter. The repetition of images perpetuated a larger shift towards a new 

Apostolic identity that defined the period of Counter Reform papal patronage. Reusing 

these images solidified the ubiquity of Peter and Paul for the papal identity. With each 

reinvestment into a new program, the papal brand reaffirmed the notion of historical 

continuity. Being able to trace the reoccurrence of these narratives not only confirms their 

significance for the pontificates following Paul III, but illustrates how the imagery slowly 

became expected/anticipated in the symbolic panorama of the Apostolic Palace. The 

manufacturing of a visual program built entirely around the promotion of the historical 

figure of Peter, and saturating the lived experience of the palace with this constant 

imagery, reified the uniqueness of his authority. Where the frescoes of the Sala Regia 

portrayed papal history to deliberately engineer the concept of papal authority through 

polemics, the Life of Peter sequences discussed above make no attempt to argue for a 

position of papal supremacy through the mechanism of propaganda. These Apostolic-

focused programs, rather, set their objectives as solidifying the reputation of the papacy 

around Peter’s proximity to Christ, his witnessing and lived experience of Christ’s 

miracles, and the exposition of discipleship as tests of faith.  
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Remembering History/Recovering Identity 
 
As the canon of Apostolic-focused imagery coalesced through these papal projects, one 

thing became clear: history was a powerful branding tool. Developing Petrine and 

Pauline narratives for the palace meant returning to the papacy’s original heritage to 

reorient the papal brand identity. In times of crisis, rediscovering the brand’s history can 

recover and redirect the corporate identity.492 The act of remembering that history—or 

Selbstbesinnung—occurred when the papacy returned to its apostolic heritage for the 

subject matter of its artistic programs. When Vasari included an image of the Peter 

Walking on Water (Navicella) in his program for the Life of Saint Peter series, the return 

to the papacy’s apostolic history had become evident. The Navicella represented a 

cornerstone of papal imagery for its symbolism of faith and its monumental presence 

commemorated by Giotto’s mosaic (1305-1313) on the exterior fabric of the original 

basilica of Saint Peter’s (Fig. 65).493 In his Vite (1550), Vasari described the work as 

“perfection” and “universally praised.”494 It is unclear whether he was describing the 

 
 492 Oriol Iglesias, Nichoals Ind and Majken Schultz, “History Matters: the role of history in 
corporate brand strategy,” Business Horizons 63 (2020): 55.  
 
 493 Some of the scholarship on this object includes: Serena Romano, “Il male del mondo: Giotto, 
Dante, e la Navicella,” in Dante und die bilden Künste: Dialogue-Spiegelunger-Transformationen, ed. 
Maria Antonietta Terzoli and Sebastian Schütze (Berlin: De Gruyter, 2016), 185-203; Maria Andaloro, 
“Giotto tradotto: a proposito del mosaico della Navicella,” in Fammenti di memoria. Comitato Nazionale 
VII Centerario della Morte di Bonifacio VII, ed. Maria Andaloro, Silvia Maddalo, and Massimo Miglio 
(Roma: Istituto Storico Italiano peri l Medio Evo, 2009), 17-35; Tobias Leuker, “Der Titulus von Giottos 
‘Navicella’ als massgeblicher Baustein für die Deutung und Datierung des Mosaiks,” Marburger Jahrbuch 
für Kunstwissenschaft 28 (2001): 101-108; Helmtrud Köhren-Jansen, Giottos Navicella: Bildtradition, 
Deutung, Rezeptionsgeschichte (Worms am Rhein: Werner, 1993); Claudia Kheel, “Giotto’s Navicella 
byzantinized,” The Art Bulletin 68 (1986): 484-485; and Wolfgang Kemp, “Zum Programm von 
Stefaneschi-Altar und Navicella,” Zeitschrift fur Kunstgeschichte 30 (1967): 309-320.  
 
 494 Life of Giotto (1550), Vasari-BB, vol. 2:106, “Fu di sua mano la nave del musaico fatta sopora 
le tre porte del portico nel cortile di San Pietro, la quale fu sì maravigliosa et in quel tempo di tal disegno, 
d’ordine e di perfezzione, che le lode universalmente dàtele dagli artefici e da altri intendenti ingegni 
meritamente se le convengono.” See also Sharon Gregory, “Vasari’s Use of Prints as Aides-Mémoires,” in 
Vasari and the Renaissance Print (Burlington: Ashgate, 2012), 155, n. 26.  
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actual mosaic or Parri Spinelli’s drawing of Giotto’s mosaic (c. 1420) that he owned  

(Fig. 66).495 Commissioned by Jacopo Stefaneschi, the original mosaic occupied the 

entire entrance arcade that faced the courtyard, making it a permanent symbol of the 

papal identity prior to its detachment and remounting by Carlo Maderno in the narthex of 

the new basilica.496 What was lost during its reinstallation can be inferred from drawings 

like Spinelli’s and Giacomo Grimaldi’s that capture the final vestiges of original basilica 

(Fig. 67). Overall, Spinelli’s drawing follows the narrative of Matthew’s gospel. In the 

middle of the composition, the disciples are shown in a boat on the sea with an angel 

blowing a horn that puffs the ship’s sail. In the foreground, Christ firmly stands, 

outstretching an arm to Peter who struggles against the water. Off to the left side, a 

partially drawn castle edifice stands on the shore, and a fisherman casts his line, 

completely unaware of the miraculous event. The iconicity of this depiction, archived in 

the fabric of the palace, became the index for every single depiction thereafter; including 

those by Perino del Vaga, Federico Zuccaro, and Giorgio Vasari.497  

 Vasari’s design for the Navicella fresco on the staircase landing took a very literal 

approach towards recovering the Petrine history (Fig. 58). Working around the physical 

constraints of the lunette format incorporated almost all of the features found in Spinelli’s 

drawing. In an extremely shallow foreground, Christ confidently stands and effortlessly 

 
 495 Otto Kurz, “Giorgio Vasari’s ‘Libro de’ Disegni,” Old Master Drawings 45 (1937): 1-7; and 
Mark J. Zucker, “Parri Spinelli Drawings Reconsidered,” Master Drawings 19 (1981): 426-441.  
 
 496 George Charles Bauer, “Pasce oves meas’ and the entrance wall of St. Peter’s,” Zeitscrifht für 
Kunstgeschichte 63 (2000): 15-25.  
 
 497 Salvatore Sansone, “Ideologia e tradizione di un soggetto iconografico prima e oltre Giotto,” in 
Frammenti di memoria, 37-52; and Gabriele Köster, “Aque multae – populi muti: zu Giottos Navicella und 
dem Meerwandel Petri als Metapher päpstlicher Herrschaft,” Römisches Jahrbuch der Biblioteca Hertziana 
33 (1999/2000): 7-30. 
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holds out a hand to grasp Peter who struggles to avoid sinking. In the background, Vasari 

represents the disciples fighting to keep their boat from capsizing as one young putto 

blows a horn, and another puffs his cheeks. While the differences between Spinelli’s and 

Vasari’s images are minimal, they are noticeable. Vasari reversed the image of Christ and 

Peter—a trait that appears in prints like Nicholas Beatrizet’s Navicella engraving (1559) 

(Fig. 68). 498 Vasari also eliminated the castle structure, the fisherman, and the scroll in 

Christ’s opposite hand. Nevertheless, the representation of this scene in the stairs 

reconstitutes the origins of the apostolate in a manner that avoids “papal history” in favor 

of a purely “apostolic history.” This is true for all of the programs examined in here; the 

mechanism for signaling authority and legitimizing the papal institution was promoted 

through Peter’s and Paul’s heritage as opposed to ushering forth a historicized image of 

the papacy.499 If the Protestant challenge to papal authority aimed at the apocryphal texts 

and their falsified history, what better way to bypass these arguments than by illustrating 

the exact scriptures that validate Peter’s recorded experience of Christ. Peter’s history 

was the pope’s history, and the origin of the papal institution was expressed not as a 

single moment, but as a series of moments in Peter’s life, each one contributing to the 

overall papal brand.  

 

 
 498 Besides Beatrizet’s engraving, another one by Mario Labacco (1567) maintains the original 
positioning, but includes a miniature image of the patron kneeling before Christ in the foreground and the 
Four Evangelists in the sky. See Avigdor W. G. Posèq, “On Left-to-Right Reversals of Giotto’s Imagery,” 
Source: Notes on the History of Art 22 (2002): 1-13.  
 
 499 The historicized papacy appears in the Sala Regia frescoes. This distinction is crucial for my 
discussion of history and origin narratives. The historicized image of papacy as propaganda roots itself in 
papal history versus the historical narrative of Peter, which roots itself in the Apostolic heritage. One takes 
its source material from texts like the Liber Pontificalis, the other from the book of Acts and the synoptic 
gospels.  
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 Taken as a whole, the Petrine narrative articulated the crux of the argument for 

the plenitudo potestatis and papal sovereignty. Peter stood at the heart of the entire 

Christian ministry as the first disciple and as the leader of its evangelization after Christ’s 

death. At times when the papacy’s legitimacy was threatened, references to Peter’s life 

supplied an effective stratagem for promoting a particular ideological rhetoric. A history 

of weaponizing the Petrine narrative can be traced to as early as the Laurentian schism 

(499) when two clerics—the deacon, Symmachus, and the priest, Laurentius—claimed to 

have been elected the successor of Pope Anastasius II. The emperor, Theodoric, became 

the deciding factor, awarding the Chair of Peter to Symmachus and causing a bitter 

dispute that threatened to tear apart Rome. To secure their positions as the rightful 

successor, both men barricaded themselves in sites of papal power: Symmachus at the 

Basilica of St. Peter’s, and Laurentius at the Lateran Palace. The final resolution came in 

507 when Theodoric tipped the scales again by placing the titular churches under 

Symmachus’ control. Similar to the propaganda campaigns of the Reformation, the 

Laurentian schism produced a striking pamphlet war. As George Demacopolous has 

illustrated, the Petrine topos transformed into a defense that each side exploited by 

producing “foundation” narratives.500 These origin stories were intended to differentiate 

the two factions, and, more importantly, “[…] the primary association embedded within 

the Petrine topos at this time was that the bishops of Rome, by virtue of being the heirs of 

Peter, were the uncontested ecclesiastical authorities—both in terms of orthodox teaching 

and Christian behavior.”501 The Laurentian schism, in essence, produced a blueprint for 

 
 500 Demacopoulos, “Theoderic’s Italy and Justinian’s Empire,” in The Invention of Peter. 
Apostolic Discourse and Papal Authority in Late Antiquity. (Philadelphia: University of Pennsylvania 
Press, 2016), 107-108.  
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the papacy to employ when the question of secular rule or the independence of the 

episcopate jeopardized the pope’s absolute authority, which was the case in almost every 

conciliarist challenge.502 Peter’s “fullness of power” figured heavily in the negotiations of 

Trent for its implications regarding episcopal residence and the framing of the bishopric’s 

subordination to the pope; at one point, almost bringing the entire final phase to an 

impasse.503 For Pius IV and Pius V, ushering forth the Petrine topos for their pictorial 

programs in the 1560s and 1570s indicates a calculated move to underwrite institutional 

power through a crucial origin story.  

 

 
 501 Demacopoulos, “Theoderic’s Italy and Justinian’s Empire,” 112-113. 
 
 502 William D. McCready, “Papal Plenitudo Potestatis and the Source of Temporal Authority in 
Late Medieval Papal Hierocratic Theory,” Speculum 48 (1973): 654-674.  
 
 503 Ignasi Fernández Terricabras, “The Catholic Reformation and the Power of the King: 
Implementation of the Decrees of the Council of Trent in the Absolute Monarchies,” in The Council of 
Trent: Reform and Controversy in Europe and Beyond (1545-1700), vol. 2, Between Bishops and Princes, 
ed. Violet Soen and Wim François (Göttigen: Vandenhoeck & Roprecht, 2018), 224.  
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CHAPTER 4: 
COHESION IN THE APOSTOLIC PALACE 

 
 

Preface 
 
Did the Catholic Church have a collective vision of its reformed identity, and if so, what 

was it? If an identity existed, how can we identify it? The most obvious evidence would 

be the canons and decrees issued by the Council of Trent (published in 1564), since those 

established doctrinal and reform mandates. In the years following the self-congratulatory 

celebrations of Trent’s conclusion, the real task of implementing religious reform initially 

fell to Pius V Ghislieri (1566-1572) and Gregory XIII Boncompagni (1572-1585). Their 

efforts to publish the new Roman missal, a revised catechism, and produce a new 

liturgical calendar can be seen as acts to ensure accordance across all of its members, but  

do not necessarily illustrate the concept of vision.504 Canons and decrees set rules and 

prescriptions of behavior, but vision—in the sense of long-term goals or a projection of 

the future self and the character it strove to develop—cannot be readily extrapolated from 

those texts. In contrast, using visual culture to assess how the papacy presented itself—

symbolically and ideologically—allows us to better understand the collective cultural 

visions as transmitted through that imagery. In her essay, “The Pentecost: Image and 

Experience in Late Sixteenth-Century Rome” (1993), Carolyn Valone discussed the rise 

of Pentecostal imagery depicting a notably larger apostolic body together with the Virgin 

receiving the Holy Spirit as tongues of flames. She demonstrated how the rise went hand-

in-hand with Gregory XIII’s desire to increase the Church’s missionary activities 

 
 504 Paolo Sachet, “Publishing for the Popes: The Cultural Policy of the Catholic Church towards 
Printing in Sixteenth-Century Rome” (PhD diss., Warburg Institute, 2015).  
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throughout the world and to achieve Christian unification with the Eastern Orthodox 

Churches (Fig. 69).505 Pentecostal symbolism promoted Gregory’s papal vision, and as 

Valone explains: 

[In] the years directly after the Council of Trent, and especially during the 
reign of Gregory XIII, the depiction of the Pentecost had been briefly 
transformed in order to express to the Roman faithful a message, found also 
in Early Christian and Patristic traditions, of home in the missionary and 
unifying power of the Holy Spirit.506 

 
The Pentecostal image, however, represents only one more part of an expansive 

investment in Apostolic imagery that I have traced in the two previous chapters.         

This chapter examines how Gregory XIII’s projects further calibrated and curated the 

necessary narrative cohesion to weave together the programs and symbolism established 

by his predecessors. Part of this strategy meant returning to unfinished projects, such as 

the Pauline Chapel and the second loggia, and furnishing decisive subject matter for their 

programs to strengthen their overall coherence (Fig. 8).507 Another part of this strategy 

 
 505 Pentecostal imagery appears at a number of important sites, starting first and foremost with 
Girolamo Muziano’s painting located in the ceiling of the Sala del Concistoro (1577). At the Church of 
Santo Spirito in Sassia, Jacopo Zucchi received a commission for a monumental fresco of Pentecost (1582-
1585), and later, Zucchi painted an altarpiece of the same subject matter for the adjacent Tolfa chapel. 
Similarly, Zucchi painted an image of the Pentecost for Clement VIII Aldobrandini family chapel at Santa 
Maria in Via (1594-95). Valone notes that “It may be more than a coincidence that this chapel originally 
had been conceded to Pietro Aldobrandini the Elder in 1576 by Gregory XIII.” See Carolyn Valone, “The 
Pentecost: Image and Experience in Late Sixteenth-Century Rome,” The Sixteenth Century Journal 24 
(1993): 801-828. The fact that Clement VIII repeats Gregory XIII’s Pentecostal imagery, I argue, has more 
to do with preserving the continuity between the larger Apostolic-themed projects than Valone recognized 
in her work. That said, Valone’s essay indirectly led me to the Vatican stairs project because she discussed 
Lorenzo Sabbatini having painted five images of Acts over the doors of Saint Peters, citing Marc Antonio 
Ciappi’s Compendio delle heroiche et gloriose attioni et santa vita de papa Gregorio XIII (Rome: 
Martinelli, 1591), 4-6.  
 
 506 Valone, “The Pentecost,” 827-828.  
 
 507 The timelines for these projects are discussed at length in this chapter. A concise timeline is 
provided here: The final phase of the Pauline Chapel’s decorative program can be described as a series of 
failed starts. Plans were in motion by the spring of 1573, and Vasari was tasked with supplying the pictorial 
program, which the papacy ultimately rejected, and the program was given to Lorenzo Sabbatini. The 
Pauline Chapel became Sabbatini’s first independent papal commission at the Apostolic Palace, spanning 
from 1573-76. Simultaneously, he was tasked with orchestrating the decorative program for Pius V’s 
unfinished Seconda Loggia in 1575. Unfortunately, Sabbatini’s untimely death temporarily brought artistic 



197 
 

extended the footprint of this imagery to one of the most visible projections of the 

Catholic Church in the area above the portico (sopraportico) of Saint Peter’s Basilica. 

Here, a new series of five scenes from the Life of Peter were placed over the doors, 

mirroring subject matter already installed elsewhere in the Apostolic Palace (Fig. 70). 

Finally, where consistency and continuity were illustrated in the previous project, this 

chapter examines how stability also was achieved through a series of papal medals issued 

during each of the pontificates of Paul III, Pius IV, Pius V, and Gregory XIII (Fig. 71). 

These medals carried imagery that replicated the subject matter from the entire corpus of 

Petrine pictorial programs executed within the Apostolic Palace. The fact that this 

imagery appeared on objects of mobility that circulated beyond the Vatican walls 

indicates a conscious extension of the Petrine symbolism that would reach a much larger 

audience, reinforcing the long-term branding of the papal identity. A vision emerges of 

the Church and its leadership as the inheritors of a truly Apostolic age that roots its 

typology in the disciples and their acts.  

 
 

A Dragon Takes the Throne 
 

On May 12, 1572, an all-too familiar melody filled the air, echoing from the Pauline 

Chapel to the Sistine Chapel. This simple monophonic hymn invoking the Holy Spirit 

signaled the start of conclave, and the voices of each cardinal joined together in song to 

signify their unity towards the goal of electing a new pope.508 In this instance, the Holy 

 
operations at the Pauline Chapel to a standstill, until Federico Zuccaro was awarded the commission in 
1580. A series of calamities, again, brought the project to a halt following Zuccaro’s excommunication, and 
the chapel lapsed into another state of limbo. Zuccaro recommunicated in 1583 and completed the chapel’s 
vault in 1585.    
 
 508 The hymn, Veni, creator spiritus, was believed to have been authored by the 9th century 
Benedictine monk, Rabanus Maurus. It called forth the Holy Spirit to guide their actions: Come, Holy 
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Spirit worked particularly fast, and within twenty-four hours white smoke rose from the 

chimney, and a dragon—symbol of the Boncompagni family—sat on Saint Peter’s 

throne.  Unlike the conclave that elected Julius III del Monte, which lasted seventy-nine 

days, and turned into a political debacle full of shifting alliances and negotiations 

between the surrogates of Henry II of France and Emperor Charles V, this conclave 

wasted no such time. Obsequies had barely begun when the conclave was called, and a 

total of twelve days separate the death of the saintly Pius V on May 1, 1572, and the 

election of the Bolognese Cardinal Ugo Boncompagni on May 13, 1572.509  

Thanks in large part to the back-door politicking between the surrogates of Grand 

Duke Cosimo I de’ Medici and Philip II of Spain, the lobbying and negotiations of 

previous conclaves were almost entirely eliminated. Going into the conclave, the College 

of Cardinals was divided between a faction led by Alessandro Farnese, and another led 

by Carlo Borromeo and Marcus Sittich von Hohenems Altemps. It was Cardinal 

Farnese’s conclave to lose. Much to his surprise and dismay, the Viceroy of Naples, 

Cardinal Granvelle, arrived with instructions from Madrid to prevent his election. Among 

Farnese, Borromeo, Granvelle, and Bonelli, a compromise was reached with 

Boncompagni. At the age of seventy, Boncompagni had spent the last thirty-four years in 

service of the papacy, beginning with Paul III Farnese. Before his career in the Roman 

curia, Ugo Boncompagni trained at the University of Bologna in canon and in civil law, 

 
Ghost, Creator, come from thy bright heav’nly throne; come, take possession of our soul, and make the all 
thine own. See Patrizia Castelli, “Veni creator spiritus:’ da San Giorgio a Santa Maria Novella: immagini 
conciliari,” in Firenze e il concilia del 1439. Convegno di Studi, Firenze 29 novembre – 2 dicembre 1989, 
ed. Paolo Viti (Florence: Leo S. Olschki, 1994), 289-316.  
 
 509 Evangelia Papoulia, “Unveiling Gregorian Rome: the Urban and Ecclesiastical Patronage of 
Pope Gregory XIII, 1572-1585” (Ph.D. diss., Courtauld Institute of Art, 2015), 39, n. 69; BAV, Bon. D7, 
“Le notizie di Alessandro Musotti sul Gregorio XIII,” f. 24; and Pastor, The History of the Popes,19:12, n. 
3.  
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obtained his doctorate in 1530, and held a professorship at his alma mater. There, he 

taught a number of soon-to-be influential cardinals including: Paul III’s grandson 

(nipote), Alessandro Farnese; Pius IV’s nephew, Carlo Borromeo; and the future 

Archbishop of Canterbury, Reginald Pole.510 His tonsure came in 1539, and he was made 

a drafter of the papal bulls and decrees of the apostolic chancellery (Abbreviatore del 

Parco Maggiore), as well as a solicitor of the apostolic letters (Sollecitatore delle Lettere 

Apostoliche).511 His career continued to rise, and at the end of 1539, he held the position 

of magisterial judge (Collaterale) of the Campidoglio, making him a Senatorial Civil 

Court judge.512 These high-profile positions brought him to the attention of his former 

teacher, Cardinal Pietro Parisio, who made him his personal secretary, and introduced 

him to Paul III.513  

Recognizing the skill of the Bolognese jurist, Paul III appointed him an examiner 

of the papal solicitations (Referendario) for the Supreme Tribunal of the Roman Curia 

(Supremo tribunale della Segnatura Apsotolica) on January 7, 1545.514 His training as a 

canonist made him an obvious choice as a papal representative at the Council of Trent, 

which he attended under both Paul III and Pius IV. Under Paul IV, his role in the curia 

expanded to include his appointment as Vice-regent of the Camera Apostolica, and 

 
 510 For the biographies of Gregory XIII see Pastor, 19:11-66; Agostino Borromeo, “Gregorio 
XIII,” in Enciclopedia dei Papi, ed. Massimo Bray (Rome: Istituto della Enciclopedia Italiana, 2000),3: 
200-202. The fact that Boncompagni taught a significant contingent of future cardinals deserves further 
analysis, particularly how these individuals came to understand the role of canon law. 
 
 511 Papoulia, “Unveiling Gregorian Rome,” 33, n. 30; and Borromeo, “Gregorio XIII,” 200-202. 
 
 512 Papoulia, “Unveiling Gregorian Rome,” 34, n .32; Pastor, History of the Popes,19:18, n 1.  
 
 513 BAV, Archivio Boncompagni, D.8, fol. 6.  
 
 514 Papoulia, 35, n. 46; Pastor, 19:18. 
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accompanying the cardinal nipote on legations to France and Brussels.515 His talents 

made him valuable to Pius IV, who appointed him to the advisory committee (Consulta) 

of the Superintendents of the Papal States (Soprintendente dello stato ecclesiastico), and 

he was awarded the purple on March 12, 1565.516 Aside from his participation at Trent, 

one of the most important and illustrative moments in his career occurred in 1558: he 

served as a legate to Philip II.517 In 1565, Pius IV appointed Boncompagni as one of the 

judges in the controversial case of the Archbishop of Toledo, Bartolomé Carranza de 

Miranda, whom the Spanish Inquisition charged with heresy.518 Boncompagni’s 

diplomatic skill made an impression with Philip II, and contributed to his support in the 

1572 conclave.519 Comfortably established as a respected canonist, Pius V named 

Boncompagni Prefect of the Court of Apostolic Briefs (Segnatura dei Brevi), and his 

position as a member of the Roman Correctors (Correctores romani) placed him in the 

center of the massive undertaking to revise Gratian’s Decretals.520 Whether the cardinal 

electors realized it, their election of Gregory XIII brought a middle ground between the 

reform poles, and his pontificate would decidedly define the early character of the post-

Tridentine Church.  

 
 
 

 
 515 Papoulia, 36, n. 54; Pastor, 19:20.  
 
 516 Papoulia, 34, n. 36; Pastor, 19:22. 
 
 517 Papoulia, 38, nn. 63 and 64; Pastor, 17:344-63. 
 
 518 Roberto López Vela, “El arzobispo de Toldeo Bartolomé Carranza y la “reforma” de la 
Iglesia,” Tiempos Modernos 37 (2018): 451-482; Toby Green “The Enemy Within,” in Inquisition. The 
Reign of Fear (New York: Thomas Dunne Books, 2007), 127-134. 
 
 519 Pastor, 19:13.  
 
 520 Pastor, 19:24. 
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The Enterprise of Gregory’s Patronage 
 
Ambition was never in short supply during the early modern Papacy. But over the course 

of his thirteen-year pontificate (1572-1585), Gregory XIII Boncompagni accomplished 

one of the most comprehensive agendas, creating a remarkably diversified portfolio of 

papal initiatives. Of his many accomplishments, his reform of the calendar represents a 

landmark of the post-Tridentine Church. In an attempt to unify the liturgical rites of 

Rome and the Eastern Churches, the pope removed ten days from the Julian calendar, 

which sparked bitter criticism and accusation from Protestants that he was attempting to 

play God.521 A global missionary project went hand-in-hand with his support of the Jesuit 

order, and numerous affiliated colleges that included: the Collegio Romano, the German 

College (1573), the Greek College of Sant’ Anastasio (1577), the Hungarian College 

(1579), the English College (1579), the Maronite and Armenian Colleges (1584), as well 

as the Collegio dei Neofiti for converted Jews and Muslims (1577).522 As Liam 

Chambers and Thomas O’Connor revealed in their work on international college 

communities, the spark that Gregory XIII provided led to the development of additional 

 
 521 August Zigelaar, “The Papal Bull of 1582 Promulgating a Reform of the Calendar” in G.V. 
Coyne, Michael A. Hoskin, and O. Pedersen, Eds. Gregorian Reform of the Calendar: Proceeding of the 
Vatican Conference to Commemorate its 400th Anniversary, 1582-1982 (Città del Vaticano: Pontificia 
Academia Scientiarum Specola Vaticana, 1983), 201-39; Michael Hoskin, “The Reception of the Calendar 
by Other Churches,” in Gregorian Reform of the Calendar, 255-264; Robert Poole, Time’s Alteration: 
Calendar Reform in Early Modern England (London: UCL Press, 1998), 38; Allyson F. Creasman, “A Fire 
Started:’ Sedition, Censorship, and the Calendar Conflict” in Censorship and Civic Order in Reformation 
Germany, 1517-1648 (Burlington: Ashgate, 2012), 147-171; Sean F. Dunwoody, “Civic and Confessional 
Memory in Conflict. Augsburg in the Sixteenth Century,” in Memory before Modernity, Studies in 
Medieval and Reformation Traditions, vol. 176, ed. Erika Kuijpers, Judith Pollmann, Johannes Müller and 
Jasper van der Steen (Leiden: Brill, 2013), 77-93; and Dirk Steinmetz, Die Gregorianische Kalenderreform 
von 1582. Korrektur der christlichen Zeitrechnung in der fruhen Neuzeit (Oftersheim: Steimetz, 2011), 46-
72. 
 
 522 Ricardo Garcia Villoslada, Storia del Collegio Romano dal suo inizio (1551) alla soppressione 
della Compagnia di Gesu (1773) (Rome: Analecta Gregoriana, 1954); and Claudia Cerchiai,  Il Collegio 
Romano dalle origini al Ministero per I beni e le attivita culturali (Roma: Istituto poligraifoc e Zecca dello 
Stato, 2003). 
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institutions like the Collegium Regium Stockholmense; the Polish College in Braniewo; 

the Scottish College in Pont-a-Mousson; and seminaries in Goa, Macau, Arima, 

Ausukimono, and Nagasaki, among others.523 Rome had long awaited a Jubilee Year, and 

in 1575, Gregory XIII organized one that brought over 300,000 people from across 

Europe to the Eternal City.  This proved the need for international evangelization and 

catechism. Paralleling these efforts was the support of a National Church system in Rome 

which included San Giacomo degli Spagnoli, Sant’ Anastasio dei Greci, San Luigi dei 

Francesi, and Santa Maria dell’ Anima.524 As much as his efforts were directed towards a 

global propaganda della fide, Gregory also intensified operations to root out 

Protestantism. He encouraged efforts to overthrow Elizabeth I of England, attempted to 

convert John III of Sweden, brokered religious tolerance in Russia with Tsar Ivan IV, and 

benefited politically from the Saint Bartholomew Day’s Massacre of the French 

Huguenots.525 Like his predecessor Paul III, Gregory XIII prioritized the role of religious 

orders. In addition to the Jesuits, he approved the Congregation of the Oratory founded 

 
 523 Liam Chambers and Thomas O’Connor, College Communities Abroad: Education, Migration 
and Catholicism in Early Modern Europe (Manchester: Manchester University Press, 2018), 5-11; Dauril 
Alden, The Making of an Enterprise: the Society of Jesus in Portugal, Its Empire, and Beyond, 1540-1750. 
(Stanford University Press, 1996); and Derek Massarella, “Envoys and Illusions: the Japanese Embassy to 
Europe, 1582-90, De Missionse Legatorvm Iaponesium, the Portuguese Viceregal Embassy to Toyotomi 
Hideyoshi, 1591,” Journal of the Royal Asiatic Society 15, no. 3 (2005): 329-350. 
 
 524 Susanne Kubersky-Piredda, “Identità nazionale nell’éta di Gregorio XIII. Nuovi studi per il 
Progetto Roma communis patria,” Römisches Jahrbuch der Biblioteca Hertziana 42 (2015/2016):383-388; 
Camilla S. Fiore, “Gregorio XIII e i Greci di Sant’Anastasio a Roma tra fine Cinque e inizio Seicento,” 
Römisches Jahrbuch 42: 389-438; and Giulia Iseppi, “Costruire l’identità fra chiesa e nazione. Il caso dei 
Bolognesi a Roma,” Römisches Jahrbuch 42: 439-482.  
 
 525 Pastor, 19:469-477, 499-509; Anne Somerset, Elizabeth I (New York: St. Martin’s Griffin, 
1991), 390-1, 444; Oskar Garstein, Rome and the Counter-Reformation in Scandinavia, Studies in the 
History of Christian Thought, vol. 46 (Leiden: Brill, 1992), 89-91; Stéphane Mund, “Father Antonio 
Possevino’s Diplomatic Mission at Ivan the Terrible’s Court in 1581-52 and the First Texts on Muscovite 
Russia, Written by the Jesuits in the Late 16th Century,” Cahiers du Monde Russe 45 (2004): 407-440; and 
Hugh F. Graham, The Mosvocia of Antonio Possevino, S.J., UCIS Series in Russian and East European 
Studies, no. 1, (Pittsburgh: University of Pittsburg, 1977), 106-134.  
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by Saint Filipo Neri (1574), the Barnabites (1579), and the Discalced Carmelites (1580). 

He further bolstered the Franciscans and Augustinians, whose missionary efforts in the 

Philippines led to the diocese of Manila in 1579.526 The sheer scope and complexity of 

Gregory’s agenda reflects the evolving ideology of a Church in a global context.   

 Likewise, Gregory’s artistic patronage reflects the same enthusiasm, and his wide-

ranging portfolio produced one of the most considerable interventions to the early 

modern cultural landscape at large. In recent years, his projects have been the focus of a 

number of sustained studies and conferences, and the profile of his individual projects has 

increased, thanks to the scholarship of Claudia Cieri Via, Nicola Courtright, Francesca 

Fiorani, Jack Freiberg, Margaret Kuntz, Maurizio Ricci, Ingrid Rowland, Marco Ruffini, 

and more recently, the work of Emily Urban and Evangelia Papoulia. The current picture 

of Gregory’s patronage is one of a rich, multifaceted system of architectural, pictorial, 

public works and performances that sustained an almost constant workforce in Rome and 

abroad.527 Similarly, an interest in the Early Christian revival of ancient history that 

 
 526 Pastor, vol. 19, 166-181, 234-242; Francesco Danieli, San Filippo neri: La nascita 
dell’Oratorio e lo sviluppo dell’arte cristiana al tempo della Riforma (Milan: Edizioni San Paolo, 2009); 
Ian Verstegen, “Federico Barocci, Federico Borromeo, and the Oratorian Orbit,” Renaissance Quarterly 56 
(2003): 56-81; Michael L. Carrafiello, “English Catholicism and the Jesuit Mission of 1580-1581,” The 
Historical Journal 37 (1994): 761-774; Lance Lazar, “The First Jesuit Confraternities and Marginalized 
Groups in Sixteenth-Century Rome,” in The Politics of Ritual Kinship: Confraternities and Social Order in 
Early Modern Italy, ed. Nicholas Terpstra (Cambridge: Cambridge University Press, 2000), 132-149; and 
Alberto Tanturri, “Ordres et congregations enseignants à l’époque de la Contre-Réforme: Barnabites, 
Somasques, Scolopes,” Revue Historique 660 (2011): 811-852.  
 
 527 Art and Science in the Rome of Gregory XIII Boncompagni (1572-1585), ed. Ingrid D. 
Rowland, Memoirs of the American Academy in Rome 54 (2009/2010); Unità e frammenti di modernità. 
Arte e scienza nella Roma di Gregorio XIII Boncompagni (1572-1585), ed. Glaudia Cieri Via, Ingrid D. 
Rowland, and Marco Ruffini (Pisa: Serra, 2012). A number of monographs dedicated to Gregory XIII’s 
patraonge deserved to be highlighted, including: Francesco Ceccarelli and Nadja Aksamija, La sala 
Bologna nei Palazzi Vaticani: architettura, cartografia e potere nell’eta di Gregorio XIII (Venice: Marsilio 
Editori, 2011); Maurizio Ricci, Bologna in Roma, Roma in Bologna: disegno e architettura durante il 
pontificato di Gregorio XIII (1572-1585) (Rome: Campisano Editore, 2012); Marco Ruffini, Le imprese del 
drago: politica, emblematica a scienze naturali alla corte di Gregorio XIII (1572-1585)(Rome: Bulzoni 
Editore, 2005); Nicola Courtright, The Papacy and the Art of Reform in Sixteenth-Century Rome: Greogry 
XIII’s Tower of the Winds in the Vatican (New York: Cambridge University Press, 2004); Francesca 
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originated with Gregory XIII has also catalyzed new scholarly approaches to the papacy’s 

deployment of history during the Counter Reformation.528 To properly assess the copious 

nature of Gregory’s patronage, his projects can be divided into three broad categories: 

Apostolic commissions, urban Roman projects, churches and national colleges.  

 Within the walls of the Apostolic Palace, Gregory invested a significant amount 

of energy towards transforming its character into an even more elaborate symbol of the 

papacy’s grandeur. In addition to the Pauline Chapel and the Sala Regia, the list of 

Boncompagni projects includes: completing the architecture and decoration of the third 

loggia (Terza Loggia), the monumental Gallery of Maps (Galleria delle Carte 

Geografiche), frescoes in the Room of the Horse Groomers (Sala dei Palafrenieri, or the 

Sala dei Chiaroscuri), commissioning the ceiling decoration of the Room of Constantine 

(Sala di Costantino), landscape frescoes in the ceiling of the Room of the Secret 

Consistory (Sala del Concistorio Segreto, also called the Sala dei Paramenti), the 

impressive program of the Bologna Room (Sala Bologna), the renowned Tower of the 

Winds (Torre dei Venti, or Torre Gregoriana), additional frescoes in the Ducal Room 

(Sala Ducale), and the eponymous Gregorian Chapel (Cappella Gregoriana) in Saint 

Peter’s Basilica. There were also renovations to the Lateran Palace that involved 

restoring the Baptistery, enlarging the Holy Stairs (Scala Sancta), and erecting the 

 
Fiorani, The Marvel of Maps: Art, Cartography and Politics in Renaissance Italy (New Haven: Yale 
University Press, 2005). Three recent dissertations have impacted the present study: Emily Urban, “The 
Sala Bologna in the Vatican Palace. Art and Astronomy in Counter Reformation Rome,” (PhD diss., 
Rutgers University, 2013); Evangelia Papoulia, “Unveiling Gregorian Rome: The Urban and Ecclesiastical 
Patronage of Pope Gregory XIII, 1572-1585,” (PhD diss., Courtauld Institute of Art, 2015); and Jacqueline 
Christine Carey, “Through the eye of the Dragon: An Examination of the Artistic Patronage of Pope 
Gregory XIII (1572-1585),” (PhD diss., Trinity College, 2019). 
 
 528 Jasmine Cloud, “The Intersection of the Paleochristian Revival and Antiquity,” in “Renovation 
in the Campo Vaccino: the Churchrs on the Roman Forum from Clement VIII to Alexander VII,” (Ph.D 
diss., Temple University, 2014), 60-84; and Cloud, Processions in the Early Modern Forum Romanum: 
Ritual and Remembrance in the Urban Landscape of Rome (London: Routledge, forthcoming).  
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Sacrament Chapel (Cappella del Santissimo Sacramento). A number of projects directly 

engaged with commissions by his papal predecessors, and Gregory’s continuation of or 

renovation to those sites actively established continuity between these pontificates. 

Looking back to the past of the Apostolic Palace facilitated two goals: first, it modernized 

areas that had been neglected and fallen into disarray, presenting a fully updated internal 

arrangement. For example, his renovations of the medieval core of the palace necessitated 

work in the Room of the Horse Groomers (Sala dei Palafreneri), which Leo X originally 

commissioned Raphael and his workshop to decorate in 1517. These frescoes—depicting 

a series of Apostles and Saints—were completed in 1518 but were tragically damaged in 

the 1560s, leading Gregory to commission Taddeo and Federico Zuccaro to intervene and 

incorporate a new program with the remnants (Fig. 72). At the same time, this project 

also turned Gregory’s attention to the adjacent Chapel of Nicholas V (Cappella 

Niccolina), and the frescoes of Fra Angelico, which he restored in 1582.529 Second, this 

“looking back” let  Gregory consider how his architectural additions would integrate 

various parts of the palace into a unified configuration, an example being the Tower of 

the Winds, which actually connects  the Belvedere Villa (Villa Belvedere) with the 

Apostolic Palace (Fig. 73). Investing in the continuity with the past, while simultaneously 

promoting original architectural additions allowed Gregory to address the palace as a 

multifaceted structure of individualized histories that needed to be synthesized into a 

coherent iconographically connected arrangement. This approach reinforced vital 

historical connections, and underscored the durability of the papal institution. A macro-

level discussion of how the themes of cohesion and coherence were structured throughout 

 
 529 These restorations are memorialized in the side niche where a polychrome marble revetment 
with a green central tondo commemorates Gregory’s involvement. 
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Gregory’s projects, thereby promoting a papal identity that consciously engineered an 

image of stability and constancy, has been missing in the larger conversation of his 

patronage until now. 

 
  

Changing of the Artistic Guard 
 

Vasari’s departure from Rome at the end of May 1573 brought about an artistic shift in 

the composition of the papal court that, unbeknownst to many, opened up a power 

vacuum in its leadership. After over two decades of consistent papal commissions, 

Vasari’s footprint on the Apostolic Palace was undeniable. He had authored the largest 

contribution of the presentation of papal power in the main ceremonial reception hall and 

the visualization of Counter Refomation piety in the Tower of Pius V. Vasari’s enterprise 

at the papal court was the result of a well-managed workforce that enabled his reliance on 

assistants to execute the labor of his projects.530 Without the talents of artists like Jacopo 

Zucchi or, as will be discussed, Lorenzo Sabbatini, the quality of execution relative to the 

speed of production would have been compromised. Nothing suggested that when Vasari 

left the Eternal City his commissions for Gregory XIII would also come to an abrupt end. 

That summer, however, brought a significant transition to the artistic workforce at the 

Papal court, and the majority of Vasari’s outstanding projects were delegated to Lorenzo 

Sabbatini, who assumed the title of soprintendenza for Gregory XIII.  

 Born in 1530, Lorenzo Sabbatini (Sabatini, or Sabadini) remains one of the more 

 
 530 The subject of Vasari’s Roman workshop deserves an independent study, particularly because 
it reveals the composition of artistic talents that migrated to Rome during the 1560s and 1570s to support 
his projects. In thinking about the individual commission as an epicenter for erecting a temporary artistic 
network that translates into additional network sites, we can approach the topic of workshops from a 
different, non-linear analysis. This type of networks/system study would shift the focus the agency of a 
single leader to a more structural analysis of social connections that run the course of an artist’s lifespan.   
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enigmatic artists of the 1560s and 1570s, despite his acceptance in the Florentine 

Academy of Saint Luke (Academia di San Luca), and his prolific tenure at the Vatican. 

Generally speaking, the minimal scholarly interest dedicated to Sabbatini does not 

accurately reflect his consequence in shaping the visual culture of either his native 

Bologna, or of Rome.531 Sabbatini’s early career began in the workshop of Prospero 

Fontana (1512-1597), who was a major figure in the court of Julius III during the 1550s, 

and later became a consultant for Cardinal Gabriele Paleotti on the topic of image 

reform.532 Fontana’s school served as an incubator of Bolognese talent, hosting Sabbatini, 

Orazio Sammachini, Ludovico and Agostino Carracci, and Denys Calvaert.533 Besides 

his connection to Fontana, Vasari also mentioned Sabbatini in the Life of Primaticcio. He 

lamented that had it not been for his responsibilities as a family man,  Sabbatini would 

have traveled to France and become a more prolific artist.534 A letter, dated February 

1562, marks the first exchange between Sabbatini and Vasari, where the former 

 
 531 Stefano L’Occaso, “Sabatini, Lorenzo, detto il Lorenzino,” Dizionario Biografico degli 
Italiani, vol. 89, ed. Lorenzo Gennaro Bianconi (Rome: Istituto della Enciclopedia Italiana, 2017), accessed 
15 September 2016, http://www.treccani.it/enciclopedia/sabatini-lorenzo-detto-il-
lorenzino_%28Dizionario-Biografico%29/; Jürgen Winkelmann, “Lorenzo Sabatini, detto Lorenzino da 
Bologna,” in Pittura bolognese del ‘500, ed. Vera Fortunati Pierantonio (Bologna: Grafis, 1986), 2:595-
630. A forthcoming dissertation project on Lorenzo Sabbatini by Valentina Balzarotti will present the first 
monograph on this artist. My sincere thanks to Valentina Balzarotti (Università degli Studi di Roma Tre, 
2020) for her scholarly generosity as our projects developed alongside one another, and more importantly, 
her friendship over the last two years at the Biblioteca Hertziana. 
 
 532 Gabriele Paleotti began working on his famous, Discorso intorno alle imagine sacre et profane 
in the 1570s, looking to Fontana, Domenico Tibaldi, and Pirro Ligorio for their input on the topic. See 
Gabriele Paleotti, Discourse on sacred and profane images, ed. Paolo Prodi, trans. William McCuaig (Los 
Angeles: Getty Publications, 2012).  
 
 533 Giovanni Sassu, “Percorsi della Maniera: tra Giorgio Vasari e Prospero Fontana,” Bollettino 
dei Musei Civici d’Arte (1999): 151-165; Giovanna Perini, “La storiografia artistica a Bologna e il 
Collezioniso Privato,” Annai della Scuola Normale Superiore di Pisa 11 (1981): 181-243;  and Roberto 
Zapperi, “La corporation des peintures et la censure des images a Bologna au temps des Carrache,” Les 
Cahiers du Centre de Recherches Histoirques 6 (1990): 1-13. 
 
 534 Vasari, 1568, 6:148. 
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apologizes for his tardiness in sending a drawing that was destined for Vincenzo 

Borghini.535 Although the letter does not specify the drawing’s subject, scholars have 

speculated that it refers to a preparatory drawing for his painting of the Last Supper at the 

church of San Girolamo della Certosa (Fig. 74).536 More importantly, this letter 

documents that well before his authorship of the Pauline Chapel frescoes in 1572, 

Sabbatini had already been acquainted with Vasari and with the influential humanist, Don 

Vincenzo Borghini.537   

 The overall trajectory of Sabbatini’s career was punctuated by three phases: his 

introduction to Vasari’s workshop in 1565, his return to Bologna from 1566-1572, and 

his tenure at the papal court until his death in 1576. His early career demonstrated a 

tremendous aptitude for religious subjects, seen in his Circumcision (1564) and his Holy 

Family with Saints (1565) for the church di San Egidio in Bologna (Fig. 75 & 76).538 

Both compositions display sophistication in their staging that promotes natural interaction 

between figures. At the same time, his erudition appears in details like gestures, 

garments, and lighting. In 1565, Sabbatini joined Prospero Fontana in Florence to assist 

with Vasari’s projects at Palazzo Vecchio and the ephemera for the wedding celebrations 

 
 535 Frey, Der literarische Nachlass Giorgio Vasaris, 2:665.  
 
 536 Winklemann, “Lorenzo Sabatini, detto Lorenzino da Bologna,” 587. 
 
 537 Whether it was Fontana as the mediator to Vasari, or if Vasari independently contracted this 
project, the fact remains that all three were in association ten years before Sabbatini would take over the 
Borghini/Vasari program. 
 
 538 The Circumcision (Bob Jones University Collection) was originally part of a commission by 
Matteo Zani for the Church of Santa Lucia. This was part of a larger series of works that also included 
Sabbatini’s Madonna and Child in Glory (Pinacoteca Nazionale, Bologna). See Winkelmann, 598; 
Giovanni Sassu, “Note sull’attività di Lorenzo Sabbatini per i gesuiti bolognesi,” in Scritti di storia 
dell’arte in onore di Jürgen Winkelmann, ed. Sylvie Béguin (Napoli: Paparo, 1999), 313.  
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of Francesco de Medici and Giovanna d’Austria.539 Here, Sabbatini contributed to the 

corridor between the Sala del Cinquecento and the Sala del Duecento. After completing 

this project, Sabbatini returned to Bologna. For the next seven years, he established a 

portfolio throughout his native city that solidified his prestige as a leading force in its 

visual culture. During this time, he again joined Fontana in the decorative program at 

Palazzo Vizzani (late 1560s), where he painted a number of allegorical images and a 

frieze representing scenes from Seneca’s tragedy Thyestes.540 Two paintings are worth 

highlighting during his stay in Bologna for their connections to the papal court. First, his 

Enthroned Madonna and Child with Saints Petronius, Catherine of Alexandria, Dominic, 

and Apollonia (1572) features the current pontiff, Pius V, in the guise of the city’s patron 

saint and former bishop, Saint Petronius (Fig. 77).541 Kneeling before the Virgin, Pius V 

presents the city of Bologna carried by putti to her, bearing his papal crest over the 

former medieval Porta Ravennate.542 Sabbatini completed this shortly before he was 

dispatched to Florence, where he executed some of the prophets for Vasari in the cupola 

of Santa Maria del Fiore.543 The second painting, a Madonna and Child with a Young 

 
 539 Vasari, Vite 1568, ed. Bettarini and Barocchi, vol 6 (Firenze: Sansoni, 1987), 148.  
 
 540 Winklemann, 599.  
 
 541 A noteworthy comparison is Julius II’s bronze statue made by Michelangelo, which was 
installed in Bologna after he subjugated the city to papal rule. See David Drogin, “Art Patronage and Civic 
Identities in Renaissance Rome,” in The Court Cities of Northern Italy: Milan, Parma, Piacenza, Manuta, 
Ferrara, ed. Charles M Rosenberg (New York: Cambridge University Press, 2010), 275-277.  
 
 542 The painting, currently in the State Museum of Berlin, portrays the original mura dei torresotti 
(old ring) that enclosed the city’s five gates. The same crest appears in the Vatican as well as in the Hours 
of Bonaparte Ghisleri (c. 1500) who was a senator of Bologna. See: British Library, Yates Thompson, MS 
29 (c. 1500). 
 
 543 Cristina Acidini Luchinat, “Per le pitture della Cupola di Santa Maria dei Fiore,” Labyrinthos 
13 (1988/89): 135-173; Acidini Luchinat, Taddeo e Federico Zuccari: fratelli pittori del Cinquecento 
(Milano: Jandi Sapi, 1999), 75. 
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John the Baptist (1572), is the only signed paintings by Sabbatini, which helps 

distinguish it from copies (Fig. 78).544 The unique composition depicts the Madonna 

perched on a pillow atop the Christ Child’s cradle, with one foot balancing on the edge of 

the bassinet, and the other on the ground. Christ stands in the cradle, pointing to the 

heavens and gripping the cross of the kneeling young John the Baptist. The background 

reveals a Doric colonnaded archway leading to an elevated two-story circular structure 

that resembles Bramante’s Tempietto at San Pietro in Montorio. The inscription below 

the young Baptist’s foot reads, “LAURENS/SABADIS PICTOR BONO/SANT.I DNI 

GREGORI XIII,” which records an interesting piece of evidence.545 This is not a generic 

presentation painting. The specific details of this image, such as the architecture and the 

configuration of Christ standing on his cradle, suggest that this was commissioned by a 

patron. Whether it was requested by Gregory XIII, Filippo Boncompagni, or another 

intimate of the pope’s circle in Bologna, remains to be seen. Despite his increased 

commissions, Sabbatini’s Holy Families and sacre conversazione were not of the same 

narrative caliber required for the Pauline Chapel. This makes it difficult to chart a linear 

evolution in Sabbatini’s oeuvre that would suggest he stood out as an obvious choice to 

author a large-scale narrative program in the Vatican. After his work at Santa Maria del 

Fiore and the Sala Regia, Sabbatini had clearly earned Vasari’s confidence. Sabbatini’s 

 
 544 The painting, currently in the Louvre, was copied both during its execution, and later in the 
19th century during the restoration of the second empire. A 16th century copy was sold at Wannenes in 
November 2016 (Lot 605) that, despite its preservation of the original figures, does not retain the same 
detailed architectural background. See Mauro Lucco, 'Lorenzo Sabatini', in 'Opere d'arte da una collezione 
privata', a cura di Igino Consigli (Parma: Artegrafica Silva, 1993), 112-115. The nineteenth century copies 
were made in Pont-de-Salars by Henriette Toussaint (1853), and Chrissy-en-Touraine by Mrs. Lonez. 
  
 545 Raffaella Morselli, “Bologna ‘nuova e dilettevole Atene.’ Considerazioni sui pittori bolognesi 
attivi a Roma tra il 1600 e il 1630,” in Caravaggio’s Rome 1600-1630, ed. Rossella Vodret (Milano: Skira 
editore, 2012), 252.  
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Bolognese heritage likely contributed to Gregory XIII’s decision to elevate his 

countryman to the role of soprintendenza. By doing so, it guaranteed a natural loyalty and 

ensured quality by importing a particular Bolognese devotional style into the heart of the 

Vatican.  

 

Completing the Apostolic Investment 

Twenty-three years separate the pontificates of Paul III Farnese and Gregory XIII 

Boncompagni; twenty-two years had also passed since any artistic activity took place in 

the Pauline Chapel. Resuming its decorative program meant returning to a commission 

saddled by the history of a now-distant period that many in the current curia had 

experienced during the earlier phases of their career. The fact that Gregory turned his 

attention to a space that five of his predecessors neglected indicates more than a 

pragmatic choice on his part—it reveals a personal investment in the completion of this 

particular space and program. Gregory XIII’s involvement in this chapel was part of a 

large-scale renovation/expansion of the Apostolic Palace that significantly transformed 

its fabric beyond even Paul III’s interventions. Prior to Vasari’s departure from Rome, 

the pope tasked him with providing a decorative program and designs for the unfinished 

Pauline Chapel.546 As had been customary in his design process, Vasari relied heavily on 

Vincenzo Borghini to furnish the theological content, and their collaborative working 

process was responsible for some of the most typologically elaborate pictorial systems of 

the sixteenth century. By June 20, 1573 the program for the chapel was already overdue, 

 
 546 For the most detailed archival research that puts together the chronology of the Pauline Chapel 
during the pontificate of Gregory XIII, see Margaret A. Kuntz, “Vincenzo Borghini and Giorgio Vasari: 
Two Drawings for the Cappella Paolina,” The Burlington Magazine 141 (1999): 592-597.  
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and Vasari wrote to the Papal Secretary of State, Tolomeo Galli, apologizing for its 

delay.547 Margaret Kuntz revealed that, curiously, Sabbatini received a payment for the 

chapel on the same day, suggesting that a different set of plans were already in motion 

despite the previous arrangement with Vasari.548 A month later on July 10, Vasari 

apologized to Galli for the program’s ongoing delay. It appears that this was due, in part, 

to Vasari awaiting Borghini’s theological program.549 Finally, on July 18, Vasari received 

Borghini’s text, which included a series of mottos to unify the iconography between the 

new frescoes and Michelangelo’s preexisting contributions.550 Immediately, Vasari 

responded to Borghini, explaining that Sabbatini would execute the frescoes, and he 

forwarded the entire program to Rome on July 19.551 Strangely, Rome remained silent. 

Eleven days later, the Papal Treasurer, Alessandro Musotti, informed Vasari on July 31 

that the pope intended to complete the chapel’s flooring, but not its vault.552 Musotti’s 

letter made no mention of rejecting Vasari’s proposal; yet, in a peculiar turn of events, 

that very day Musotti reimbursed Sabbatini for pigments purchased for the Pauline 

Chapel. On August 1, the cardinal nipote, Filipo Boncompagni, officially declined the 

 
 547 Kuntz, “Vincenzo Borghini and Giorgio Vasari: Two Drawings for the Cappella Paolina,” 594, 
n. 12; Frey, Der literarische Nachlass Giorgio Vasaris, 2:997, no. 792-93. 
 
 548 Kuntz, “Vincenzo Borghini and Giorgio Vasari” 597, n. 32; ASR, Camerale I, Tesoreria 
Segreta, vol. 1301, f. 6b. At this point, Sabbatini is given the title of Papal Painter, further demonstrating 
his elevated role shortly after Vasari’s departure, and before the original Vasari/Borghini program had 
arrived in Rome. 
 
 549 “[,,,] che fra quatro giorni io mandero a N.S.re l’invenzione in scritto et un disegnio assai finito 
e grande della volta della Pauolina et sel resto delle facciate.” Kuntz, 1999, 594, n 13; Frey, 2:799-800. 
 
 550 Kuntz, 1999, 594, n .14; Frey, 2:799-800. 
 
 551 “Lorenzo Sabatini Bolognese nostro che doverra condurla.” Kuntz, 1999, 594, n. 15; Frey, 
2:808; Kuntz. 1999, 596, n. 29; Frey, 2:756-57.  
 
 552 Kuntz, 1999, 596, n 31; Frey, vol. 2, 811. 
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program, explaining that the Pope had abandoned the project entirely.553 Conflicting 

explanations coupled with what appears to be double-dealing payments before receiving 

the official program mark an unconventional handling of a papal commission, 

particularly after Vasari’s tenure at the papal court. Shortly after, a payment was made to 

Matteo da Castello on August 22 for work on the pavement, and by Christmas Eve, a 

woodworker was paid for the scaffolding.554 Sabbatini’s operations were underway by 

the end of 1573, and continued until his death on August 2, 1576. Based on the payment 

records, Sabbatini and his workshop had approximately six months (July-December) 

between the final work on the Sala Regia and the start of the Pauline Chapel. Rather than 

idly await the next commission, the gap between the two projects provided ample time to 

complete the Vatican stairs project discussed in the previous chapter. Transitions between 

Gregory XIII’s projects were seamless as long as the workforce remained fairly 

consistent. The majority of that is due to Sabbatini who organized a workshop capable of 

producing a prolific number of pictorial programs at an expeditious pace.  

 
 

Borghini’s First Act(s) 
 
Had it been executed as Borghini originally intended, the pictorial program for the 

Pauline Chapel would have been an artistic tour de force. What Vasari received on July 

18 was a twenty-one-image program of densely compacted theological erudition that 

attempted to unify Michelangelo’s original frescoes with a comprehensive system of 

 
 553 Kuntz, 1999, 596, n 30; Frey, vol. 2, 811. 
 
 554 Kuntz, 1999, 597, n. 31: ASR, Camerale I, Tesoreria Segreta, vol. 1301, fol. 15a; Kuntz, 597, 
n.34. ASR, Camerale I, Teosoreria Segreta, vol. 1301, fol. 50a. 
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Apostolic subjects along the lateral walls and vault.555 Borghini’s letter does not 

methodically address the various architectural zones, but jumps almost erratically through 

various themes. Vasari received not one but two different programs, which Borghini 

offered as interchangeable schemes depending on the wishes of the papal theologians. 

Unlike his previous theological programs, the letter’s writing style, and its disjunctive 

approach to the chapel’s interior suggests two important things. First, that Borghini 

struggled under the weight of this program. He created a system of such learned subjects 

that without the use of mottos to foreground their interpretation, the project verged on 

being unintelligible. Second, the only way to produce a program that sufficiently 

integrated Michelangelo’s extant frescoes was to make an even larger investment in Acts.  

 For the sake of clarity, the following section outlines Borghini’s letter as two 

distinct proposals. Rather than recount what is a difficult letter to follow, the description 

systematically addresses the various zones of the chapel. The benefit of this approach is 

that it allows for the heavy reliance on Acts to emerge from what is an otherwise 

circuitous formula.556 At the very beginning of his letter, Borghini recounts the chapel’s 

ritual functions, which played a role in determining its subject matter.557 He immediately 

 
 555  “Vincenzo Borghini in Pian di Mugone a Giorgio Vasari in Firenze,” Frey, vol. 2, 800-805; 
Margaret A. Kuntz, “Vincenzo Borghini and Giorgio Vasari: Two Drawings for the Cappella Paolina,” The 
Burlington Magazine 141 (1999): 592-597; and Catherine Monbeig Goguel, “Chronique vasarienne,” 
Revue de l’art 56 (1982): 65-80; Florian Härb, The Drawings of Giorgio Vasari (Roma: Ugo Bozzi, 2015), 
607-608. 
 556 Margaret Kuntz’s dissertation follows the structure of Borghini’s letter. In order to distinguish 
between the two programs, she uses two different diagrams in her appendix, which she refers to as Diagram 
I/ Diagram II in her text. More recently, Alessandro Zuccari describes the general features of the original 
program, and uses a color-coded diagram to illustrate the different subject matter proposed by Borghini in 
contrast to the scenes executed by Sabbatini. See Alessandro Zuccari, “Paolo III, Michelangelo e gli 
interventi gregoriani nella Cappella Paolina,” in Michelangelo e la Cappella Paolina in Michelangelo e la 
Cappella Paolina. Riflessioni e contributi sull’ultimo restauro, ed. Antonio Paolucci and Silvia Danesi 
Squarzina (Città del Vaticano: Edizioni Musei Vatiani, 2016) 57-63; 74-75. 
 
 557 Kuntz’s scholarship has heavily highlighted this point, underscoring how the program reflects 
the sacramental use of the chapel. See Frey, 2:800-805. The text reads: “Nella Cappella Paolina, per la 
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recognized that Michelangelo’s unconventionally paired images of Saints Peter and Paul 

made it impossible to rely on a standardized system of paired images. Instead, the 

program was thematically structured (Fig. 79).558 Borghini anchored the entire 

iconographic system on the creation of the Supreme Pontiffs with scenes of the Holy 

Apostles, which foregrounded the larger theme of the Church perpetually governed by 

the Holy Spirit.559 For the Chapel of Conclave, this theme fit well with the para-liturgical 

rituals performed in this space, which included the casting of ballots and the declaration 

of the pope’s chosen name. 

Turning to the lateral walls, Borghini continued the theme of papal authority by 

suggesting that an image of the Giving of the Keys (Fig. 80) should be paired with 

Michelangelo’s Crucifixion of Peter to, “signify the authority given to him and his 

successors.”560 This was emphasized with the appended motto—"whatever you loose”—a 

 
quale voi vorreste un’invenzione per le pitture che vi si hanno a fare, sono da considerare, secondo che voi 
mi dite, le infrascrite cose: Prima, che in essa si conserva perpetuamente il Santissimo Sacramento; 
appresso, che vi si creano il sommi Pontefici.” 
 
 558 “E quanto alla pittura, vi è da una parte la Conversione di San Paolo, al quale, secondo che il 
nome suona, pare ch’ella sia dedicate; e perchè i due glorisi principi della Chiesa sono sempre da lei 
accompagnati insieme, dall’altra parte è la Crocifissione di San Pietro. Ed a queste pare necessario, se non 
in tutto, in gran parte obbedire, volendo fare cose anche abbia in sè qualche ordine e non paia, come ha il 
proverbio antico, una granata sciolta.” Frey, 2:800-805. 
 
 559 “Io aveva pensato, se a voi piacerà, di pigliare un subietto che comprendesse la creazione de' 
Sommi Pontefici, con alcune azioni dei santissimi principi degli Apostoli, insieme mostrando che, e 
nell'interiore e nell'esteriore, ed ora e sempre fu governata la Santa Chiesa per divino spirito, e non per 
invenzioni e trovati umani, e che tutto quello che nella chiesa e spiritualmente e corporalmente si esercita, è 
ordine divino, prima dato con la sua bocca a Moisè per figura della nuova legge, e per fare una 
preparazione e quasi lastricare la via a questa nuova e vera e perfetta, la quale Gesù Cristo fatto uomo diede 
a' discepoli suoi e col medesimo spirito ha retta sempre e governa ancora.” Frey, 2:800-805. 
 
 560 “[...]che in quella facciata ha la sua istoria, cioè di S.Pietro, dove è la sua Crocifissione etc., e 
così sarebbono di ciascheduno due e corrisponderebbono alle istorie che vengono loro sotto e mettono in 
mezzo le due già dipinte di Michelagnolo, nelle quali, per ispedirmi da questa parte delle facciate, da una 
parte metterei quando il nostro signor Gesù Cristo dà le chiavi a San Pietro, per significare la potestà data a 
lui e suoi successori, col motto (se viva parole, che a questo penserete voi del come e del dove): 
QUODCUMQUE SOLVERIS etc.” Frey, 2:800-805. 
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quotation from the pivotal gospel passage of Matthew 18:18 (“Amen, I say to you, 

whatever you bind on earth shall be bound in heaven, and whatever you loose on earth 

shall be loosed in heaven.”).561 On the opposite side, Borghini proposed an obscure 

image that he described as Jesus Assures Peter that His Faith Will Never Fail and the 

corresponding motto—“having prayed for thee, that I may not fail.”562 On the opposite 

wall, featuring Michelangelo’s Conversion of Saul, Borghini planned two images that 

highlighted Saint Paul as an orator. First, he advised using the Sermon of Saint Paul at 

the Areopagus combined with the motto—“there is no wisdom”—referring to the 

Athenians’ ignorance of God.563 He paired this with an image of Saint Paul Defending 

Himself Before Festus and Agrippa, since this speech features Saul’s account of his 

conversion, and God’s charge to proselytize to the nations (Fig. 81).564  For the 

corresponding motto, Borghini suggested—“nothing is possible”—allowing for the two 

Pauline scenes to read as one continuous thread: “There is no wisdom without God, 

 
 561 Matthew 18:18 (New American Bible Revised Edition, 2011). 
 
 562 “Dall'altra parte metterei l'istoria, quando il nostro Signore assicura S. Pietro che, sebben 
l'antico nimico nostro avea cercato e cercherebbe sempre di porgli aguati e danneggiarlo, nondimeno la 
fede sua non mancherebbe mai, col motto: PRO TE ROGAVI, VT NON DEFICIANT etc. E la pittura non 
sarà difficile col figurare in un canto o dietro al nostro Signore un Demonio che ne vada via malcontento o 
legato, o simil cosa.” The closest textual correlation to this motto appears to be Luke 22:31-34, “Simon, 
Simon, Satan has asked to sift you as wheat. But I have prayed for you, Simon, that your faith may not fail. 
And when you have turned your back, strengthen your brothers.” Frey, 2:800-805. 
 
 563 “O, venendo alla facciata di S. Paolo e seguitando il medesimo ordine e concetto per le due 
istorie che mettono in mezzo la Conversione, nella prima vorrei quando egli disputa in Areopago con 
que'filosofi, donde ne seguì la conversione di S. Dionisio areopagita, col motto sotto: NON EST 
SAPIENTIA.” Frey, 2:800-805. Acts 17:22-23: “Paul then stood up in the meeting of the Areopagus and 
said: ‘People of Athens! I see that in every way you are very religious. For as I walked around and looked 
carefully at your objects of worship, I even found an altar with this inscription: TO AN UNKNOWN GOD. 
So you are ignorant of the very thing you worship—and this is what I am going to proclaim to you.’” 
 
 564 “Dall'altra parte della facciata da basso metterei quando egli si difende innanzi a Festo ed 
Agrippa (ché non solo contro la sapienzia umana, ma contro la potenzia ancora ebbono da fare assai), col 
motto: NON EST POTENTIA, [...]” Frey, 2:800-805. Acts 26:1-29; Paul’s conversion appears from verses 
9-18. 
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nothing is possible without God.”565 Borghini’s program envisioned building out from 

Michelangelo’s original frescoes rather than simply appending additional scenes. On 

further examination, the subjects that he proposed would have reproduced narratives 

already used in previous papal commissions, such as Leo X’s tapestries for the Sistine 

Chapel and the frescoed medallions in Paul III’s Sala Paolina at the Castel Sant’Angelo. 

While Borghini never made these connections explicit in his letter, including these scenes 

suggests that the subjects had become conventional imagery for the papacy by 1572.  

Having fixed the subject matter of the lateral walls, Borghini found himself at a 

crossroads for the best solution to unify these scenes with the vault. He initially suggested 

placing an image of the Transfiguration in a large central oval, thereby reinforcing the 

conjunction of the law of the Old Testament with the law under the apostles (Fig. 82).566 

From there, he proposed that the corners show paired typological subjects from the lives 

of Moses and Elijah joined with the lives of Saints Peter and Paul.567 In the ovals closest 

to the altar he paired Moses Receiving the Tablets of the Law with the Ecstasy of Saint 

Paul, and Moses Giving Aaron the Sacred Vestments with the Chair of Saint Peter in 

 
 565 “ [...] che, legando insieme l'una e l'altra, viene a dire: non est sapientia, non est potentia contra 
Dominum; e chi non volesse sottintendere parole, nè appiccare insieme cosa che è separata di tanto spazio, 
potrebbe, e tornerebbe forse meglio al senso ed a una cotal proprietà di parlare, dire quivi: non est sapientia 
contra Deum; e qui: non est potentia contra Dominum; come se dicesse: contro al maestro non è sapere, e 
contro al padrone non è potere.” Frey, 2:800-805. 
 
 566 “Or, seguendo questo concetto e lo spartimento che avete disegnato di fare, veggo che nel 
mezzo del cielo viene un bello ovato o quadro, come a voi parrà (ché a questo avete sempre a pensare e 
risolver voi). In questo io metterei la storia della Trasfigurazione di nostro Signore, nella quale, e per 
mostrare questa congiunzione delle due leggi e come la imperfezione della vecchia s'aveva a far perfetta e 
conseguire il suo vero fine nella nuova, congiunse insieme gli Apostoli suoi con il Legislatore ed un profeta 
della legge vecchia, mostrandosi e Signore e datore e fine dell'una e dell'altra.” Frey, 2:800-805. 
 
 567 The subject of Moses would appear in the Sala dei Paramenti which Baglione listed as being 
painted by Paris Nogari, Giovanni Battista Lombardelli, and Marco da Faenza. See Alessandra Rodolfo, 
“Le Sale dei Paramenti in Vaticano” in Unità e Frammenti di Modernità, 17-33; and Valentina Balzarotti, 
“Alcuni soffitti lignei in Vaticano tra Pio IV e Gregorio XIII” Opvs Incertvm 3 (2017): 124-131. 
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Rome. For the ovals closest to the entrance door he paired Elijah Raising the Widow’s 

Son with Saint Paul Raising Eutychus, and Elijah Killing the Prophets of Baal with the 

Punishment of Ananias and Saphira.568  

 Borghini’s biblical typology for the vault opened up the possibility of 

understanding the hermeneutics between type (Old Testament) and antitype (New 

Testament) without making any direct reference to Christ—a point that no scholar has yet 

to examine. Saint Paul explained that a type represents “the shadow of good things to 

come, and not the very image of the thing.” Using Paul’s native Greek language, typos 

refers to the making of a mark or imprinting onto something; for example, in Romans 

5:14, “Nevertheless death reigned from Adam until Moses, even over those who had not 

sinned in the likeness of the offense of Adam, who is a type of him who was to come.”569 

 
 568 “[…] prima dato con la sua bocca a Moisè per figura della nuova legge, e per fare una 
preparazione e quasi lastricare la via a questa nuova e vera e perfetta, […] Sopra quell'altra farei la storia 
della Cattedra di S. Pietro in Roma, vestendolo degli ornamenti pontificali, e particolarmente del regno, 
colle parole del medesimo San Pietro: REGALE SACERDOTIUM; ed accanto a questa di dentro por la 
istoria di Moisè, quando egli dà a Aaron le veste sacerdotali, […] Nell'angolo per la istoria metterei quando 
esso S. Paolo suscitò quel giovanetto caduto, mentre che predicava, da una finestra, ovvero quando morso 
dalla vipera non ricevé danno alcuno, anzi sanò quelli che erano nell'isola infermi, mostrando che alcuna 
violenza o potenza di natura o di uomo non può nuocere a' servi di Dio, anzi sono loro sottoposte, ed essi 
comandano a tutte. […]  Ed accanto a questo quando Elia risuscitò il figliuolo della Vedova Sareptana, o 
veramente quando i corvi nel torrente lo pascono, che mostra che il medesimo spirito ha operato in questi 
diversi tempi i medesimi effetti; […] Sopra queste due storie verranno negli anguli della volta le due sopra, 
delle quali si è già cominciato a parlare; e sopra la prima metterei quando a una pura voce del Principe 
degli Apostoli cadder morti Anania e Safira sua donna, stati arditi di mentire allo Spirito Santo, che 
mostrerà la sopra umana potestà da Dio conceduta al Vicario suo. Accanto a questa, e per una 
corrispondente similitudine, potrei quando Elia fece ammazzare i Sacerdoti di Baal mantenuti da Iezabel, 
che in questo caso si prese autorità reale, facendolo in cospetto del proprio Re con quel gran zelo ed 
autorità che aveva da Dio quel S. Profeta.” Frey, 2:800-805. 
 
 569 Paul’s Greek terms can be categorized as: Type (typos), Examples (typoi/typikos) 1. Corinthians 
10:11 “Now these things happened to them as an example, and they were written for our instruction, upon 
whom the ends of the ages have come.” Shadow (skia), Colossians 2:16-17 “Therefore let no one act as 
your judge in regard to food or drink or in respect to a festival or a new moon or a Sabbath day – things 
which are a mere shadow of what is to come; but the substance belongs to Christ.” In the Book of Hebrews, 
hypodeigma is understood as a representation. Hebrews 8:4-5 “Therefore it was necessary for the copies of 
the things in the heavens to be cleansed with these, but the heavenly things themselves with better 
sacrifices than these.” Copy (antitypos) Hebrews 9:24 “For Christ did not enter a holy place mad with 
hands, a mere copy of the true one, but into heaven itself, not to appear in the presence of God for us.” See 
Leonhard Goopelt, Typos. The Typological Interpretations of the Old and New Testament, trans. Donald H. 
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By contrast, the Greek hypodeigma—antitype—represents that which it copies. Hebrews 

8:4-5 offers an explanation: “Now if He were on earth, He would not be a priest at all, 

since there are those who offer the gifts according to the Law; who serve as a copy and 

shadow of the heavenly things, […].”570 The type, therefore, acts as a prefiguration that 

anticipates the antitype, and in the traditional Christological formula Christ is the 

antitype, but in the Borghini program Peter and Paul are antitypes to Moses and Elijah. 

Remarkably, the absence of Christ elevates the history of Acts, placing the fulfillment of 

the covenant squarely in the hands of the Apostolic princes. Critically, this shift towards 

the Church’s Apostolic history unites the programs’ discussed thus far through their 

promotion of Peter and Paul as the papacy’s heritage; it also defines the vision of the later 

sixteenth century papacy. As explained by the French Jesuit, Henri de Lubac, the 

relationship between history and allegory exists within the context of the old and new 

covenants:  

There is in one sense an opposition between the two testaments: one way 
then […] another way now. But there is nonetheless a unity. Their 
relationship is ambiguous. The second arises from the first and does not 
repudiate it. The second does not destroy the first. In fulfilling it, it gives 
new life and renews it. It transfigures it. It subsumes it into itself. In a word, 
it changes its letter into spirit.571 

  

 
Madvig (Eugene: Wipf and Sotck, 2002); Tibor Fabiny and David Jasper, “The Hermeneutical Context,” in 
The Lion and the Lamb: Figuralism and Fulfilment in the Bible, Art and Literature (London: Palgrave 
Macmillan, 1992), 14-34; and Karen H. Jobes, “Famous Last Words: Divine Revelation in Hebres,” in 
Letters to the Church: a Survey of Hebrews and the General Epistles (Grand Rapids: Zondervan Academic, 
2011), 57-78. 
 
 570 The same appears in Jean Calvin’s exegesis of Hebrews; see Jean Calvin, “Hebrews Chapter 8” 
in The Epistle of Paul the Apostle to the Hebrews and the First and Second Epistle of St. Peter, trans. 
William B. Johnston, ed. David W. Torrance and Thomas F. Torrance (Grand Rapids: William B. 
Eerdmans Publishing, 1994), 104.  
 
 571 Henri de Lubac, Medieval Exegesis: the Four Senses of Scripture, trans. Mark Sebanc (Grand 
Rapids: William B. Eerdmans Publishing Company,1998), 1:13. 
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How fitting, in de Lubac’s terms, that Borghini’s vault was anchored by none other than 

an image of the Transfiguration, making clear that the Old Testament history was 

fulfilled through Acts. Within the ovals, the paired imagery would have reinforced the 

divinely ordained priesthood, the fulfillment of a new age under the disciples, and the 

power of God vested now in Peter and Paul.572 Additionally, the inclusion of Moses and 

Elijah in this typological system would have reinforced the prophecy of Malachi, 

“Remember the law of Moses, my servant, the statues and ordinances I commanded him 

for all Israel at Horeb. Behold, I will send you Elijah the prophet before the coming of the 

great and dreadful day of the Lord.”573 Despite the best economy of space, the resulting 

composition would have been illegible especially from a distance. The project’s 

dissolution likely revolved around pragmatic issues such as the amount of labor 

committed to this scheme or the cost of materials, In all likelihood, the iconographic 

scheme also appeared too cryptic between Vasari’s drawings and Borghini’s opaque 

description.  

In the remaining fields—the spaces above the lunette windows, and the zones 

above the altar and entrance door—Borghini painstakingly attempted to knit together 

typological and parallel structures across the chapel. He placed an image of the Pascal 

Lamb above the altar, and an image of Melchizedek’s Offering of Bread of Wine above 

the entrance. The Eucharistic imagery of these scenes would have invoked two different 

parts of Genesis: first, Genesis 14:18, and second, Genesis 22:6-8.574 More importantly, 

 
 572 The biblical layout of Borghini’s program would have paired: Exodus 31:18/ 2 Corinthians 
12:2-4; Exodus 28:2/ Cathedra Petri;1 Kings 17:17-24/ Acts 20:7-12; 1 King 18:20-4-/ Acts 5: 1-10. 
  
 573 Malachi 4:5 (New American Standard Bible Revised Edition, 2011).  
 
 574 Genesis 14:17-19 “After Abram returned from defeating Chedorlaomer and the kings allied 
with him, the king of Sodom went out to meet him in the Valley of Shaveh. Then Melchizedek King of 
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the combination of Old Testament scenes would have connected three different spiritual 

stages: the first Patriarch (Abraham), the delivery of Israel (Moses), and Israel returning 

to God (Elijah). With the extra space above the windows, Borghini planned for an image 

of God Appearing in a Dream to Ananias, flanked by two allegorical figures: one of 

Celestial Wisdom, and a second of either Humility or Patience.575 These images, set 

directly above Michelangelo’s Conversion of Saul, would have been crowned with the 

motto, “chosen vessel,” evoking the antiphon on his feast day, “Tu es vas electionis.” 

Finally, Borghini planned to place the Calling of Peter flanked by the allegories of the 

Firmness of the Catholic Faith, and Celestial Power on the opposite wall.576 These 

figures would have reinforced the scene of Michelangelo’s Crucifixion of Peter located 

directly below, while also connecting across the nave to Saul’s conversion. Taken as a 

whole, Borghini’s initial program would have orchestrated one of, if not the most 

typologically elaborate systems between Acts and the Old Testament within the 

Apostolic Palace. 

 

 

 

 
Salem brought out bread and wine — since he was priest of God Most High — and he blessed Abram and 
said: “Blessed be Abram by God Most High, Creator of Heaven and Earth…” With Abraham’s sacrifice of 
Isaac, the Paschal lamb appears in Genesis 22:6-8“The fire and wood are here,” Isaac said, “but where is 
the lamb for the burnt offering? Abraham answered, “God will provide the lamb for the burnt offering, my 
son.” (New American Standard Bible Revised Edition, 2011).  
 
 575 “Nella lunetta che viene sopra la finestra, come nella facciata dirimpetto, metterei quando 
Nostro Signore appare in visione a Anania dormente, ordinandogli che vada a rendere il lume a Saulo col 
motto: VAS ELECTIONIS, che molto bene corrisponde a quello di San Pietro: HOMINES ERIS 
CAPIENS.” Frey, 2:800-805. 
 
 576 “Sopra la Crocifissione di S. Pietro è la finestra e sopra la finestra una lunetta che s'allarga 
indentro nel cielo della volta, dove farei quando il nostro Signore lo chiama dalle reti col motto: IAM 
HOMINES ERIS CAPIENS.” Frey, 2:800-805. 
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Borghini’s Second Act(s) 

 
Ironically, even Borghini felt some trepidation toward the complexity of his 

accomplishment and concluded his letter to Vasari with a second proposal. Having 

explained that the entirety of the program did not need to be executed—and depending on 

whether or not the papal theologians preferred to mix scenes from the Old and New 

Testament—he streamlined the project in a more reduced scheme (Fig. 83). First, he 

proposed removing the Transfiguration and replacing it with either an image of the Holy 

Spirit or another history. Following Michelangelo’s predetermined subjects, Borghini 

advised a series of comparisons between the life of Saints Peter and Paul. These images 

included: the Death of Ananias and Saphira; the Blinding of Elymas; Peter Healing the 

Lame Man; Saint Paul Healing the Cripple at Lystra; Peter Raising Tabitha; Paul 

Raising Eutychus; Peter’s Vision of the Unclean Animals and the calling of Cornelius the 

Centurion; and Paul’s Vision of the Man of Macedonia. This combination of scenes 

would have emphasized the themes of divine punishment, miracles of healing, and 

prophetic visions. Moreover, these subjects would have expanded the current repertoire 

of Acts imagery into new scriptural territory. Borghini’s initial program would have 

produced a layered web of prefigurations all dedicated to continuous proof of God’s plan 

for the third era under the Apostles. The second program, rooted entirely in Acts, would 

have more strongly emphasized the parallels between the two patron saints of Rome, and 

thus removed any need to incorporate the Old Testament. Acts conclusively represented a 

crucial theme for this space and for the larger thematic projection of the Counter 

Reformation papacy’s self-branding. Later, when Federico Zuccaro would design and 

execute the vault program from 1583-85, the programmatic insistence on Acts directed 



223 
 

his partial adoption of the Vasari/Borghini program. The rejection of Vasari’s designs 

should not be read as a poverty of invention or an uninspired illustration of Borghini’s 

theology. Rather, it points to the essential significance of Acts as prescribed by a post-

Tridentine papacy. To Borghini’s credit, he created both programs without any textual 

help, making its complexity a true feat of his own invention. More than the numeric 

configurations of scenes differentiate the two programs. The variations in these projects 

ushered forth a more substantive iconographic question: whether or not it was critical to 

use the Old Testament to foreground Acts. A program that relinquishes this typological 

arrangement suggests that at this point in the evolution of sixteenth century papal visual 

culture, Acts stood alone.  

 
 

Sabbatini’s Stake in the Pauline Chapel 
 
When the decision was made at the end of July 1573 to abandon the Borghini/Vasari 

program, Sabbatini found himself starting with a blank slate. Whether or not he had any 

input in the decision is unclear, but certainly the erudition of the proposed program, 

coupled with its labor-intensive artistic scheme (Borghini’s initial program called for 

seventeen scenes and four niche figures in the vault corners) played a role in the papacy’s 

choice. Unfortunately, Borghini’s entire scheme reflected a type of Florentine discursive 

system whose complexity and heavily laden mottos failed to produce an effective 

presentation of Acts. The program designed by Sabbatini took a radically different 

approach to the narrative sequencing in the chapel and, as Borghini had attempted in the 

second version, Sabbatini outlined a typological system strictly between Peter and Paul. 

Beginning with the eastern wall, Sabbatini framed Michelangelo’s Conversion of Saul 
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with an image of the Stoning of Stephen at the entrance wall, and an image of the Baptism 

of Saul at the transept (Fig. 84 & 85). On the western wall, he paired Michelangelo’s 

Crucifixion of Peter with an image of the Fall of Simon Magus on the entrance wall, and 

a combined image of St. Peter’s Dream of the Unclean Animals with the Baptism of 

Cornelius at the transept (Fig. 86 & 87). When compared to Borghini’s initial program, 

that of Sabbatini accomplished three key objectives. First, it streamlined the narratives 

and prioritized a more chronological parallel to the events in Acts; second, it replaced the 

previous oratory subjects with imagery that highlighted decisive moments for the overall 

trajectory of the Apostolic history; and third, it established boundaries between those who 

participate within the Church body and those who do not. Sabbatini’s program moved 

methodically through Acts: Stoning of Stephen (Acts 7-54-60); Simon the Sorcerer (Acts 

8:9-24); Conversion of Saul (Acts 9:1-10); Baptism of Saint Paul (Acts 9: 11-18); Peters 

Vision of Unclean Animals (Acts 10:9-17), Baptism of Cornelius (Acts 10:22-47). 

Opening with the Stoning of Stephen introduced a standard precursor scene to Saul’s 

conversion. As the first deacon of the Church, and the first follower of Christ to receive 

the martyr’s palm, Stephen’s execution featured a complicit Saul, who received the 

cloaks of the angry mob at his feet.577 The Baptism of Saint Paul logically follows his 

conversion, and elaborates his full transformation from persecutor of the faith to initiated 

member of the Church. On the opposite wall, it is difficult to formulate the same 

sequential progression, and scholars have noted that the Fall of Simon Magus strikes an 

odd addition, considering its textual sourcing from the apocrypha Acts of Peter.578 While 

 
 577 The Stoning of Stephen occurs in Acts 7:54-60, and again in Acts 22:20 when Saint Paul 
describes it in his speech to the Jews at Jerusalem. 
 
 578 For the story of Simon Magus in the Acts of Peter, see Jan N. Bremmer, “Magic in the 
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the most elaborate account of this confrontation between Peter and the infamous impostor 

who unsuccessfully attempts to imitate Christ’s ascension does indeed occur in the 

apocrypha, the scene is also described in Acts. Simon Magus appears in Acts (Acts 8:9-

25) as Simon the Sorcerer, a convert baptized by Philip in Samaria. After  witnessing 

Peter and John distributing the Holy Spirit, Simon demands the same power, and offers to 

purchase it.579 The difference between the two textual sources is abundant, diverging on 

important points such as the place (the apocrypha claims it took place in the forum of 

Julius in Rome; whereas Acts describes the entire contest in Jerusalem), the result (death 

versus rebuke), and even the crime (simony versus imitating Christ’s powers).580 Still, in 

the same way the Stoning of Stephen sets up the Conversion of Saul, Gerard Luttikhuzien 

has demonstrated that the Fall of Simon Magus was used as a foil for the heroic 

Crucifixion of Peter, contrasting courage and valiance with insignificance.581 This 

combination of scenes appeared earlier in the fresco program of the Brancacci chapel at 

Santa Maria del Carmine in Florence, which Filipino Lippi executed from 1481-82    

(Fig. 88). This entire program, dedicated to the life of Saint Peter, could very well be a 

 
Apocryphal Acts of the Apostles,” in The Metamorphosis of Magic from Late Antiquity to the Early Modern 
Period, ed. Jan N. Bremmer and Jan R. Veenstra (Leuven: Peeters, 2001), 51-70.  
 
 579 The narrative of Simon the Sorcerer takes place in Samaria. Philip begins converting and 
baptizing, leading Simon the Sorcerer to join as Philip’s follower. At this point in Acts, the Holy Spirit had 
not yet reached Samaria, so when Peter and John arrive, they pray for the sprit. When it arrives, they begin 
placing their hands on the Samarians. Kuntz has noted how this narrative relates to the problem of simony, 
citing both Julius II’s bull “Cum tam divino” and Alexander VI Borgia’s election. Kuntz highlights that as 
the chapel of conclave, the image would have reminded voters about the consequences of their own 
simoniac behavior. Kuntz, 1999, 251.  
 
 580 Sabbatini’s fresco, by comparison, depicts the Fall of Simon Magus as taking place in an 
antique Roman setting, which is also the case for the Stoning of Stephen. None of these settings have 
replicas of Roman buildings, but they reproduce the antique features of Roman antiquities.  
 
 581 Gerard R. Luttikhuizen, “Simon Magus as a narrative figure in the Acts of Peter,” in The 
Apocrypha Acts of Peter, ed. Jan N. Bremmer (Leuven: Peeters, 1998), 39-51. 
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precursor for the kind of typological scheme envisioned by the papal court for the Pauline 

Chapel.582 Taken from Jacobus de Voragines’ Golden Legend, Lippi’s fresco places 

Simon Magus and Peter before the Emperor Nero and does not depict his fall. In other 

instances, the Fall of Simon Magus links the narratives of Peter and Paul, placing both of 

the disciples in Rome to confront this imposter (Fig. 89). This appears, for example, in 

the Cappella Palatina in Palermo, where the inscription explicitly states, “Hic praecepto 

Petri et oratione Pauli, Simon Magus cecidit in terram.”583 Above all, the Vatican 

memorialized this scene in one of the most prominent liturgical sites—the eastern nave of 

Saint Peter’s Basilica. Ann van Dijk’s scholarship on the Oratory of Pope John VII 

recreates the Petrine cycle from Giacomo Grimaldi’s text and drawings before the oratory 

was destroyed by Pope Paul V in 1605 (Fig. 21). In the Petrine cycle, the scenes of the 

Fall of Simon Magus and the Crucifixion of Peter were in fact joined, which set a crucial 

precedent for Sabbatini’s frescoes directly adjacent in the Pauline Chapel. 

 The final scene of Sabbatini’s program featured a two-part image of Peter’s 

Vision of Unclean Animals combined with the Baptism of Cornelius. Representations of 

Peter’s vision at Joppa of an enormous white sheet descending from heaven carrying a 

menagerie of animals, including reptiles and birds, are few (outside of illuminated 

manuscripts). Rarely is the scene portrayed in a monumental pictorial cycle, even for 

 
 582 A number of scenes in the Brancaci chapel were suggested for the Pauline Chapel by 
Borghini/Vasari, and were depicted by Sabbatini and Federico Zuccari. The Chapel program includes: the 
Tribute Money, the Raising of Theophilus’ Son, Saint Peter Enthroned; St. Peter Preaching, Saint Peter 
Healing with his Shadow; Baptism of the Neophytes; the Death of Ananias; the Healing of the Cripple; the 
Raising of Tabitha; the Crucifixion of Saint Peter; Saint Peter and Simon Magus before Nero. 
 
 583 “This is the prayer of Paul, and by the command of Peter, the magician Simon Magus fell to the 
ground.” An important analysis of how these two narratives converge was written by Herbert L. Kessler, 
“The Meeting of Peter and Paul in Rome: an Emblematic Narrative of Spiritual Brotherhood,” Dumbarton 
Oaks Papers 41 (1987): 265-275. 
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those dedicated to the life of Peter. This astounding vision has been interpreted as one of 

the first instances in which God addresses the problem of accepting non-Jewish members 

into the faith. For Gregory XIII, whose missionary agenda sought to develop a global 

Roman Catholic Church, this particular narrative reflected a contemporaneous need to 

address the integration of new cultures into the faith. The textual source for this fresco—

Acts 10—begins with Cornelius’s vision of the angel of the Lord, who commands him to 

seek Peter.584 The next day, Peter becomes hungry during his prayers on a rooftop. After 

falling into a trance, he experiences this vision, and God commands him to kill and eat 

the unclean animals. Peter hesitates, realizing that this violates Mosaic law, to which God 

responds by explaining, “Do not call anything impure that God has made clean.”585 

During the second temple period, when Christianity was forming into an organized faith, 

the concept of categorizing people and establishing what Clinton Wahlen describes as 

“human fences between scrupulous Jews and unclean pagans” was a necessary function 

for defining membership.586  Labeling individuals “insiders” versus “outsiders” helps 

determine the particulars of orthodoxy, which were critical in the first years of the 

Church under its Apostolic leadership.587 A similar parallel can be drawn between the 

 
 584 Paul Schubert, “The Final Cycle of Speeches in the Book of Acts,” Journal of Biblical 
Literature 87 (1968): 14, n. 22; Martin Dibelius, “The Conversion of Cornelius,” in Studies in the Acts of 
the Apostles, ed. Heinrich Greeven, trans. Mary Ling (New York: Charles Scribner’s Sons, 1956), 109-22. 
  
 585 Acts 10:9-23 describes Peter’s vision in Joppa, Acts 11:1-18 describes the Baptism of 
Cornelius 
 
 586 Clinton Wahlen, “Peter’s Vision and Conflicting Definitions of Purity,” New Testament Studies 
51 (2005): 505-518. 
 
 587 Paul Raymond Trebilco, “Outsider Designations in New Testament Texts,” in Outsider 
Designations and Boundary Construction in the New Testament: Early Christian Communities and the 
Formation of Group Identity (Cambridge: Cambridge University Press, 2017), 3-6; Lawrence Mitchell 
Wills, “The Other in the Acts of the Apostles” in Not God’s People: Insider and Outsiders in the Biblical 
World (Lanham: Rowman and Littlefield, 2008), 195-207.  
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phenomena of establishing and clarifying the social boundaries and practices of Roman 

Catholicism post-Trent. The need to protect orthodoxy and define membership ultimately 

binds all of the frescoes in the Sabbatini program.588 Later, when Federico Zuccaro 

completed this scene in 1580, the concepts of conversion and conformity, played a 

similar role, particularly with regard to the Roman Jewish communities.589 The Hebraic 

Jews charged a Hellenistic Jew, Stephen, with heresy; his particular punishment of 

stoning also signaled a traditionally Jewish penalty versus a Roman execution.590  

Likewise, Simon Magus’s death demonstrated in dramatic terms the boundaries between 

Christ’s chosen apostles, and those falsifying his powers. Both images of baptism—

Paul’s and Cornelius’s—further illustrate the notion of insider/outsider membership in 

the community of believers. This use of Acts effectively concentrates on the initial phases 

of apostles’ global evangelization: first, the Jews in Jerusalem; second the Hellenists and 

 
 588 This appears in the use of the term “hoi loudaioi,” which Shelly Matthews notes only appears 
three times before Stephen’s martyrdom, but afterwards becomes the preferred word to describe opponents 
who persecute Christ’s followers. In its diction, Luke’s Acts reinforces social boundaries through a 
persistent vilifying of these groups, and shares its use of the term with John’s gospel. See Stephen G. 
Wilson, “‘Jew’ and related terms in the ancient world,” Studies in Religion/Sciences religieuses 33, no. 2 
(2004): 157-171; Shaye JD Cohen, “Religion, ethnicity, and ‘Hellenism’ in the emergence of Jewish 
identity in Maccabean Palestine,” in Religion and Religious Practices in the Seleucid Kingdom (Aarhus: 
Aarhus University Press, 1990), 204-223; and David M. Miller, “Ethnicity, Religion and the Meaning of 
Ioudaios in Ancient ‘Judaism’,” Currents in Biblical Research 12, no.2 (2014): 216-265.  
 
 589 For some of the more recent scholarship on this topic, see Francesca Bregoli and David B. 
Rudeman, Connecting Histories: Jews and their others in early modern Europe (Philadelphia: University 
of Pennsylvania Press, 2019); Kenneth Stow, Jewish Life in Early Modern Rome: challenge, conversion, 
and private life (New York: Routledge, 2018); Piet van Boxel, Jewish Books in Christian Hands: theology, 
exegesis and conversion under Gregory XIII (1572-1585) (Città del Vaticano: Biblioteca apostolica 
vaticana, 2016); Marina Caffiero and Lydia G. Cochrane, Forced Baptisms; Histories of Jews, Christians, 
and Converts in Papal Rome (Berkeley: University of California press, 2012); and Stephan Wendenhorst, 
The Roman Inquisition, the Index and the Jews: contexts, sources and perspectives (Leiden: Brill, 2004).  
 
 590 As Shelley Matthews explains, stoning in the ancient world was not a Roman punishment; 
rather, it was generally prescribed for crimes against a community. See Shelley Matthews, “The Need for 
the Stoning of Stephen” in Violence in the New Testament, edited by Shelley Matthews and E. Leigh 
Gibson. New York: T & T Clark, 2005, pp 124-139; Craig Hill, Hellenists and Hebrews: Reprising 
Division within the Earliest Church (Minneapolis: Fortress Press, 1992), 59. 
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Samaritans; finally, the Gentiles.591  

 
 

Brand Peter/Brand Paul 
 
As much as Acts represents Peter’s and Paul’s heroic efforts of evangelization, the text 

is—above all else—a narrative used to define early Christian identity. The historical 

circumstances behind Luke’s writing of Acts and its exceptionalism is explained by 

Daniel Marguerat as:   

Luke seems to be the first to have presented a religious movement in a 
historical mode. In any case, he was the first in the history of Christianity 
to recognize the need to endow the Christianity of his time with a tool of 
self-understanding. He accomplishes this not only by the means of a history 
of its founder (the gospel), but also by a history of its foundation.592 

 
To read Acts is to follow the genesis of Christianity as a full-fledged religion. In the first 

century the Christian movement could turn to the synoptic gospels for the biography of 

Christ, the epistles for expositions of Christian teaching, and Revelations for prophecy. 

Acts, however, served a completely different purpose. Acts supplied for its reader an 

origin narrative, answering who they are, where they came from and what formed 

them.593 What makes Acts even more remarkable is that it saw beyond the horizon of 

Christ’s resurrection to the faith’s propagation, which Marguerat described as, “Luke 

sanctifies the continuation of the gospel, the post-paschal period. No other author in 

antiquity will dare to attach to the story of Jesus that of the first Christians. In this 

 
 591 The rest of Luke’s chapter markers include: Antioch; Asia Minor; Europe; and Rome. 
 
 592 Daniel Marguerat, “A Narrative of Beginnings,” in The First Christian Historian: Writing the 
‘Acts of the Apostles.’ (Cambridge: Cambridge University Press, 2002), 31.  
 
 593 Marguerat, 31.  
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respect, Luke writing to Theophilus moves into terra incognita.”594 Writing Acts meant 

acknowledging that Christianity was in fact constituted by Christ and the apostles, and 

Luke is the first to recognize the necessity of establishing a history of the first Christians 

to legitimize itself as a genuine religion.595  

 By its very nature, Acts provided a framework for the papacy to reconsider its 

identity through an image of its origins. A distinction can be drawn between placing an 

emphasis on Peter and Paul versus a reliance on papal biography as seen in a text like the 

ninth century Liber Pontificalis. Power and authority were previously manufactured 

through a history of Peter’s successors, and yet the new shift to the Church’s apostolic 

history needs only the figures of Peter and Paul. The previous chapter demonstrated how 

the papacy under Pius IV and Pius V further developed a papal brand through the 

image(s) of Peter’s Life, and, as such, remembering its heritage reoriented the papal 

brand identity. With the first intervention in the Pauline Chapel and the subsequent 

Gregorian projects discussed hereafter, the inclusion of new apostolic subjects indicates 

how the papal brand evolved into a more coherent system.  

 A brand’s evolution is the direct result of consciously responding to external 

forces, be those cultural, political, or economic in nature, and adjusting to meet those new 

demands without drastically abandoning its original identity. The goal of a brand’s 

evolution, as described by Communications theorists, Francisco Conejo and Ben 

Wooliscroft, should be “[to move] towards the notion of coherence, a general, more 

 
 594 Marguerat, 41.  
 
 595 “Luke connects the kerygma to the human meditations of God and incorporates the messengers 
into the message.” Marguerat, 41, n. 52.  
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flexible branding theme that allows some meaning variation in response to volatile 

environmental conditions.”596 Certainly the Church history—both during and after 

Trent—epitomized periods of instability and uncertainty, and the use of this Apostolic 

imagery served as a ground wire or alternative pathway for identity construction. Paul 

III’s initial campaigns forged a canon of apostolic imagery through the consistency and 

continuity of Pius IV and Pius V. Over the course of time, the Apostolic brand had to 

evolve, which meant not only the admittance of new subjects such as Peter’s Vision of 

the Unclean Animals and the Baptism of Cornelius, but the realization of this long-term 

campaign’s full potential.597 In this case, the addition of new Acts narratives did not 

substantially alter the original associations. It served, instead, to perpetuate longevity or, 

as Anthony Giddens clarifies, “identity is found in the capacity to keep a particular 

narrative going.”598 For Gregory XIII, this meant returning to incomplete pictorial 

programs and unfinished sites in the palace for the sake of fueling the symbolic 

momentum already generated by the visible apostolic narratives and using it to project a 

vision of the future papal brand.  

 
 

A Typology of Miracles in the Seconda Loggia 
 
Completion meant cohesion; resolving a predecessor’s project not only closed a historical 

chapter in the papacy’s identity, it also fulfilled a conscious effort to maintain constancy 

 
 596 Francisco Conejo and Ben Wooliscroft, “Brands Defined as Semiotic Marketing System,” 
Journal of Marcomarketing 35, no. 3 (2015): 287-301, esp 291. 
 
 597 Kevin Lane Keller and Donald R. Lehmann, “Assessing long-term brand potential,” Journal of 
Brand Management 17 (2009): 6-17.  
 
 598 Anthony Giddens, Modernity and self-identity: Self and society in the late modern age (Palo 
Alto: Stanford University Press, 1991), 54. 
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in order to reinforce the Acts narrative in perpetuity. Such is the case in the Vatican 

Logge, where the concepts of continuity, consistency, and cohesion all coalesce.  Over 

the course of sixty-seven years, multiple popes invested in its erection and decoration, 

culminating with Gregory XIII’s final campaign. While the majority of scholarly interest 

in Gregory’s terza loggia revolves around the program designed under Ignazio Danti, this 

final stage also included a critical extension to Raphael’s bibbia. This decorative 

program, orchestrated by Lorenzo Sabbatini, forms a crucial connection to the ongoing 

investment in Apostolic imagery that reverberated throughout the palace.599  

  The Vatican Logge form a series of four-story loggia structures that enclose the 

Cortile di San Damaso, and isolate the Giardino Segreto, creating a formal courtyard and 

erecting a proper façade to the original palace built by Nicholas III (Fig. 90). Beginning 

with Bramante’s loggia (designed for Julius II in 1506, but famously decorated under Leo 

X by Raphael and his workshop from 1513 to 1518), the prima loggia runs the entire 

length of the western palace.600 This initial structure established the formal characteristics 

of its architectural elements and the internal decorative structure for its bays. Along the 

 
 599 The only source the provides a comprehensive description of the Seconda Loggia comes from 
Agostino Taja, Descrizioni del Palazzo Apostolico Vaticano (Rome, 1750). The majority of documents and 
chronology for the terza loggia appear in Roberto Almagia, Le pitture geografiche murali della terza 
Loggia e di altre sale vaticane, Monumenta cartographica Vaticana, vol. 3 (Città del Vaticano: Biblioteca 
Apostolica Vaticana, 1955). See also Florio Banfi, “The Cosmographic Loggia of the Vatican Palace,” 
Imago Mundi 9 (1952): 23-34; Leif Holm Monssen, “Triumphus and trophaea sacra: Notes on the 
iconography and spirituality of the triumphant martyr,” Konsthistorisk tidskrift 51 (1982) 10-20: and 
Francesca Fiorani, The Marvel of maps: Art, Cartography and Politics in Renaissance Italy (2005), 142-
156, 301-315. 
 
 600 Even though Raphael completed the loggia project, a significant amount of the architecture had 
been erected in 1512, which provided a thoroughfare between the Vatican Palace and Innocent VIII’s 
Belvedere. See Henry Dietrich Fernandez and Barbara Shapiro, “Il Palazzo Vaticano al tempo di Raffaello. 
La Scala di Bramante e Raffello nei Palazzi Vaticani, stato attuale,” in Il Palazzo Apostolico Vaticano, ed. 
Carlo Pietrangeli and Fabrizio Mancinelli (Florence: Nardini, 1992), 140; Nicolas Temple, “Cortile del 
Belvedere and Via della Lungara,” in Renovatio urbis: Architecture, Urbanism and Ceremony in the Rome 
of Julius II (London: Routledge, 2011), 141-143; and Richard Joseph Powers, “Bramante and Raphael at 
the Vatican: a loggia for Pope Julius” (PhD diss., University of Illinois at Urbana-Champagne, 1993). 
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second story, the thirteen bay vaults were divided into a central decorative field and four 

quadri riportati carrying images of the Old and New Testaments.601 Working 

chronologically through scripture, the first seven bays concentrate entirely on Genesis, 

covering the events from the Creation to the story of Joseph and his explanation of 

Pharaoh’s dreams (Fig. 91).602 The eighth and ninth vaults come from Exodus, focusing 

on Moses; and the tenth vault culminates in Joshua’s Division of the Promised land    

(Fig. 92).603 The stories of David appear in the eleventh vault, and those of Solomon in 

the twelfth vault, and the Old Testament is brought to a close with the Building of the 

Temple.604 Finally, in the thirteenth and final bay, the vault decoration switches to scenes 

from the New Testament, representing the Nativity, the Adoration of the Magi, the 

Baptism of Christ, and The Last Supper (Fig. 93). Despite the loggia’s representation of 

the full expression of God’s covenant, the decorative program makes use of only six of 

the forty-six books of the Old Testament, drawing heavily on the typological imagery 

between the prophets, the patriarchs, and the line of David. At the time of its completion, 

 

 601 Robert Williams, “The Systematicity of Representation,” in Raphael and the Redefinition of 
Art in Renaissance Italy (Cambridge University Press, 2017); Nicole Dacos, Le Logge di Raffaello: 
l’antico, la bibbia, la bottega, la fortuna. Milan: Jaca Book, 2008; Christiane Denker Nesselrath, “La 
Loggia di Raffaello,” in Raffaello nell’appartamento di Giulio II e Leone X, (1993), p. 39-79; Wolfgang J. 
Mueller, Ornatment-Grotesken: farbige Kupferstiche nach den Raffael-Loggien im Vatikan, (Kiel: 
Schleswig-Holsteinischen Landesbibliothek, 1991); Nicole Dacos, “La Logetta du Cardinal Bibbiena: 
decor a l’antique et role de l’atelier,” in Raffaello a Roma (1986), p. 225-236; and Bernice Davidson, 
Raphael’s Bible. A Study of the Vatican Logge. University Park: the Pennsylvania State University Press, 
1985. 
 
 602 The chronologically last scene in the seventh vault depicts Genesis 41:1-57. 
 
 603 Joshua 13-21 (New American Standard Bible Revised Edition, 2011).  
 
 604 1 Kings 6-37; 2 Chronicles 3:1-4:22; there is a discernible variation of quality in the various 
bays, particularly between the earlier ones that have been attributed to Penni and Giulio Romano, to those 
of the later bays executed by Perino del Vaga. 
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the second story appeared as a complete narration of the progression of the old 

dispensation in preparation for the new dispensation under Christ.  

As with most papal commissions, only after a lapse in time would a subsequent 

pontiff turn his attention to the projects of his predecessors. This was the case with Pius 

IV, who in 1560, commissioned Pirro Ligorio to begin drafting the designs of an 

extension to the prima loggia.605 The new northern wing was designed to extend 

perpendicularly to Bramante’s and Raphael’s original structure, defining the palace’s 

courtyard. Replicating the articulations of the prima loggia, Pius IV’s second loggia 

maintained the external continuity between the two projects by eliminating a medieval 

tower between the two logge and creating an important stairway.606 By 1563, Pius IV’s 

decorative program started on the uppermost story of the loggia in the three bays nearest 

to the palace facade under the direction of Luizo de Luizi, who had previously assisted 

Perino del Vaga in Genoa.607 When Pius IV died on December 9, 1565, his thirteen-bay 

loggia required significant intervention, particularly along the second story that 

connected to Raphael’s famed bibbia. Only in January 1574, did Gregory XIII resume the 

loggia project, completing Pius IV’s commission, and concluding the last physical 

addition in another perpendicular eastern wing known as his terza loggia. For this final 

eastern wing, Gregory enlisted the papal architect, Martino Longhi the Elder (1534-

 
 605 Davidson has shown that, in fact, the first intervention made by Pius IV was on the fourth story 
of the prima loggia, where he employed Giovanni da Udine, who ultimately died, and the project was 
assumed by Sabaoth Denti. After Denti’s death, the project continued through the summer of 1565. Bernice 
Davidson, “Pius IV and Raphael’s Logge,” the Art Bulletin 66 (1984): 382-389. 
 
 606 Five of the frescoes discussed in the previous chapter under the “Life of Saint Peter” project 
designed by Vasari and executed by Lorenzo Sabbatini appear in this staircase. 
 
 607 Payments to Luzio begin on February 2, 1563. See Davidson, 386, n. 28. 
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1591). He steadily worked on the third loggia until he retired in 1577, leaving the project 

to Ottaviano Mascarino (1536-1606) who resumed its construction in 1578.608 Originally, 

Gregory’s loggia carried only two stories in order to provide unobstructed views from the 

original two logge already erected.609 Contemporary with Longhi’s completion of the 

northern loggia, Gregory tasked Lorenzo Sabbatini with the decorative program along its 

second story. For this project, Sabbatini drew on the talents of his previous associates, as 

well as those who were initiated into Sabbatini’s network via their tutelage in familiar 

workshops. The primary figures in Sabbatini’s operations were Donato da Formello 

(c.1553-c.1580) and Raffaellino da Reggio (1550-1578), and these assistants ensured a 

certain level of continuity with the earlier enterprises of Pius IV.610 In addition to these 

painters, Marco Marchetti da Faenza (1528-1588; who worked alongside Sabbatini in 

Vasari’s workshop at Palazzo Vecchio) and his student, Giovanni della Marca (1532-

1587),  joined the primary participants.611 Sabbatini’s Florentine experience brought him 

 
 608 Meadows-Rogers suggested that Mascarino’s appointment following Longhi was the result of 
Gregory XIII’s Bolognese patriotism; however, this fails to recognize that Mascarino joined Sabbatini’s 
team in 1574. Appointing Mascarino preserved continuity between the decorative phases, and more than 
anything else, guaranteed the project designs would be executed based on the original decisions. Robert D. 
Meadows-Rogers, “The Vatican Logge and Their Culminating Decorations under Pius IV and Gregory 
XIII: Decorative Innovation and Urban Planning before Sixtus V” (PhD diss., University of North Carolina 
at Chapel Hill, 1997), 222. 
 
 609 Meadows-Rogers notes that this orientation would have also created an optical axis between 
the Vatican and the Quirinal Hills. Meadows-Rodgers, “The Vatican Logge,” 206. 
 
 610 Meadows-Rogers, 224, n 66. Da Formello has already been discussed in the previous chapter as 
being in Vasari’s workshop, and the previous attributions to the “Life of Saint Peter” program for the scale. 
See Baglione, “Vita di Donato da Formello,” in Le vite de’pittori, scultori, et architetti: dal pontificato di 
Gregorio XIII del 1572 in fino a’tempi di Papa Vrbano Ottavo nel 1642 (Roma: Stamperia d’Andrea Fei, 
1642), 16-17. For the conituity of work between the Sala Regia and the new workshop under Sabbatini, see 
Anna Maria de Strobel, “ La Sala Regia e La Sala Ducale,” in Il Palazzo Apostolico Vaticano, ed. Carlo 
Pietrangeli (Florence: Cardini, 1992), 76-77. For the biography of Raffaellino da Reggio, see Baglione, 
“Vita di Raffaellino da Reggio,” Le vite dei pittori, 25-27.  
 
 611 For the biographies of Marco Marchetti da Faenza and Giovanni della Marca, see Baglione, Le 
vite dei pittori, 22-23, 46-47.  
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into contact with Santi di Tito, who was well-acquainted with the process and 

undertaking of papal commissions, having collaborated with Barocci and Federico 

Zuccaro at the Casino of Pius IV.612 Although he did not join Sabbatini’s team, Santi di 

Tito recommended his student, Niccolò Circignani (c.1517-1596), who arrived in Rome 

with Cristofano Roncalli (c.1552-1626), Paris Nogari (c.1536-1601), and Matteo da Siena 

(1533-1588).613 Based on this assemblage of artists and the various ways their paths 

intersected, the team composed for the northern loggia reflects a clear reliance on the 

utility of the artistic network.614 From 1575 to 1577, Sabbatini’s team worked in the 

second loggia, with the primary goal of continuing Raphael’s program into the new wing, 

effectively completing the second half of the scriptural canon (Fig. 94).  

Expanding the scope of subjects further into the New Testament meant 

judiciously selecting scenes from the Life of Christ, but even more importantly, the 

frescoes help manufacture additional symbolic connections through the repetition of 

images found throughout other commissions. In doing so, the scenes reinforce the larger 

system of images employed by Gregory and his predecessors, and ensure a level of 

stability throughout the messages. One of the only texts to systematically describe the 

scenes in the second loggia is Agostino Taja’s Descrizione del Palazzo Apostolico 

Vaticano (1750). Since these frescoes are rarely accessed—let alone photographed—it is 

 
 612 Meadows-Rogers, pp. 224, n. 67. Both Santi di Tino and Niccolò Circignani were employed in 
the decorative program for a suite of rooms in the Villa Belvedere depicting scenes of David and 
Nebuchadnezzar. These were executed in preparation for a visit by Cosimo I and Duchess Eleanora. See: 
Vasari, 1568/1963, 4:88; Redig de Campos, 1967, 150. 
 
 613 Meadows-Rogers, 224, n. 68; Maurice Vaes, Matthieu Brill (1550-1583) (Rome:Institut 
Historique Belge,1928), 296, 309-310, 317, 329. For the biographies of Niccolò Circignanni, Cristofano 
Roncalli, Paris Nogari, and Matteo da Siena, see Baglione, Le vite dei pittori, 41, 44, 87-89, 288.  
 
 614 Matthias Brill also joined the loggia team, but his operations in the Seconda Loggia were 
contained to only the primo piano where he completed an illusionistic pergola. 
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worth outlining the narratives in order to demonstrate the numerous connections among 

the loggia, the Casino Pio IV, and the Pauline Chapel vault.615 

Following Taja’s text, the eleven bays are not simply an addendum to Raphael’s 

loggia, which abruptly ends with the Last Supper. Rather, the Gregorian wing organizes 

the Life of Christ through clusters of miracles and revelations that are as much about 

Christ as they are about the apostles’ personal experiences of these events. The first bay 

shows scenes from Christ’s early life beginning with the Flight to Egypt (Matthew 2:13-

23), the Massacre of the Innocents (Matthew 2: 16-18), Christ Among the Doctors (Luke 

2:41-52), and the Preaching of John the Baptist (Matthew 3:1-12; Luke 3:1-18).616 These 

early narratives sample from pivotal moments in Christ’s life, and serve as a bridge 

between the infancy narratives and the start of his earthly ministry. The second bay 

outlines the assembling of the Apostles, beginning first with Christ’s Temptation in the 

Wilderness (Matthew 4:1-11) and continuing with the Calling of Saint Andrew and Saint 

Peter (Matthew 4:18-22), Calling of James and John (Mark 1:19-20), and the Calling of 

Philip and Nathaniel (John 1:43-51).617 All four synoptic gospels describe the formation 

 
 615 Agostino Maria Taja, Descrizione del Palazzo Apostolico Vaticano (Roma: Niccolò e Marco 
Pagliarini, 1750), 175-186. 
 
 616 For the sake of clarity, the narratives are listed numerically to follow Taja’s description. Taja, 
176: “Arcata Prima, 1. La disputa del Signore nel Tempio col Dottori, 2. La fuga in Egitto di Maria Vergine 
con san Giuseppe, 3. La strage ordinata da Erode di tutti i fanciulli di Betteleme, 4. La predicazione di San 
Giovanni Battista.” 
 
 617 “Arcata Seconda, 1: Sant’ Andrea e San Pietro sono chiamati da Christo all’Apostolato, 2. 
Sant’Andrea accertato da San Giovanni Battista, esser Cristo il veso Messia, si dà alla sequela di lui con S. 
Pietro suo fratello, 3. La tentazione mossa dal demonio al Signore nel deserto, 4. Cristo invita san Filippo 
all’Apostolato, ed egli presenta al Signore [Nathaniel].” Taja, 177-178. Christ’s temptation immediately 
follows his baptism, and precedes his calling of the Apostles. The Temptation appears in Matthew 4:1-11; 
Mark 1:12-13; and Luke 4:1-13. While Taja calls the second scene another image of Andrew and Peter, it 
makes better sense that the image actually represents the Calling of James and John, who immediately 
follow in both Matthew 4:18-22 and Luke 5:1-11 as the next series to join the apostles. 
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of the apostles, each varying in their order. While this episode was critical for the 

foundation of the Church, this part of scripture is rarely given such sequential detail. That 

an entire bay was reserved to recount the individual callings of each pair indicates the 

relevance of these interactions, framing each vocation as a highly personalized encounter.  

 Starting with the third bay, the narratives transition to miracles and acts that 

reveal Christ’s divinity. Christ’s thirty-four miracles can be broken down into several 

categories: curing afflictions (blindness, leprosy, paralysis, bleeding, deafness, etc.), 

exorcisms, resurrecting the dead, and controlling nature. Overall, cures make up the 

largest number of miracles, and these healing acts demonstrate Christ’s godliness, as well 

as prove the faith of those afflicted. Although the majority of scenes represented in the 

vault portray cures, six of Christ’s supernatural miracles appear, repeating the exact 

scenes previously executed by Federico Zuccaro in the Casino Pio IV, but more 

importantly, in Sabbatini’s frescoes for the Vatican stairs. Scholarly research on these 

spaces rarely considers the larger thematic connections between additional commissions, 

and this oversight fails to recognize not only the shared imagery that reappears in 

multiple projects, but the way these programs collectively build upon one another. This 

begins with the third bay vault, which depicts the Wedding at Cana (John 2:1-11), Christ 

Preaching on the Sea of Galilee, the Miraculous Draught of Fishes (Luke 5:1-11); and 

the Healing of Peter’s Mother-in-Law (Mark 1:29-31).618  The fourth vault continues 

with the same trajectory: Jesus Restores a Demon-Possessed Man (Mark 5:1-18); Christ 

Calming the Storm (Mark 4:35-41), Christ and the Samaritan Woman (John 4:4-16), and 

 
 618 Taja’s description of the second and third bays appears to condense and confuse two parts of 
the narrative. Christ preaching on the sea usually follows the Miraculous Draught of Fishes (Luke 5:1-11), 
whereas the Calling of James and John follows that of Simon and Andrew (Mark 1:19-20). 
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Christ Healing the Paralytic (Matthew 9:1-8; Mark 2:1-12; John 5:1-14).619 With the 

fifth vault, the narratives follow the sequence described in the gospel of Matthew more 

closely, continuing with Christ Raises the Daughter of Jairus and the Healing of Two 

Blind Men (Matthew 9: 18-26); Christ Heals the Bleeding Woman the (Matthew 9: 20-

22), the Calling of Matthew (Matthew 9: 9-13), and Jesus Healing on the Sabbath 

(Matthew 12: 9-11).620 The sixth vault shows the Pharisees Criticizing the Apostles 

Keeping the Sabbath (Matthew 12:2); Christ Raising the Son of the Widow of Nain (Luke 

7:11-17), Christ Healing the Servant of the Centurion at Capernaum (Matthew 8:5-13; 

Luke 7:1-10), and concludes with the Feeding of the Five Thousand (Matthew 14:13-21; 

Mark 6:31-44; Luke 9:12-17; John 6:1-14).621   

 
 619 There are two different paralytic healings performed by Jesus. The first occurred while Jesus 
was in Capernaum, where a man was brought to him on a mat. Christ’s healing of his sin results in his 
walking, and draws the ire of the Pharisees. A second paralytic healing is described at the Pool of Bethesda, 
where again, the man is told to take his mat and walk. “Arcata Quarta: 1.La liberazione dell’uomo ossesso 
da’demoni, e l’invasione degli animali immondi; 2. Il Signore, dormendo, nella barchetta, vien risvegliato 
da’ santi Apostoloi spaventati per lo terrore della tempesta; 3. La conversione della Sammaritana; 4.La 
guarigione del paralitico.” Taja, 177-178. 
 
 620 The sequence of miracle healings move quickly in Matthew. The healing of the paralytic comes 
before the Calling of Matthew. Next, the question of fasting occurs, and during Christ’s speech the “ruler” 
identified as Jairus comes to Christ to appeal on behalf of his daughter. At the same time, the bleeding 
woman enters the narrative, touching Christ’s garment to cure her illness. As Jesus leaves the house of 
Jairus, he passes the two blind men who cry out, “Have mercy on us, Son of David.” Taja’s description of 
the bay unnecessarily repeats the scene of Jairus’s daughter, suggesting that he did not work directly from a 
written program, but reverse engineered the sequence based on scenes he easily identified. Taja, “Arcata 
Quinta: 1. Cristo riuscita a la figliuola d’un Principe. Nel tornarsene il Signore, viene incontrato da due 
ciechi, e da altri infermi, i quali da esso son risanati; 2.Cristo in atto di risuscitare la figliuola suddetta d’un 
Principe; 3. Fatta da Cristo a S. Matteo dal telonio all’Apostolato; 4.Il Signore tentato da’ Farisei, affinchè 
in giorno di sabta non risani un povero inardito in una delle mani.” Taja, 177-178. 
 
 621 “Arcata Sesta: 1. Cristo in mezzo de’ Farisei, che convince la loro piocrisia, colla quale 
rimproveravano i santi Apostoli, perché in giorno di sabato, sprovveduti del necessario alimento, si erano 
udriti di poco grano sciolto dalle spighe, che biondeggiavano per la campagna; 2. Il prodigioso 
riuscitamento fatta da Cristo in persona del figliuolo della Vedova di Naim; 3. Il Centurione di Cafarnao fa 
scuse al Signore, per non essere andato da per se stesso a supplicarlo per la salute del proprio servo; 
pregendolo intanto, che il risani in assenza coll’eccicacia della sua divina parola; 4. Il Signore, con cinque 
pani d’orzo, e con due pesci sazia cinquemila persone.” Taja, 178-79. 
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At the seventh bay, the program shifts to include important parables and teachings 

of Christ. Here, the vault displays Christ and the Adulterous Woman (John 7:53-8:11); 

the Exorcism of the Syrophoenician Woman’s Daughter (Mark 7:24-30; Matthew 15: 21-

28); Peter Walking on Water (Matthew 14:22-33); and Christ Fleeing the Temple (John 

8: 48-58) (Fig. 95).622 Moving to the eighth vault, the scenes continue with: the Exorcism 

of a Demon-Possessed Boy at Mount Tabor (Luke 9:37-41); the Transfiguration 

(Matthew 17:1-8; Mark 9: 2-8; Luke 9: 28-36); the Giving of the Keys; and Christ in the 

House of Mary and Martha (Luke 10:38-42).623 In the final three bays, these vaults build 

toward the Last Supper. The juxtaposition of miracles with parables mutually serve to 

reinforce deeper theological truths. For example, in the ninth vault, the scenes portrayed 

are: Christ Healing the Ten Lepers (Luke 17: 11-19); Apostles Question Whom is the 

Greatest (Luke 9:44-48); the Tribute Money (Matthew 17:24-27); the Mother of 

Zebedee’s Sons Asks for one at Christ’s Right Hand, and the other at his left (Matthew 

20:20-22).624 The apostles’ need to validate their role in Christ’s kingdom directly 

 
 622 “Arcata Settima: 1. La Liberazione della donna adultera dalla accuse de’Farisei; 2. Gesù Cristo, 
che nelle vicinanze di Tiro, e di Sidone vene supplicato dalla donna Cananea a liberare la sua figliuola 
ossessa; 3. San Pietro, sulla fiducia della divina parola, cammina sopra dell’onde; 4. I Farisei tentano di 
ladipare Cristo, ed egli uscendo dal tempio si asconde.” Taja, 179-180. 
 
 623 “Arcata Ottava: 1. Cristo disceso dal monte Taborre, dopo la sua gloriosa trasfigurazione, che 
libera un giovane ossesso dal mal nemico; 2.La maravigliosa trasfigurazione del Signore sul monte 
Taborre;3. Come per la confessione della divinità del figliuol di Dio fatta da San Pietro, son da Crsito date 
a lui le chiavi del Primato in tutta la Chisea; 4.Gesù Cristo in casa di Santa Maria Maddalenna prostrata agli 
adorati piedi. Taja, 179-180. 
 
 624 “Arcata Nona: 1. Come in andara il Signore in Gerusalemme, gli si fanno incontro dieci 
lebbrosi, de’ quali da esso risanti, solo il Sammaritano torna indietro a redergli grazie; 2. Qualmente Gesù 
Cristo interrogato dagli Apostoli, chi fosse per essere maggiore nel regno de’Ceili, adduce in mezzo un 
sanciullo, ed insegna loro dovere essere maggiore chi è più umile, e più innocente; 3.Il Signore ordina a san 
Pietro, che paghi il tributo col danaro ritrovato in bocca del pesce; 4.La madre de’figliuoli di Zebedeo, in 
atto di supplicare il Signore, acciocchè dia facoltà di federgli alla destra, e alla sinistra nel suo regno a i 
propri figliuoli.” Taja, 180-81. The final scene in this bay is rarely depicted in art. The passage comes from 
Matthew 20:20: “Then the mother of Zebedee’s sons came to Jesus with her sons and knelt down to make a 
request of Him. “What do you want?” He asked. She answered, “Declare that in Your kingdom one of these 
two sons of mine may sit at Your right hand, and the other at Your left.” The mother of Zebedee’s children 
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parallels the request made by the mother of Zebedee’s sons. In both instances, Jesus 

clarifies the price of true discipleship. At the tenth vault the scenes continue with: 

Christ’s Entry into Jerusalem (Matthew 21:1-11; Mark 11:1-11; Luke 19: 28-44; John 

12:12-19) (Fig. 96 and Fig. 97); Christ at the House of Zacchaeus (Luke 19:1-10); the 

Raising of Lazarus (John 11:1-44); and the Cleansing of the Temple (Matthew 21:12-17; 

Mark 11:15-19; Luke 19: 45-48; John 2: 13-16).625 Finally, the eleventh vault culminates 

with: Christ Washing the Apostles Feet (John 13:1-17; Matthew 26: 14-39) (Fig. 98 and 

Fig. 99); Mary Anointing Christ with her Hair (John 12:1-8), the Pharisees and the 

Temple Tax (Matthew 17:24-27); the Agony in the Garden (Matthew 26: 36-56; Mark 14: 

32-42; Luke 22:39-46; John 17:1-26).626 Taken as a whole, the Life of Christ cycle in the 

Seconda Loggia fleshes out Jesus’ earthly ministry, but the validation of these events 

hinges on the apostolic witnesses, namely Peter. The first apostle participates, 

corroborates, and later synthesizes into his own ministry and evangelization in Acts. Our 

ability to recognizes the mutually symbiotic relationships between this program and 

coexisting narratives depends on how flexibly we admit the larger pictorial enterprise into 

a discussion about a collaboratively engineered papal identity.   

First and foremost, a distinctive pattern of images reoccurs in the Casino Pio IV, 

the Vatican stairs, and the second loggia. These include: the Miraculous Draught of 

 
has been understood as one of the women present at the crucifixion. Matthew 27:56 describes the women 
being “Mary Magdalene, Mary the mother of James and Joseph, and the mother of Zebedee’s children.” 
Taja, 180-181. 
 
 625 Taja, “Arcata Decima: 1. Il solenne ingresso di Cristo nella gran Città di Gerusalemme in 
pubblica pompa di trionfante; 2. Il Signore è ricevuto in casa di Zaccheo; 3.La risuscitazione di Lazzaro; 
4.Cristo, che discaccia dal Tempio i profanatori di esso.” Taja, 180-81. 
 
 626  “Arcata Undecima: 1. La lavanda de’piedi fatta dal Signore a suoi santi Apostoli; 2.  
La Maddalena, che in casa di Simon lebbroso imbalsama i piedi al divino suo Precettore; 3.  
Cristo, che interrogato da’discepoli de’Farisei, e degli Erodiani, se fosse lecito di pagare il tributo alle 
Poestà laicali, confonde le loro cavillazioni; 4.L’orazioe di Cristo nell’orto di Getsemani.” Taja, 181. 
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Fishes, Christ/Peter Walking on Water, and the Calming of the Storm. Additionally, the 

Tribute Money, Christ Washing the Disciples Feet, the Agony in the Garden, and the 

peculiar representation of Christ Healing Peter’s Mother-in-Law appear in the landings 

of the palace stairs and the second loggia. Considering that Lorenzo Sabbatini 

orchestrated both campaigns, the repetition of these scenes can be partially explained by 

his involvement. The clear apostolic emphasis in these narratives displaces a purely 

Christocentric interpretation since the vast majority of these scenes directly underscore 

Peter’s role in the narratives. Peter doubts Christ in the Miraculous Draught and when 

Walking on Water; Peter and the disciples fear for their lives in the Calming of the Sea; 

Peter’s feet are washed by Christ; Peter falls asleep in the Agony in the Garden; Christ 

questions Peter on the tribute, and Peter finds the coin in the fish’s mouth; and it is 

Peter’s Mother-in-Law whom Christ heals. What makes this overwhelming evidence far 

more persuasive is that a third commission by Gregory XIII prominently projected this 

Petrine focus for the entire Christian public to witness at its most revered monument: the 

portals of Saint Peter’s Basilica.  

 

Extending Peter’s Life on the Basilica 

If we turn back to the anonymous biography of Gregory XIII, Memorie sulle pitture, 

found in the Vatican Library (referenced in the previous chapter as evidence of 

Sabbatini’s involvement in the Vatican stairs project), a second significant commission is 

mentioned in this sequence.627 The text reads, “sopra le cinque Porti di San Pietro, e [ ] le 

 
 627 BAV. Archivio Boncompagni (Bon.) D. 5, f. 240. See above in Chapter 2, section “Made With 
Orders and Designs by Lorenzo,” 177-185. 
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Caposcale di Palazzo dove sono dipinto l’Atti dell’Apostoli furono fatti con ordini et 

disegno di Lorenzo Sabbatini Pittore Bolognese.”628 A series of five frescoes over the 

doors of Saint Peter’s Basilica were executed portraying  additional Petrine imagery, and 

these frescoes serve as part of the projects commissioned by Gregory XIII. These scenes 

were understood as a secondary component of the Vatican stairs program, and the 

continuation of this imagery on the exterior of the most important basilica in Roman 

Catholicism concretized the centrality of Peter’s image for the post-Tridentine papacy. 

Today, the frescoes have been lost as a result of Carlo Maderno’s new façade, however, 

Marc Antonio Ciappi’s Compedio delle heroiche et gloriose attioni et santa vita di Papa 

Gregorio XIII (1591) confirms the description found in the anonymous biography.629 In 

his explanation of Gregory’s interventions on the basilica, Ciappi writes, “Fece fare il 

soffittto al Portico di essa Chiesa, e sopra le cinque porte di quella fece di dipingere 

l’historie de gli atti Apostolici, come ancora fece per tutti i capi scale di Palazzo, nel 

quale volse sussero ristorate tutte le pitture, osffiti, ed stucchi che andavano male, d’altri 

Pontefici suoi predecessori.”630 Only recently has it become possible to reconstruct part 

of the sopraportico program.631  

 
 628 BAV. Bon. D. 5, f. 240. 
 
 629 Marc Antonio Ciappi, Compendio delle heroiche et gloriose attioni, et santa vita di Papa 
Gregorio XIII (Roma: Giovanni Martinelli, 1591).  
 
 630 “He made the ceiling of the portico of the church, and over the five doors, he painted the 
history of the Acts of the Apostles, as he did for all the staircases of the palace, in which all of the paintings 
were restored, and stuccoes that went bad, by his other papal predecessors.” Ciappi, Compendio delle 
heroiche et gloriose attioni, 6. 
 
 631 This is due to the scholarship of John Marciani and Marco Simone Bolzoni on Raffaellino da 
Reggio’s drawings. See, John Marciani, “Raffaellino da Reggio in the Vatican,” The Burlington Magazine 
148 (2006): 187-191; Marco Simone Bolzoni, “The Drawings of Raffaellino Motta da Reggio (1550-
1568),” Master Drawings 54 (2016): 147-204. 
 



244 
 

Karl van Mander’s Het Schilder-boeck (1604) accounts for two scenes executed 

by Raffaellino da Reggio.632 Van Mander states, “Also by him, in front of the Church of 

Saint Peter’s, above the doors, are two histories: one representing Peter and John healing 

the cripple before the temple [...] The other represents Andrew bringing his brother 

before Christ.”633 Despite the fact that the frescoes have been destroyed, three drawings 

by Raffaellino of Andrew and Peter before Christ provide the visual evidence for one of 

the missing sopraportico frescoes by Raffaellino (Fig. 100, Fig. 101, & Fig.102).634 

Peter’s centrality in these scenes, like those executed in the Vatican stairs, and others 

found in the Casino Pio IV, demonstrate just how extensively this imagery was used 

throughout the palace. Under Gregory XIII, its employment became a true hallmark of 

the papal identity. Of the artists employed at the papal court under the direction of 

Lorenzo Sabbatini, the Emilian painter, Raffaellino da Reggio was uniquely suited to the 

task of sopraportico. Originally, Raffaellino joined Vasari’s workshop during the Sala 

Regia project, having been one of the artists that Sabbatini brought with him to Rome in 

 
 632 Carel van Mander, Het-Schilder-boeck (Haarlem: Voor Passchier van Westbusch, 1604); Karl 
van Mander, The Lives of the Illustrious Netherlandish and German Painters, trans. Hessle Miedema 
(Doornspijk: Davaco, 1999); Marciani, “Raffaellino da Reggio in the Vatican,” 189. 
 
 633 Karl van Mander, Het schilder-boeck (1617), “Noch voor de Kercke van S. Pieters, oven de 
deuren, zijn van hem twee historien, eene daer Petrus en Ionnes den Creupplen voor den Tempel ghenesen. 
Hier heeft hy moeten volghen d’ordinatie van Raphael d’Vrbijn, die in des Paus paritjen comt: maer by en 
heeft dese ordinantie niest verslimt, dan alles seer aerdich op’t nat geschiildelt. Hier sietmen schoon 
lakenen, en troniem, en alles seer constich en veerdich gehandelt. D’ander historie is, daer Andreas Petrum 
zijnen broeder brent tot Iesum, en daer sy Ioannem de Dooper verlaten, hier sietmen schoon vlacke lakenen, 
en een aerdich vershiet, met een Ioannes predicatie, met schoon boom-struyeke, alles op een heerlijcke en 
veerdighe qijse van shilderen ghedaen wesende.” See: Bolzoni, 156, n. 40;  Maurince Vaes, “Appunti di 
Karel van Mander us diversi pittori italiani conosciuti da lui a Roma, dal 1573 a 1577,” Atti del 2nd 
Congresso Nazionale di Studi Romani, (Roma: Cremonese, 1931):2:509-519. 
  
 634 Marciani, 190, n. 20; A. Czere, “Thou shalt be called Cephas: A New Drawing by Raffaellino 
da Reggio,” in Gedenkschrift fur Richard Harprath, ed. W. Wiebenwein and A. Tempestini (Berlin: 
Deutscher Kunstverlag, 1998), 67-72. 
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February 1573.635 After Vasari’s departure, Sabbatini retained Raffaellino in his new 

workshop, and their collaborations included the Seconda Loggia where three frescoes 

have been attributed to him: Christ’s Entry into Jerusalem (bay 10); Christ Washing the 

Feet of the Disciples (bay 11); and Mary Magdalene Anointing Christ with Her Hair (bay 

11). Since the sopraportico was understood as an extension of the stairs program, it is 

highly likely that he too contributed to this project. By the time Raffaellino started work 

on the sopraportico frescoes, he would have already known and participated in three 

Gregorian commissions that all shared a thematic connection in the use of apostolic-

focused imagery. This meant that he understood how these Petrine-focused scenes 

manufactured consistent representations of discipleship through the lens of its prince of 

the apostles.  

Scholars have never discussed the clear narrative parallels between the second 

loggia (seconda loggia), the landings of the palace staircases (caposcale), and the 

program above the entrance (sopraportico) to Saint Peter’s basilica. The reason is, up 

until now, the stairs were thought to be lost, and there were no drawings associated with 

the sopraportico. Comparing Vasari’s fresco of the Calling of Peter (Fig. 62) with 

Raffaellino’s study for Andrew and Peter before Christ (Fig. 100), it is apparent that the 

latter was designed having the former in mind. In both, Andrew is seen as leading Peter 

to Christ. Where Vasari portrays Christ pointing towards the journey ahead, Raffaellino 

corrects the interaction to show Peter reverently genuflecting before a Christ who blesses 

 
 635 Vasari in Rome wrote to Vincenzo Borghini in Florence on February 18, 1573, “Io meno le 
mani come un piffero, e Dio lodato tutti i sei cartoni grandi delle 6 storie della Sala son finiti affatto, né s’è 
mai fatto meglio, deo adiuvante, e nelle Sala sarà finito fra otto dì 2 storie colorite a fresco tutte di mia 
mano, che vuol dir qualcosa, e si anderà seguitando di sorte che martedì prossimo, che M. Lorenzo da 
Bologna con due altri viene qui per date aiuto, io crederò che per tutto Aprile aver finitio ogni cosa [...].” 
Frey, 2:756; Böck, 18, n. 108; Vasari-Milanesi, 1981, 8:490.   
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his disciple. Likewise, where the caposcale of the scala del maresciallo carries Christ 

Washing Peter’s Feet, Raffaellino paints the exact narrative on the second loggia. The 

difference between these two images is subtle but noticeable. The fresco for the stairs 

spotlights the interaction between Christ and Peter; whereas Raffaellino provides more 

context for the scene, positioning Christ and Peter in the middle ground of a crowded 

domestic interior during preparations for the Passover ritual. By simply recognizing that 

the second loggia, the landings of the staircases, and the area above the portico share the 

same imagery, it becomes clear that they represent a methodical and purposeful adoption 

of a purely apostolic narrative—one that vests a considerable amount of cultural capital 

in the centrality of Peter. This system of images not only existed but formed a program 

that stretched to various commissions. Additional components prove the systematic 

development of its value into different mediums. With these additional components, the 

clear manufacturing of papal identity vis-à-vis the Petrine narrative demonstrates a 

sustained investment in the overall symbolic efficacy of these narratives.  

 

Completing the Pauline Chapel: Zuccaro’s Failed Start 
 

When Federico Zuccaro arrived at the Apostolic Palace in March 1580, he was no 

stranger to the papal court. Having worked in his brother Taddeo’s workshop during the 

pontificate of Pius V, Federico now reported for service as an accomplished artist in his 

own right, and assumed one of the most coveted papal commissions in the Pauline 

Chapel. After Lorenzo Sabbatini’s death on August 2, 1576, the leadership and 

organization of his multifaceted workshop fell to his son, Mario Sabbatini.636 Whether 

 
 636 For the first payment to Mario Sabbatini, see Alessandra Rodolfo, “Aula consistory secreti, 
anticamera consistorij seu aula paramentorum,’ Le sale dei Paramenti nel Palazzo Apostolico Vaticano,” 
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out of sheer nepotism, or a genuine desire to retain continuity in labor, Mario received the 

title of superintendent (soprintendenza). But his lack of experience resulted in his 

departure from the papal court in March 1578, leaving operations to his countrymen, 

Ottavio Mascherino.637 In the wake of this turnover, the Pauline Chapel entered another 

phase of dormancy, and four years passed before Zuccaro assumed the helm of its next 

and final stage. Even though Federico’s larger oeuvre has received significant attention, 

in comparison, his frescoes for the Pauline Chapel remain overlooked, leaving a crucial 

gap in the scholarly assessments of his mature style.638 This is due in large part to the 

controversial Ghiselli commission, and Federico’s public response at the Academia di 

San Luca with his cartoon of the Porta Virtutis, which led to his trial and expulsion from 

 
Bollettino dei monumenti, musei e gallerie pontificie 27 (2010): 220, n 2; ASR Camerale I, Tesoreria 
Segreta, 1304, f.174 “E a di detto [November 9, 1576] scudi quattrocentoventi di moneta pagati per ordine 
di Nostro Signore et dell’illustrissimo cardinale Gustavallini a Mario figlio del quandam Lorenzo 
Sabadino.”  
 
 637 For the bibliography of Ottaviano Mascherino, see Baglione, Le vite dei pittori, 99. Raffaello 
Ojetti, “Ottaviano Mascarino” Annuario della Roma  Accademia di San Luca 2 (1913): 65-79.   
 
 638 The last monographic work on Federico Zuccaro remains Cristina Acidini Luchinat’s Taddeo e 
Federico Zuccari: Fratelli pittori del Cinquecento. Milan: Jandi Sapi, 1998. Her monograph treats the 
Cappella Paolina frescoes in the section dedicated to his paintings in the 1580s (pp. 124-128). These 
frescoes begin her discussion, but are not contextualized against Zuccaro’s frescoes for the Cappella delle 
Rovere that immediate proceed this commission, and as a result, do not receive any figural analysis beyond 
their execution. Moreover, her discussion quickly moves to the scandal of the Ghiseli altarpiece and 
Zuccaro’s Porta Virtutis, which very problematically mishandles the actual chronology of events. Margaret 
Kuntz contributed to the Bibliotheca Hertziana conference on Federico Zuccari organized by Matthias 
Winner and Detlef Heikamp (23-26 February 1993), and her essay was published as, “Federico Zuccari, 
Gregory XIII, and the vault frescoes of the Cappella Paolina,” in Der Maler Federico Zuccari, (München: 
Hirmer, 1999), 221-229. Her essay points to the dual program authored by Borghini and the inclusion of 
the original subject matter in the final vault. Besides Acidini Luchinat, the discussion of Federico’s Counter 
Reformation style has appeared in Sacro e profane: alla maniera degli Zuccari. Taddeo, Federico e 
Giovampietro Zuccari, a cura di Davide Tonti and Sara Bartolucci. Sant’Angelo in Vado: Polo museale di 
Santa Maria dei Servi, 2010, and Tristan Weddigen, "Federico Zuccaro Zwischen Michelangelo und 
Raffael: Kunstideal und Bilderkult zur Zeit Gregors XIII," in Federico Zuccaro Kunst Zwischen Ideal und 
Reform, Edited by Tristan Weddigen. Basel: Schwabe & Co, 2000, pp. 195-268. The exhibition at the Getty 
Center in Los Angeles and the exhibition catalogue treat Taddeo and Federico’s drawings, but do not 
address the Pauline Chapel. See Julian Brooks, ed. Taddeo and Federico Zuccaro. Artist-Brothers in 
Renaissance Rome (Los Angeles: the J. Paul Getty Museum, 2007). A full analysis of Federico’s style, 
which takes into account how the body as a topos of representation allowed Federico to explore the 
concepts of death, decay, and disease throughout his later years will be addressed in a future article.  
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the papal states on November 27, 1581.639 These events have overshadowed Federico’s 

contribution to the pictorial decoration of the Pauline Chapel, which he finally brought to 

completion in 1585. Zuccaro’s program for the vault, and the proposed design for the 

chancel contained narratives of healing and thaumaturgy performed by Peter and Paul. 

These mirror the miracles found in the second loggia, and set up a typology between 

Christ and the apostles. If Christ healed, raised the dead, and controlled nature, then so 

did his chief apostles. More importantly, Zuccaro’s elimination of the Old Testament 

figures of Moses and Elijah from the vault displaced their agency in the typology 

between Peter and Paul, effectively creating a more closed system that no longer required 

these antecedents for the type/antitype construct.  

The early 1580s have traditionally been characterized as Federico Zuccaro’s 

“difficult years,” marked by his calamitous trial and expulsion from the papal states. 

While this unfortunate series of events forced him into a period of itineracy, it can also be 

seen as a recalibration of Federico’s aesthetics, leading up to his authoring of the Pauline 

Chapel vault. An overview of Federico’s time line helps clarify a few things: the events 

of the Ghiselli altarpiece, the tension between artists within the papal court and those 

vying for its support, and finally, Federico’s return to Rome. When Giorgio Vasari died 

in 1574, his cherished final project for the cupola of Santa Maria del Fiore was left 

incomplete. The project remained dormant until 1576 when Federico assumed its 

execution.640 In the years leading up to this, Federico completed what can be considered 

 
 639 Patrizia Cavazzini, “The Porta Virtutis and Federico Zuccari’s Expulsion from the Papal State. 
An Unjust Conviction,” Römisches Jahrbuch der Biblioteca Hertziana 25 (1989): 169, n 1; and Antonino 
Bertolotti, “Federigo Zuccari, il suo processo ed esilio nel 1581,” Giornale di erudizione Artistica 5 (1876): 
129-149.  
 
 640 Cristina Danti, “Historical outline of the pictorial cycle by Vasari and Zuccari in the Dome of 
Florence.” Science and Technology for Cultural Heritage 7 no. 1 (1998): 15-18. 
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an artistic grand tour, traveling through Spain, England, and the Netherlands through the 

entirety of 1574/75. The Zuccaro operations in the cupola took place over the course of 

three years, with the duomo frescoes inaugurated on the feast of Florence’s patron saint, 

San Giovanni Battista. The final touches on the frescoes continued until October 15, and 

despite Borghini’s contentious review and criticism of its technical execution, its quality 

did not dissuade Francesco I de’ Medici from recommending Federico to Gregory XIII 

for the Pauline Chapel project.641 

While he was engaged with the cupola of Santa Maria del Fiore in Florence, the 

intermediaries of Monsignor Paolo Ghiselli contacted Federico in November 1578 for a 

private commission in his family chapel at Santa Maria del Baracanno in Bologna.642 At 

this time, Ghiselli enjoyed the position of steward (scalco/coppiere) and confidant to 

Pope Gregory XIII; therefore, the prospect of a private commission from Ghiselli came 

with the possibility of gaining the recognition of the pontiff and returning to the papal 

court.643 Before departing Florence on November 12, 1579, Federico began work on the 

altarpiece, bringing a number of collaborators with him to Rome, including: Bartolomeo 

Carducci (1560-1608), Giovanni Andrea Svolgi da Castel Durante, and Domenico 

Passignano (1559-1638).644 As a clear homage to his countryman and papal protector, 

 
 641 For Zuccaro’s and Borghini’s exchange, see Acidini Luchinat, Cristina. "Zuccari in cupola, 
errore e correzione," in Kunst des Cinquecento in Der Toskana, ed. Monika Cämmerer (Munich: F. 
Bruckmann KG, 1992), 382-386; and Heikamp, "Federico Zuccaro e la cupola di Santa Maria del Fiore" in 
Federico Zuccaro: l'Idee, gli scritti, ed. Bonita Cleri (Milano: Electa, 1997), 145.   
 
 642 Elena Capretti, “L’affare Ghiselli e lo scandalo della Pora Virtutis,” in Innocente e calunniato. 
Federico Zuccari (1539/40-1609) e le vendette d’artista, ed. Cristina Acidini Luchinat and Elena Capretti 
(Firenze: Giunti, 2009), 172. 
 
 643 Pastor, History of the Popes, 9:866.  
 
 644 Elena Capretti, “L’affare Ghiselli,” 172.  
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Ghiselli commissioned an image of the Procession and Vision of Saint Gregory the 

Great, representing a miraculous account of early Church history and hagiography (Fig. 

103 & Fig. 104).645 To combat a devastating plague, Gregory the Great had organized a 

procession of St. Luke’s relic to Santa Maria Maggiore, at which point the Archangel 

Michael appeared above the Mausoleum of Hadrian, portending the end of the plague, 

and a founding legend for the Castel Sant’Angelo.646 In 1573, Pope Gregory XIII 

commissioned an altarpiece from Jacopo Zucchi representing the Procession of Saint 

Gregory for the Church of Santa Trinità dei Pellegrini as a part of the preparations for the 

1575 Jubilee year (Fig. 105).647 Ghiselli’s commission of the same subject not only 

memorialized the reigning Bolognese pontiff in his native country, but it afforded 

Ghiselli the opportunity to visually reinforce his relationship within the current papal 

court. 

 Work on the Ghiselli altarpiece progressed alongside Zuccaro’s first campaign in 

the Pauline chapel. Zuccaro’s operations at the papal court can be dated to March 13, 

1580 when a payment to Marco da Pesaro was recorded for preparing pigments.648 The 

 
 645 Patrizia Cavazzini, “The Porta Virtutis and Federico Zuccari’s Expulsion from the Papal State. 
An Unjust Conviction,” in Römisches Jahrbuch der Biblioteca Hertziana 25 (1989): 71-172, n 4; and 
Bertolotti, “Federigo Zuccari, il suo processo ed esilio nel 1581,” 134.  
 
 646 Jacob A. Latham “Inventing Gregory ‘the Great’: Memory, Authority, and the Afterlives of the 
Letania Septiformis,” Church History 84, no. 1 (2015): 1-31; Leslie K. Little, “Life and Afterlife of the 
First Plague Pandemic,” in Plague and the End of Antiquity. The Pandemic of 541-750 (Cambridge: 
Cambridge University Press, 2007), 3-32.  
 
 647 Barbara Wisch, “Keys to Success. Propriety and Promotion of Miraculous Images by Roman 
Confraternities,” in The Miraculous Image in the Late Middle Ages and Renaissance, ed. Erik Thunø and 
Gerhard Wolf (Roma: L’Erma di Bretschneider, 2004), 180-181; Wisch, “Embracing Peter and Paul: the 
Arciconfraternita della SS. Trinità dei Pellegrini e Convalescenti and the Cappella della Separatzione in 
Rome,” in Space, Place and Motion: Locating Confraternities in the Late Medieval and Early Modern 
City, ed. Dianna Bullen Presciutti (Leiden: Brill, 2017), 178-216.  
 
 648 Kuntz, “The Pauline Chapel before and after Michelangelo,” 228, 281, n 31; ASR Camerale I, 
Tesoreria Segreta, 1307, 124 r; 1308, 7 r, 22v.  
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first period of Zuccaro’s work concentrated on finishing the remaining fresco of the 

Baptism of Cornelius, and a total of four payments were made during this phase. By 

August, Zuccaro’s letter to Grand Duke Francesco de’ Medici indicates that his role was 

expanding, and that the pope entrusted him with other ornamentation.649 This suggests 

that Zuccaro began designs for the vault by the summer of 1580, a structure which was 

being re-stuccoed and refinished simultaneously with his work on the final lateral wall.650 

In December 1580, Zuccaro completed the Ghiselli altarpiece, and shortly before 

Christmas, the panel arrived in Bologna.651 At the start of January 1581, payment 

disbursements for the chapel changed from the stuccoist, Carducho, to Zuccaro’s lead 

assistant, Domenico Passignano, indicating the completion of the vault and the beginning 

of painting.652 Eight payments for the chapel were made between January and May 1581, 

but it is difficult to know how far Zuccaro’s workshop progressed on the vault before his 

trial.653 On March 12, 1581, Ghiselli inaugurated his family chapel on the befitting feast 

of Saint Gregory, with Cardinal Gabrielle Paleotti in attendance to bless it.654 The time 

line suggests that Zuccaro’s painting was initially received by Ghiselli unproblematically, 

and only after the carnival festivities in 1581 was the painting returned to Rome, where 

 
 649 Kuntz, 229, n. 5; Giovanni Gaye, Carteggio inedito d'artisti dei secoli XIV-XVI, (Florence: 
Presso G. Molini, 1840), 3:32; Baumgart and Biagetti, Gli Affreschi, 57, 91, incorrectly cite this letter as 
the earliest document for Zuccaro. 
 
 650 For the payments connected to the re-stuccoing, see Kuntz, 277, n 6; ASR, Camerale I, 
Tesoreria Segreta, 1308, 39 r, October 9, 1580.  
 
 651 Capretti, “L’affare Ghiselli e lo scandalo della Pora Virtutis,” 172. 
 
 652 Kuntz, “The Pauline Chapel before and After Michelangelo,” 238, n. 41.  
 
 653 For the payments between January and May 1581, see Kuntz, “The Pauline Chapel before and 
After Michelangelo,” 238, n 44; ASR., Camerale I, Tesoreria Segreta, 1308, 66 v, 72 v, 89r, 97r.  
 
 654 Zapperi, pp. 182, n. 47. 
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Federico received it and an anonymous letter criticizing its defects.655 Pressured by a 

disenfranchised group of Bolognese painters (who saw their opportunities at the papal 

court delegated to foreign artists), Ghiselli’s rejection of the painting and of Zuccaro’s 

offer to repaint the altarpiece demonstrates more of a retaliatory response than a true 

distaste for Zuccaro’s design.656 After Mario Sabbatini’s dismissal and the passing over 

of Girolamo Muziano for the Pauline Chapel commission, Zuccaro’s rise in the papal 

court came with the resentment of his contemporaries, who seized the opportunity to 

publicly admonish his style.  

Zuccaro responded in a manner befitting an artistic quarrel; on the feast of Saint 

Luke, October 18, 1581, he installed a large satirical cartoon known as the Porta Virtutis 

at the Academia di San Luca in Rome (Fig. 106, Fig. 107, & Fig. 108). The cartoon’s 

drawings, its reproduced engravings, and copied paintings have been the subject of 

numerous studies.657 Two points underscore both the irony and duplicity of the Zuccaro 

scandal. First, the entire Ghiselli commission became a purely Bolognese performance 

supervised by Prospero Fontana (Sabbatini’s teacher), who selected Giovanni Battista 

Fiorini and Cesare Aretusi as collaborators. Second, during his trial, the most problematic 

aspect of Zuccaro’s Procession of Gregory the Great lies in his use of portraits for an 

historical painting, notably the current pontiff in the guise of Gregory the Great, and the 

 
 655 Capretti, 172. 
 
 656 Zapperi, Roberto. “Federico Zuccari censurato a Bologna dalla corporazione dei pittori” 
Staedel-Jahrbuch 13 (1992): 177-190. 
 
 657 Wendy Thompson “Federico Zuccaro's Love Affair with Florence: Two Allegorical Designs” 
Metropolitan Museum Journal 43 (2008): 75-97; and Weddigen, Tristan. “Federico Zuccaro Zwischen 
Michelangelo und Raffael: Kunstideal und Bilderkult zur Zeit Gregors XIII,” in Federico Zuccaro Kunst 
Zwischen Ideal und Reform, ed. Tristan Weddigen (Basel: Schwabe & Co, 2000), 195-268. 
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appearance of Ghiselli and Ludovico Bianchetti (master of the pontifical chamber) in the 

pope’s retinue. This second point is confounding: Gregory XIII authorized and approved 

of his portrait for the personage of Gregory XI in the Sala Regia, suggesting that a 

double-standard of decorum was applied in the case of Zuccaro’s painting. Zuccaro 

adamantly denied that the cartoon was intended to insult the Bolognese community; 

nevertheless, those who heard his morning-long exegesis of the work found it offensive, 

leading the Bolognese artists to sue him for libel, and cause Gregory XIII to seize the 

cartoon (which was conveniently destroyed).658 Less than a month after Zuccaro’s stunt 

at the Academia, he was brought to trial before the Governor of Rome on November 12, 

along with his collaborators: Passignano, Carducci, and Svolgi. On November 27, 1581, 

Zuccaro was excommunicated from the papal states, a sentence that not only prevented 

him from working in its territories, but carried the punishment of being sent to the 

galleys.659 

Expulsion from the papal states forced Zuccaro into a period of itineracy, 

beginning with a sojourn to Venice in 1582 where he was first employed by the Patriarch 

Giovanni Grimani, and then received the monumental but unrealized fresco project at the 

Great Council Chamber in the Doge’s Palace.660 A lifeline back to the papal states 

appeared on May 12, when the Duke of Urbino, Francesco Maria II della Rovere, 

 
 658 Cavazzini, 173, n. 11; Bertolotti, 138, 144.  
 
 659 Cavazzini, 174.  
 
 660 Hermann Voss, “A Project of Federico Zuccaro for the Paradise in the Doge's Palace” The 
Burlington Magazine 96 (1954): 172+174-175. See also Tracy E. Cooper, “Patricians and Citizens,” in 
Venice and the Veneto, Artistic Centers of the Italian Renaissance, ed. Peter Humfrey (Cambridge: 
Cambridge University Press, 2007), 151-206. 
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commissioned Zuccaro to paint in the Ducal Chapel at Loreto.661 By the summer of 1582, 

the Duke’s minister, Baldo Falnucci, secured a papal pardon allowing Zuccaro to work in 

the papal states.662 By November, Zuccaro arrived thereafter in Pesaro, and by the 

beginning of 1583 began the commission in Loreto.663 Whether Federico realized it or 

not, the Ducal Chapel not only brought him back to the papal territories, it also paired 

him with a familiar collaborator, Federico Barocci, whom the duke commissioned in 

1582 to paint an Annunciation for the main altarpiece.664 Zuccaro designed a 

corresponding Marian program for the chapel walls, which he decorated with a Marriage 

of the Virgin and the Visitation, leaving the Death of the Virgin, the Assumption of the 

Virgin, and the Coronation of the Virgin for the vault (Fig. 109). With these frescoes, 

Federico achieved a type of pictorial clarity that a that prioritized a reverence to the 

subject matter that would be instrumental for his approach to the vault narratives in the 

Pauline Chapel. Federico’s employment under the duke of Urbino lasted through 

 
 661 The letter, dated May 12, 1582 thanks the duke for this opportunity and promises to begin the 
preparatory cartoons. See Antonio Russo, "Federico Zuccari and the chapel of the Dukes of Urbino at 
Loreto: the design for the altar of the Annunciation" The Burlington Magazine 157 (December 2015): 832, 
n. 5; and Giorgio Gronau: Documenti artistici rubanti (Florence: Sansoni, 1936), 154. 
 
 662 Sabine Eiche, “Federico Zuccari and Federico Barocci at Loreto and Urbino,” Mitteilungen des 
Kunsthistorischen Institutes in Florenz 26 (1982): 398.  
 
 663 Russo, "Federico Zuccari and the chapel of the Dukes of Urbino at Loreto,” 832; Luciano 
Arcangeli, “Federico Zuccari e la decorazione della cappella dei Duchi di Urbino a Loreto,” in Per Taddeo 
e Federico Zuccari nelle Marche, ed. Bonita Cleri (Sant’Angelo in Vado: Municipio di Sant’Angelo in 
Vado, 1993), 63-70.    
 
 664 Russo, "Federico Zuccari and the chapel of the Dukes of Urbino,” 832, n 6. There are three 
documented payments for the canvas, one per year from 1582 to 1584; see Judith Walker Mann and 
Babette Bohn, eds. Federico Barocci Renaissance Master of Color and Line (St. Louis: St. Louis Art 
Museum, 2012), 182, 194, n. 3. 
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November 1583, with only a brief interruption in April when he journeyed to Rome to 

thank Gregory XIII.665 

 
 

Zuccaro’s Return: an Apostolic Vault 
 

December 1583 brought Federico’s second, and final phase in the Pauline Chapel, and his 

reintegration into the papal court can be interpreted in a number of ways. Although the 

papacy could have employed another artist to complete the vault, the fact that Zuccaro 

returned demonstrates interest in maintaining continuity. Moreover, Federico’s 

unchallenged restoration at the papal court suggests that the uproar and backlash from the 

pope during his trial were less the result of genuine outrage and more the consequence of 

popular reactions exercised in the court of public opinion. Once reinstated, Zuccaro’s 

operations were fully underway by February 1584.666 For the next year, Federico painted 

the Pauline Chapel vault, completing the program on January 1585 when Gregory XIII 

visited for its final inspection (Fig. 110).667 Bringing the Pauline Chapel to a close not 

only fulfilled a persisting project in the ceremonial heart of the palace, but it also can be 

seen as symbolically concluding a phase in the papal history indelibly attached to its pre-

Tridentine identity. On a personal level, the same sense of completion brought an end to 

Federico’s difficult years, and shortly thereafter, he departed for Spain to serve Philip II 

 
 665 Sabine Eiche, “Federico Zuccari and Federico Barocci at Loreto and Urbino,” 399, n. 4; For the 
account book of Francesco Maria II with various entries related to Zuccaro's work, see ASF Urbino Cl. III. 
f 23.  
 
 666 Gregory could have brought in another artist to complete the vault, since the initial preparations 
were completed prior to Zuccaro’s excommunication. The fact that he waits, and reinstalls Zuccaro to the 
Cappella Paolina suggests a preference for the artist over other at papal court. Here, an assistant was paid 
for work in the chapel, indicating that Zuccaro’s team was now fully engaged in the project. See Kuntz, 
1999, 242, n. 58: ASR Cam I Tes. Seg. 1310, 60 r. 
 
 667 Kuntz, 1999, 243, n. 60; and BAV Lat. 1053, 7b. 
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in his projects at El Escorial (1585-88).668 Because of its disjointed history and 

Federico’s interrupted work, the final Pauline Chapel frescoes have never been fully 

integrated into an analysis of Federico’s oeuvre, nor have they been considered alongside 

other simultaneous commissioning practices by the papacy.669 Typically, when 

Federico’s Pauline Chapel frescoes feature in an essay, the dominant tendency is to relate 

these images back to his frescoes in Santa Maria del Fiore, therefore bolstering his 

fascination with Dante’s Divine Comedy.670 Rather than look beyond the walls of the 

Apostolic Palace for its connections, a careful analysis of Federico’s program in relation 

to the ongoing papal investment in Acts illustrates how these particular scenes reinforce 

imagery and subjects previously employed in the palace. Looking internally also reveals 

how Federico’s program synthesizes these visual precedents in a way that joins various 

parts of the palace, linking together a much more extensive series of images than those 

represented in the vault.  

 
 668 For some of the research on this topic see, Almudena Pérez de Tudela, “Algo más sobre la 
venida a España de Federico Zuccaro,” Reles sitios 38 (2001): 13-25; Axel Cristoph Gampp, “Federico 
Zuccaro am Escorial oder Scheitern der Kunst und Trimph des Werkes,” in Federico Zuccaro: Kunst 
zwischen Ideal und Reform, ed. Tristan Weddigen (Basel: Schwabe, 2000), 114-145; Rosemarie Mulcahy, 
“Federico Zuccaro and Philip II: the reliquary of altars for the basilica of San Lorenzo de El Escorial,” 
Reales sitios 24 (1987): 21-32.  
 
 669 Cristina Acidini Luchinat’s subsection on “Pitturi murale della Cappella Paolina nel Vaticano,” 
struggles to move past Federico’s contentious relationship with the papacy, or to thoroughly analyze their 
stylistic features. Her only analysis described the frescoes as, “Misto di semplificazioni e di finezze, 
l’intervento di Federico nella Paolina segnò una svolta importante nel suo atteggiamento verso l’arte, che 
dagli anni ottanta in poi tese a privilegiare gli aspeti concettuali a tutto svantaggio della qualità materiale 
della pittura.” Acidini Luchinat, Taddeo e Federico Zuccaro fratelli pittori del Cinquecento (Milano: Jandi 
sapi editori, 1999), 2:124.  
 
 670 An example of this appears in Alessandro Zuccari’s essay, where he explains, “E significato 
che l’affresco cetnrale mostri l’apostolo in contemplazione di un geometrico e luminosissimo empireo, 
“dantesco,” che “trova un preciso parallelo nelle illustrazioni della Commedia” da lui realizzate durante il 
soggiorno in Spagna.” See Zuccari, “Paolo III, Michelangelo e gli interventi gregoriani nella Cappella 
Paolina,” 72-43. 
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Inheriting a three-quarters completed program forced Federico to aim for artistic 

synthesis. Although the fresco of the Baptism of Cornelius was originally attributed to 

Sabbatini, the payment history has since proven that it was designed and executed by 

Zuccaro (Fig. 87).671 Sabbatini’s frescoes already configured the pictorial space of the 

first three narrow fields into two main zones: a shallow foreground along the bottom 

where the narrative took place, and an imposing heavenly realm that collapsed onto the 

terrestrial. With all of the action compressed to the foreground, this left a very thin 

middle register for the background setting, which he placed in a deep distance. In order to 

follow these conventions, Zuccaro similarly split his composition of the Baptism into a 

lower register featuring Peter and Cornelius and an upper register with a massive retinue 

of angels and a radiating holy spirit. This composition not only mirrored Sabbatini’s 

construction, which reinforced the scriptural parallels, but allowed Zuccaro to use the 

background space to help foreground his narrative. Zuccaro segmented the composition 

with a grey wall and placed a two-story structure with an open balcony portico in the 

recessed landscape, where a sleeping Peter receives the vision of a white sheet carrying a 

menagerie of animals. In this subtle detail, Zuccaro foregrounded his Baptism to 

eliminate any confusion about which miraculous conversion his fresco represents.  

As a pendant to the Baptism of Saul, Zuccaro’s Baptism of Cornelius bookends 

the expansion of the Church the Gentiles. Comparing these two scenes illustrates a 

significant amount of theological nuance, particularly in their portrayal of baptismal rites. 

 
 671 Kuntz has demonstrated that the original vault decorations needed to be removed before the 
decorative program could begin. The first set of payments to Marco da Pesaro for the grinding of colors in 
1580 would have been for the Baptism of Cornelius wall that was left unfinished after Sabbatini’s death. 
See Kuntz, “The Pauline Chapel before and after Michelangelo,” 231, n 28; ASR, Camerale I, Tesoreria 
Segreta, 1307, 99 v.  
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Sabbatini’s Baptism of Saul shows Ananias with one hand on Saul’s head, and another 

lifting a bowl of water. Some attendants watch in awe. A group on the left of the 

composition gestures towards the interior of the scene where two attendants are dressing 

an altar. From above, a circle of young, winged putti emerges from around a white dove, 

which symbolizes the Holy Spirit. Importantly, Zuccaro’s Baptism of Cornelius displays 

a conspicuous difference between these baptismal rites: Cornelius’ does not include 

water. Instead, Peter places one hand over the head of Cornelius and raises the other in 

benediction. The difference between these two rites marks an important transition in the 

early Church, between its position of rejecting non-Jews to its inclusion of non-Jews into 

the Church body. Acts remains brief in its description of Saul’s baptism and does not 

mention if water was used in the rite. Christian baptismal imagery paralleled the ritual 

ablution of washing based in Jewish practices, particularly as water purification rites. 

These practices were performed as necessary, meaning the rite of purification occurred 

when an individual came into contact with any “external pollution.”672 By contrast, 

Cornelius’s baptism was given much more description: 

While Peter was still speaking these things, the holy Spirit fell upon all who 
were listening to the word. The circumcised believers who had 
accompanied Peter were astounded that the gift of the holy Spirit should 
have been poured out on the  Gentiles also, for they could hear them 
speaking in tongues and glorifying God. Then Peter responded, “Can 
anyone without the water for baptizing these people, who have received the 
holy Spirit even as we have?” He ordered them to be baptized in the name 
of Jesus Christ.673  
 

 
 672 Physical contact with corpses, blood, bodily emissions, or any contact with defiling or unclean 
objects necessitated ritual water purification. See Robin M. Jensen, “Baptism as Cleansing from Sin and 
Sickness,” in Baptismal Imagery in Early Christianity (Grand Rapids: Baker Books, 2012), 46-47. 
 
 673 Acts 10:44-48. 
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Even though Acts does not specifically state that they were baptized without water, 

Zuccaro’s image makes this important distinction, particularly in the attendant on the left 

side of the composition who appears to be dipping a bowl in water, but then hesitates 

after seeing Peter using his hands. Only twice in Acts does that the specific phrase, 

“baptized in the Holy Spirit,” occur; first, during the Pentecost when Jesus promises, “for 

John truly baptized with water, but you shall be baptized with the Holy Spirit in not many 

days from now,” and second, immediately after Cornelius’s baptism, when Peter recounts 

the episode to Apostles in Jerusalem, saying, “Then remembered I the word of the Lord, 

how that he said, John indeed baptized with water; but ye shall be baptized with the holy 

Spirit.”674 In both of these scenes, the ritual of baptism served as a rite of initiation and 

formed one of the core practices in the context of Easter liturgy.675 

In the larger context of the activities that took place during the Boncompagni 

papacy, a clear correlation between active proselytization and the establishment of spaces 

for conversion like the Collegio dei Neofiti exists.676 Public ritual baptisms played an 

important role for the papacy of Gregory XIII and for that of Pius V, particularly in the 

 
 674 Acts 1:4-5; Acts 11:16 
 
 675 Paul F. Bradshaw, “Diem baptismo sollemniorem: Initiation and Easter in Christian Antiquity,” 
in Living Water, Sealing Spirit” Readings on Christian Initiation, ed. Maxwell Johnson, (Collegeville, MN, 
Liturgical Press, 1995), 137-47; Kuntz, 1999, 271-273. 
 
 676 Kenneth Stow, “The Papacy and the Jews: Catholic reformation and beyond,” Jewish History 
1992; Kenneth Stow, “Neofiti and their families: or, perhaps, the good of the state,” Leo Baech Year Book 
47 (2002): 105-113; Radu Cucuteanu, “Identity Avatars: Antonio Possevino, S.J., and the Jews during the 
Post-Tridentine Period,” Studia Judaica 22 (2017): 88-106; Piet van Boxel, Jewish Books in Christian 
Hands. Theology, Exegesis, and Conversion under Gregory XIII (1572-1585). Città del Vaticano: 
Biblioteca Apostolica Vaticana 2016; and Emanuele Colombo, “The Watershed of Conversion: Antonio 
Possevino, New Christians, and Jews,” in The Tragic Couple: Encounters Between Jews and Jesuits, 
Studies in the History of Christian Traditions, 169, ed. James Bernauer and Robert A. Maryks (Leiden: 
Brill, 2013), 23-42. 
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conversion of the wealthy Jewish Corcos family. Popes personally administered the rites 

during these baptisms, and each neophyte assumed the new name of their baptizer.677 All 

of this suggests that the baptismal imagery portrayed in the Pauline Chapel sustains and 

communicates a larger initiative to concretize the fundamental role of conversion, which 

through its public spectacle, defined the lines between insider versus outsider groups 

discussed in the previous chapter. For all of the significant doctrine authored by the 

Council of Trent and the various implementations of its decrees, the thirteen years of its 

deliberations amount to the early modern Catholic Church clearly and definitively 

defining itself. The challenges issued by reformed religions—be that Protestantism, 

Calvinism, or other faith groups—aimed at core doctrinal matters that forced the Roman 

Catholic Church to respond to their critics, compelling its leadership to undergo a process 

of self-reflection. Deciding the canonicity of scripture, the mechanism of justification, the 

number of sacraments, or even the proper use of images are all facets in the articles of 

faith that define Catholic identity in contradistinction to other forms of Christianity. The 

objectives of Trent were to address the need for reform, but that reform meant 

concretizing the character of the Church. Images of baptism, such as those that appear in 

the Pauline Chapel, speak directly to a number of post-Tridentine issues (particularly the 

 
 677 For example, Elia Corcos took the name Michele Ghislieri; Salomone Corcos took the name 
Ugo Boncompagni, while his son Lazzaro took the name Gregorio Boncompagni. See Marina Caffero, 
“Baptisms, Doctrines, Rites, and Symbols,” in Forced Baptism: Histories of Jews, Christians, and Converts 
in Papal Rome (Berkeley: University of California Press, 2012), 206, n. 33; Alberto Bianco, “Cesare 
Baronio e la conversione dei Corcos nei documenti d’archivio della Congregazione Oratoriana d Roma,” in 
Baronio e le sue fonti. Atti del Convegno Internzionale di Studi, ed. Luigi Giulia (Sora: Centro di Studi 
Sorani, 2009), 153-65; Guendalina Serafinelli, “Guido Reni, Clemente Boncompagni Corcos e lo 
Stendardo doppio di San Francesco: rinvenimenti d'archivio,” Rivista d'arte, 1 (2011): 175–203; and Emily 
Michelson, “Conversionary Preaching and the Jews in Early Modern Rome,” Past and Present 235 (2017): 
68-104. 
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efficacy of the sacrament). They codify the concept of insiders versus outsiders, making a 

clear distinction about its membership and the possibility of entering into the faith.  

When it came to the vault program, Federico Zuccaro likely had two options: 

complete the program as it was designed by Borghini and Vasari, or propose an 

alternative program. A younger, more cavalier Federico—anxious to prove himself—

would have seized an opportunity to design an entirely different program. A more mature 

Federico, however, one that had endured the trials and tribulations of earning his way 

back to the papal court, settled on a third option: compromise. The final program for the 

vault of the Pauline Chapel makes use of Borghini’s second proposal, sampling from a 

number of scenes that fell within the previously established cannon of Apostolic imagery 

that was already employed in the palace (Fig. 110). At this point, escaping the long 

shadow of Vasari and Borghini proved challenging, considering their footprints were to 

be found at Santa Maria del Fiore and the Apostolic Palace. Even so, Federico’s 

contentious episode in Florence gave him an understanding of the practicalities involved 

in the iconographic complexity of their programs. During his first acquaintance with their 

collaborative programs, Federico Zuccaro’s original role was reduced to merely copying 

Vasari’s cartoons, and his derivation from this prescription drew Borghini’s criticism. By 

the time Zuccaro resumed his role at the papal court in 1583, Borghini had been dead for 

three years, absolving Zuccaro from any obligation to follow his previous program for the 

Pauline Chapel. Yet, Federico recognized how Borghini’s second proposal concisely 

focused on the lives of Peter and Paul, creating a typology between both apostles that 

concentrated entirely on their identities. The vault became a necessary extension from the 
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lower walls that secured the symbolism around an exclusively apostolic narrative that 

emphasized the authority of the Church’s leaders as fulfilling Christ’s ministry.  

Following the general structure of the original scheme, Federico’s program 

maintained the format of the sail vaults. This configuration allowed for four corner ovals, 

a central main field, two larger pendentives over the door and alter chancel, and two 

smaller pendentives over each window. The crowning, central octagonal field portrays 

the Ecstasy of Saint Paul, a scene rarely depicted with such magnitude and prominence 

before the sixteenth century (Fig. 111). Taken from 2 Corinthians 12:2-4, Paul describes 

the encounter as:  

I know a man in union with Christ who, fourteen years ago, whether in the 
body or out of the body, I do now know; God knows- was caught away to 
the third heaven. And I know that this person, whether in the body or out of 
the body, I do not know, God knows, was caught up into Paradise and heard 
ineffable things, which no one may utter.678 
 

In a dramatic di sotto in su, Zuccaro portrays Saint Paul genuflecting with his arms 

extended to an open heaven directly above both the saint and spectator. Although not 

technically taken from Acts, the subject does emphasize the apostolic perspective of 

encountering God, and therefore connects the experience of revelation that occurs in the 

lower scenes on the lateral walls. Borghini’s original program called for an image of the 

Holy Spirit, and even though the fresco departs from this subject in a more nuanced way, 

the symbolism suggests Zuccaro’s awareness of the broader messaging implicit to the 

earlier plan. Moreover, the subject originally appeared in Borghini’s plan as part of the 

paired images for an oval shared with Moses Receiving the Tablets of the Law. Giving 

this scene centrality over the entire chapel made God’s divine revelation an explicit 

 
678 Corinthians 12:2-4 (New American Bible Revised Edition, 2011).  
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theme that pulled together all of the previous scenes along the lateral walls. In 

conversion, martyrdom, and baptism, God revealed himself and the power of his 

covenant, which now manifest in the Acts of the Apostles.  

For the four lozenge ovals, Federico depicted: Saint Paul Drives out a Spirit of 

Divination (Acts 16:18), Saint Paul Heals the Cripple at Lystra (Acts 18:8-10), Saint 

Peter Heals the Paralytic Aeneas at Lydda (Acts 9:32-43), and Saint Peter Healing the 

Cripple at the Gate (Acts 3:3-10) (Fig. 112, Fig. 113, Fig. 114 & Fig. 115). In the 

pendentive over the entrance door, Federico represented The Miracle of Saint Paul on 

Malta (also known as, Saint Paul Bitten by the Viper, Acts 28:2-4); whereas the opposite 

pendentive over the altar chancel received an image of Saint Peter Raising Tabitha (Acts 

9:36-43) (Fig. 116 & Fig. 117). Over the window pendentives, Federico depicted two 

additional scenes: the Punishment of Ananias and Sapphira (Acts 5:1-11), and Paul and 

Silas in Prison (Acts 16:22-40) (Fig. 118 & Fig. 119). In this last narrative, Federico 

broke into three separate scenes: Paul and Silas Praying in Prison, Paul Baptizing the 

Jailer, and Paul and Silas Released from Prison. As a system of images, Federico’s vault 

program makes a number of clear parallels between the two lives of Peter and Paul, and 

the position of these scenes reinforces their complimentary nature. For example, both 

apostles are shown healing cripples along the same axis, whereas two scenes of exorcism 

and healing align on the opposite axis. Placing these images directly across from one 

another highlighted the similarities in their lives, demonstrating visually the analogous 

qualities of their individual thaumaturgic acts. This can also be found in the pendentives, 

where the scenes touch on the supernatural miracles performed by Peter and Paul. The 

image of Peter Raising Tabitha recounts an important instance of an apostle resurrecting 
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the dead, and its counterpart image of Paul Bitten by the Viper portrays a miracle of 

beating near certain death.679 The smaller window pendentives provide another set of 

examples where the apostles manifest the supernatural power of God. In the Punishment 

of Ananias and Sapphira, Peter’s words, “why has Satan filled your heart so that you 

should lie to the Holy Spirit […],” bring about Ananias’s death.680 Shortly after, 

Sapphira’s hearing of the same sentiments (“How could you have agreed together to test 

the Spirit of the Lord,”) causes her instant death. Directly across from this image, 

Federico placed a comparison in Paul and Silas in Prison, where the apostles’ prayers 

result in an earthquake that caused the Philippi jailer to convert and baptize his entire 

house. Contrasting those who falsely practice godly lives versus those who recognize the 

power of God and bring themselves to join the Church underscores the role of 

righteousness in Acts. Within this microcosm of Acts, Federico identified how the lateral 

walls executed by Sabbatini attempted to manufacture a typological system across the 

nave, giving Peter and Paul scripturally and visually analogous representations layered 

with nuance and erudition. The vault program effectively codified this typology, and in 

doing so, designed a theological structure that promoted the third age under the apostles 

as distinctly independent. Since the ultimate goal of a typological system is to facilitate a 

clear relationship between the type and antitype, the novel formula for the vault is the 

conspicuous absence of Christ, or any figure from the Old Testament. Comparing 

Federico’s final program to those proposed by Borghini illustrates how a compromise 

 
 679 The only other time in Acts that an apostle performs a raising of the dead occurs when Paul 
Raises Eutychus, which Borghini originally suggested for one of the ovals. For Borghini’s program see his 
letter to Vasari in Frey, 2:800-805. 
 
 680 Acts 5:3 (New American Bible Revised Edition, 2011).  
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between the earlier scheme achieved a more advanced level of theological subtlety that 

ultimately shaped the apostles’ lives as corollaries to that of Christ.681 

Four main points are worth noting in the evolution of vault program between 

Borghini’s proposal in 1571 and Federico Zuccaro’s final program in 1585. First, 

Zuccaro made use of both of Borghini’s proposals, shuffling the material to different 

parts of the architecture to create a particular typological sequencing. Second, Federico 

eliminated all of the Old Testament typological combinations originally planned to join 

the lives of Peter and Paul. This meant that Federico removed the presence of Moses and 

Elijah from the vault, focusing the narratives solely on Acts. Shedding the conventional 

reliance on old testament typologies to illustrate the divine continuation of the old and 

new covenants emphasized the singularity of the Apostolic third age. Third, Federico 

eliminated the previously planned eucharistic imagery in the larger pendentives over the 

entrance door and altar chancel. As a result, it shifted the focus away from a purely 

liturgical reading, and this point deserves greater attention than has been given by 

previous scholarship. Despite the fact that the Pauline Chapel played a central part in the 

liturgical rituals of the Easter ritual, serving as the sepulcher and the site of the 

quarant’ore devotion, the final visual program makes no reference to the Eucharist. 

Instead, intentionally replacing eucharistic imagery with further apostolic images 

solidified the chapel’s emphasis on the relevance of the apostles. Moreover, replacing 

these scenes with Saint Peter Raising Tabitha and Saint Paul Bitten by the Viper 

demonstrates that Federico prioritized the narrative role over any overt reference to the 

purely liturgical themes. In fact, the undeniable focus on Acts in the vault exercised more 

 
 681 This point reappears below in the discussion of the second loggia which emphasizes how the 
miracles selected by Federico Zuccaro intentionally mirror those represented in the various bays. 
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meaning for the site as the chapel of conclave, above anything else, as a constant 

reminder of the legacy of the Church’s first leaders after Christ. Considering that, in fact, 

Federico also designed an unrealized program for the altar that included a lunette image 

of the Giving of the Keys, this emphasis on apostolic authority and succession would have 

been unmistakable. Moreover, the same drawing, currently in the Albertina in Vienna, 

shows a planned altarpiece representing Pentecost—the birth of the Christian Church 

after Christ (Fig. 120).682 Although the Eastern rite celebrates this feast as the entire fifty 

days after Easter Sunday, a scene of Pentecost more accurately aligns with the start of 

Acts and establishing the distinctness of this third age in the context of the Pauline 

Chapel’s overtly Apostolic-focused imagery. Fourth, Federico’s amalgamation of both 

proposals elevated the emphasis on thaumaturgy and judiciously established a parallel to 

the miracles performed by Christ. This typology will become clear later in this chapter 

during the discussion of Sabbatini’s Life of Christ cycle in the Seconda Loggia, as well as 

the broader system within the stairs.  

 Federico Zuccaro sampled a total of six scenes from Borghini’s original 

proposals, and their retention in the final program indicates that the 1571 programs 

supplied a suitable thematic formula that accurately reflected the sentiments between the 

chapel’s use and its signification under Gregory XIII. Borghini’s first proposal had 

ardently attempted to erect a typological superstructure that sustained a coherent reading 

along the adjacent lateral fields, as well as a vertical reading that extended the historical 

vantage point back to the founding patriarchs and prophets. The second proposal, by 

 
 682 Carolyn Valone does not mention this planned image in her list of Pentecostal images executed 
under Gregory XIII. Adding this to her list not only strengthens the point of her argument, but demonstrates 
how deep the Apostolic shift truly became during his pontificate.  
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contrast, focused entirely on Petrine and Pauline images, narrowing its focus to obvious 

parallelisms. From the first proposal, Zuccaro kept three narratives: the Ecstasy of Saint 

Paul moved from an oval to the central field, the Punishment of Ananias and Sapphira 

shifted from an oval to a window pendentive, and Paul Bitten by the Viper moved from 

an oval to a larger pendentive over the entrance door. Despite the fact that the second 

proposal formulates a more coherent system of repetition between the lives of Peter and 

Paul, Federico only kept three additional scenes: Peter Healing the Lame Man at the 

Beautiful Gate, Paul Healing the Cripple at Lystra, and Peter Raising Tabitha. Those 

images that were replaced or omitted actually reveal the larger decision-making that 

guided the vault execution, and indicate the priorities behind these apostolic images. For 

example, elimination of the scene Saint Paul Raises Eutychus as an overt parallel to Saint 

Peter Raising Tabitha demonstrates that typological coherency did not solely drive the 

thematic content; rather, the elaboration of apostolic miracles favored portraying a more 

comprehensive breadth. Much like the nature of Christ’s miracles, the selection of 

apostolic miracles touches on every category (exorcism, healing and cures, resurrection, 

and controlling nature), and their reorganization by Federico clarifies the range of 

thaumaturgy performed by Peter and Paul.  

Beyond simply recounting the miraculous acts of Rome’s prince apostles, 

Zuccaro’s vault seizes on the contemporaneous interest in the power of history, 

particularly that of the paleo-Christian foundations, and the role of narrative to legitimize 

the Church’s authority as the inheritors of this powerful past. When Zuccaro executed the 

vault program between 1580 and 1585, the papacy’s investment in and leveraging of 
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sacred history was already in motion, notably led by Cardinal Guglielmo Sirleto.683 At 

this time, the task of calendar reform developed into a full revision of the Roman 

Martyrology (1586) and a new Church History (1588), authored by the renowned 

ecclesiastic of the Congregation of the Oratory, Cesare Baronio.684 The accidental 

discovery of the catacombs of Saint Priscilla in 1578 proved the historical reality of these 

heroic saintly narratives and the emergence of a Christian archeology. This went hand-in-

hand with Gregory’s efforts to systematically institute a standardized liturgical calendar 

that would unify the Easter and Western rites.685 Although the Gregorian calendar 

ultimately failed to reunify the Church branches, the effort to employ the empirical 

evidence of Christian archeology alongside an enhanced Church history mutually 

reinforced the larger attempt at a type of early modern historicism. Likewise, the Acts of 

the Apostles, as a chronicle of events, provides the principal historical text for the Church 

immediately after Christ’s resurrection. Unlike any other component of the New 

Testament, Acts uniquely performs the task of the chronicle by charting events 

exclusively from the lives of Peter and Paul. The investment in Acts—which coincides 

 
 683 Georg Denzler, Kardinal Guglielmo Sirleto (1541-1585): Leben und Werk. Ein Beitrag zur 
nachtridentinischen Reform (München: M. Rueber,1964); and Simon Ditchfiled, “Romanus and 
Catholicus: Counter-Reformation Rome as Caput Mundi,” in A Companion to Early Modern Rome, 1492-
1692, ed. Pamela Jones, Barbara Wisch, and Simon Ditchfield (Leiden: Brill, 2019),131-47.  
 
 684 Katherine Van Leire, Simon Ditchfield, and Howard Louthan, Sacred History: Uses of the 
Christian Past in the Renaissance World (Oxford University Press, 2012).   
 
 685 It is worth noting that though the Roman Oratory of Saint Filippo Neri is often credited with 
promoting an early modern Christian archaeology, John Decker has also shown that the Jesuits solicited 
Gregory XIII in 1575 for the ability to excavate the Roman cemeteries. These efforts were to manufacture a 
great number of physical relics, which formed an important part of their emphasis on the paleo-Christian 
past. See John Decker, “Death Torture and the Broken Body in European Art, 1300-1650” Routledge, 
2017, p.100, n. 58; Jasmine Cloud, “The Intersection of the Paleochristian Revival and Antiquity,” in 
“Renovation in the Campo Vaccino: the Churchrs on the Roman Forum from Clement VIII to Alexander 
VII,” (Ph.D diss., Temple University, 2014), 60-84.  
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with the steady employment of Petrine and Pauline narratives throughout the papal 

commissions in the Apostolic palace from 1542 to 1585 (and beyond) was deeply rooted 

in harnessing the historical value of incontrovertible first-hand accounts from the 

particular perspectives of the apostles. Unlike the epistles or synoptic gospels, the 

eyewitness testimony of Peter in Paul in Luke-Acts supplied the necessary primary 

source material for bolstering a new historicism that used the third age under the apostles 

to frame the Church’s transition from its early sixteenth century ideology to its 

reinvigorated identity in the seventeenth century.  

Coordinating the various Petrine and Pauline miracles into a coherent scheme was 

no small feat. Even with Borghini’s proposals, the theological nuance could have easily 

been lost in favor of a more grandiose aesthetic that foregrounded the spectacular staging 

of these events. Focusing on these miracles for the vault articulated the divine providence 

of the Church’s stewards as they established the Christian faith. This theology also helps 

explain why Apostolic imagery appealed to the late sixteenth century pontiffs: it 

addressed the dichotomy between potentia dei absoluta et ordinata.686 Quite unlike a 

triumphalist theology, Marguerat defines Acts as:  

 [...] not a theology of glory, but a theology of providence. At the end of 
Acts, the reader cannot help but recognize the steadfastness of divine 
pronoia. God always saves his own, even in the most extreme dangers, such 
as conspiracy, threat of death or storm. The failure of the witness is 
distressing, but it is providential failure, as it results in the expansion of 
their mission. […] Threatened, beaten, betrayed, judged, imprisoned and 
stoned, the messengers do not ensure the advancement of the Word in spite 
of the bad things that happen to them, but because of them.687 
 

 
 686 Francis Oakley, “The Absolute and Ordained Power of God in Sixteenth- and Seventeenth-
Century Theology,” Journal of the History of Ideas 59 (1998): 437-461.  
 
 687 Marguerat, 39.   
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Depicting apostolic miracles in the vault confirmed God’s providence while 

simultaneously providing a type of brand vision, which is to say that because Acts 

projected beyond the horizon of Christ’s resurrection, it provided a way to frame the 

current and future identity of the papacy. Providence fulfilled God’s promise and like the 

Abraham covenant, which defined the self-identity of the ancient Israelites, the birth of 

Church at Pentecost set Christ’s covenant with the apostles in motion. The narratives of 

Acts furnished a model projection of apostolic identity in its most genuine state—before 

Trent, before the Reformation, and even before the rise of humanism. This does not 

suggest that late sixteenth century pontiffs sought a return to the paleo-Christian practices 

in the way that Reformation theology is cast as seeking a similar return. However, it 

underscores how Acts was a series of visions—Stephen, Saul, Cornelius, Peter, a man 

from Macedonia, and an angel on Paul’s ship to Malta—and using Acts as a way to 

organize a vision of the Counter Reform Church meant trusting in God’s Divine 

Providence.  

 
“We Follow the Apostle Peter” 

 
Of the numerous projects commissioned by Gregory XIII, none held the same 

sentimental value as his eponymously named chapel. Located in the right transept of 

Saint Peter’s basilica, the Cappella Gregoriana came to be one of the most materially 

demanding projects undertaken during the Boncompagni papacy.688 After Michelangelo’s 

death in 1564, the project of Saint Peter’s Basilica fell to his longtime follower and 

 
 688 Benjamin Paul, “Bad colors for the pope: Tintoretto, Giovanni Grimani and the decoration of 
the Cappella Gregoriana in New St Peter’s,” in Artistic Practices and Cultural Transfer in Early Modern 
Italy: Essays in Honour of Deborah Howard, ed. Nebahan Avioğlu and Allison Sherman (Farnham: 
Ashgate, 2015), 29-31.  
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collaborator, Giacomo della Porta. In 1573, Gregory XIII recognized the opportunity to 

memorialize his pontificate in the heart of the emerging fabric of its ceremonial core, and 

commissioned Giacomo della Porta to design his private chapel.689 For its decoration, 

Girolamo Muziano executed a monumental mosaic program between 1578-80. At the 

time of his death, two panels for the chapel were left incomplete, one representing St. 

Jerome in the Wilderness, and a second depicting the Mass of Saint Basel. Although the 

decorative program of the Cappella Gregoriana has been the subject of numerous 

studies—including the mosaics, the relocation of the Madonna del Soccorso, and the 

translation of the body of Saint Gregory of Nazianzus—one part that has never received 

significant attention was a mid-relief marble lunette depicting Christ Washing the Feet of 

the Disciples (Fig. 121). The sculpture, executed by Taddeo Landini between 1578-79, 

originally went over a door that opened directly to the Cappella Gregoriana from the 

exterior of the basilica.690 Landini’s lunette was conspicuously parallel to the format of 

the staircase fresco, while evoking the signaling strategy that transpired on the external 

portico frescoes.  

At the time when Gregory XIII commissioned Landini’s marble lunette, the first 

permanent altars were barely being erected, and the Cappella Gregoriana served as the 

 
 689 Baglione, “Vita di Giacomo della Porta, Architettore” 30; Kaspar Zollikofer,  Die Cappella 
Kregoriana: Der erste Innenraum von Neu-Sankt-Peter in Rom und seine Genese, Bibliotheca Helvetica 
Romana, no. 36., (Basel: Schwabe Verlag, 2016).  
 
 690 The archival documents for this commission can be found in the AFSP, Piano I-ser. Armadi-no. 
75 (entrata e uscita 1572-79), ff. 117, 120, 130, 131 v. In the life of Taddeo Landini, Baglione described 
this commission: “Se ne venne Taddeo Landini Fiorentino a Roma nel Papato di Gregorio XIII ed opero 
alcune cose in quel tempo. Fe di marmo una grande storia di mezzo rilievo, ov’e la lavanda de’piedi fatta 
da Nostro Signore agli suoi Apostoli, figure del naturale, e maggiori. Fu posta nella cappella Gregoriana di 
San Pietro in Vaticano, ma con occassione della nuova fabbrica d’ordine del Pontefice Paolo V. Si levo, e 
fu collocata sopra la porta della cappella Paolina di monte Cavallo, dove ora sta, e s’ammira.” Giovanni 
Baglione, 63. See Louise Rice, The Altars and Altarpieces of New St Peter’s. Outfitting the Basilica, 1621-
1666 (Cambridge: Cambridge University Press, 1997), 26, nn. 52, 53. 
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first substantial liturgical space in the new basilica.691 Much like the fresco of the same 

subject on the landings of the Scala del Maresciallo, Landini’s lunette centralizes the 

interaction between Christ and Peter. The other disciples gather around, some in dismay, 

others preparing water and untying their sandals. Because of its thematic association with 

the Last Supper, interpretations of the relief tend to read this scene as part of the Maundy 

Thursday paraliturgical sequence followed during Lent.692 The only synoptic gospel that 

recounts this narrative is John 13:1-17. In preparation for the Passover: 

Jesus knew that the Father had put all things under his power, and that he had 
come from God and was returning to God; so he got up from the meal, took off 
his outer clothing, and wrapped a towel around his waist. After that, he poured 
water into a basin and began to wash his disciples’ feet, drying them with the 
towel that was wrapped around him. He came to Simon Peter, who said to him, 
“Lord, are you going to wash my feet?” Jesus replied, “You do not realize now 
what I am doing, but later you will understand.” “No,” said Peter, “you shall 
never wash my feet.” Jesus answered, “Unless I wash you, you have no part with 
me.” “Then, Lord,” Simon Peter replied, “not just my feet but my hands and my 
head as well!” Jesus answered, “Those who have had a bath need only to wash 
their feet; their whole body is clean. And you are clean, though not every one of 
you.” […]693  
 

This particular scripture features prominently in the Mandatum ritual for the Holy 

Thursday papal liturgy, which follows the Roman Ordo in coena Domini, dated to the 

 
 691 The chapel was originally intended to serve as the sacrament chapel, but it is not clear as to 
when this started happening. Rice notes that documents prove the tabernacle was placed over the altar of 
Sts. Simon and Jude only until it was moved on October 1, 1605 to the Cappella Gregoriana. Rice proposes 
that, in fact, two sacrament altars were used between 1580 and 1605, one in the old basilica and one in the 
new. This would add a new dimension to the original reading by Kuntz, who has suggested that the primary 
ritual function of the Cappella Paolina as the chapel of the sacrament, served as the guiding ideal behind the 
decorative program. See Rice, 26, n.54.  
 
 692 Corrie E. Norman, “Showing the Invention of God:’ Preaching and Ritual on Holy Thursday,” 
in Early Modern Catholicism: Essays in Honour of John W. O’Malley, S.J., ed. Kathleen M. Comerford 
and Hilmar Pable (Toronto: University of Toronto Press, 2001), 307. 
 
 693 John 13:1-17 (New American Standard Bible Revised Edition, 2011).  
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seventh century.694 In this late patristic period text, the pope is described as washing the 

feet of his attendants, giving credence to its incorporation in the Lenten rites.695 The ritual 

grew in importance and performance throughout the eighth and ninth centuries, and 

antiphons sung during its reenactment emphasized the role of Christ’s caritas, which led 

to bishops washing the feet of priests and other clerics.696 Only in the ninth century does 

the ritual begin to include the Mandatum Pauperum, where the feet of twelve poor men 

were washed.697 Evidence of this ceremony appears in the 1485 Pontificalis liber 

(Pontificale Romanum), and it became standardized through its inclusion in the printing 

of the new Roman Missal in 1570.  

As with all of the narratives discussed above, Christ Washing the Disciples’ Feet 

relies on Peter’s questioning of Christ, and through his participation in the ritual, Christ 

reveals the deeper theological significance of this act to Peter. The gospel continues: 

When he had finished washing their feet, he put on his clothes and returned to his 
place. “Do you understand what I have done for you?” he asked them. “You call 
me ‘Teacher’ and ‘Lord,’ and rightly so, for that is what I am. Now that I, your 
Lord and Teacher, have washed your feet, you should also wash one another’s feet. 
I have set you an example that you should do as I have done for you. I tell you; no 
servant is greater than his master, nor is a messenger greater than the one who sent 
him. Now that you know these things, you will be blessed if you do them.”698  

 
 694 In both the 7th century Gelasian Sacramentary and the Gregorian Sacramentary, the Holy 
Thursday ceremony appeared; whereas the first introduction of the mandatum in the Armenian Lectionary 
dates to the late 5th century. Similarly, the Capitulary of Wurzburg, dated to 675, also makes use of the 
Mandatum ritual, thus demonstrating the pervasive tradition of the ritual before its formal incorporation 
into the Ordo in Coena Domini. 
 
 695 James Monti, A Sense of the Sacred: Roman Catholic Worship in the Middle Ages (San 
Francisco: Ignatius Press, 2012), 166, n. 166.  
 
 696 This is where the hymn, Ubi caritas et amor, originally derives from, having been a part of the 
Holy Thursday Mandatum in missals dating to the eleventh century. 
 
 697 Kathleen P. Rushton, “Rediscovering Forgotten Features: Scripture, Tradition and Whose Feet 
May be Washed on Holy Thursday Night,” in Reinterpreting the Eucharist: Explorations in Feminist 
Theology and Ethics, ed. Anne F. Elvey, Carol Hoga, Kim Power, and Claire Renkin. (London: Routledge, 
2014), 103, nn. 43, 44. 
 
 698 John 13:12-17 (New American Standard Bible Revised Edition, 2011).  
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It is here that the ritual receives its title of mandatum, deriving from a corruption of the 

Latin commandment. Christ’s performance serves as the institution of discipleship, and in 

fact, the narrative was understood as a necessary baptism of the apostles.699 This led to its 

incorporation in baptismal rites of many non-Roman churches such as Turin, Milan, and 

Spain, though it did not feature prominently in the West.700 Despite the emphasis on 

Christian humility that features in its interpretation, the underlying subtext is that of 

discipleship, which Ambrose highlighted in his text, De Sacramentis.701 In book III, 

Ambrose offers a commentary about the mandatum, explaining, “We follow the apostle 

Peter […] Consider his faith. When he refused at first, this was because of his humility. 

The submission he made afterwards came from devotion and faith [emphasis mine].”702 

On the one hand, Christ’s actions—humbling himself to the role of a servant—

underscore the apostolic mission that carries the disciples into their ministry. Those who 

mirror Christ and whose lives and miracles parallel that of Jesus—particularly Peter and 

Paul—will follow this commandment of servitude. On the other hand, as Ambrose points 

out, Peter’s actions are just as central to the unveiling of this mystery, proving that the 

 
 699 Ernst Kantorowicz, “The Baptism of the Apostles,” Dumbarton Oaks Papers 9-10 (1956): 205-
51. 
 
 700 Evidence for this interpretation can be found in Clement of Alexandria’s Hypotyposeis, and in 
in Augustine’s commentary on Psalm 92. See Robin Jensen, Living Water: Image, Symbols, and Setting of 
the Early Christian Baptism (Leiden: Brill, 2010), 80. 
 
 701 The text has been dated to the later part of Ambrose life, with references made in his treatise 
De Patriarchis (c. 387). Ambrose died in 397, but it is uncertain whether De Sacrametis was already being 
used for Lenten liturgies prior to this. See Everett Ferguson, “Catechesis and Initiation,” in The Early 
Church at Work and Worship: Catechesis, Baptism, Eschatology, and Martyrdom (Eugene: Cascade 
Books, 2014), 35- 41. 
 
 702 Ambrose, De Sacramentis III, 4-6, in The Awe-Inspiring Rites of Initiation: Baptismal Homilies 
of the Fourth Century, trans. Edouard Yarnold, S.J (Middlegreen: St. Paul Publications, 1972), 122-23; and 
Peter Jeffrey, “Mandatum novum da vobis: Toward a Renewal for the Holy Thursday Foot washing Rite,” 
Worship 64 (1990): 107-41. 
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role of disciple requires a profound submission likened to that of Peter. It is possible then 

to identify a purely apostolic-focused narrative outside of the traditional readings that 

foreground the paraliturgical symbolism of Maundy Thursday. The location of Landini’s 

marble relief over the portico of the Cappella Gregoriana—the only exterior entrance to 

the pontiff’s newly erected chapel—demonstrates that it served a much broader purpose 

than a direct reference to Holy Thursday. Instead, as a constant reminder over a liminal 

space, the scene reinforced the institutional role of discipleship, and the commandment of 

servitude. Since this was the first Petrine image commissioned for the new basilica, the 

image established an iconographic trajectory for any future apostolic imagery.703 Up until 

this point, the majority of pictorial arts discussed have been painted or sculpted, but in 

this final section I will expand the traditional visual modalities to demonstrate how a 

critical component for the entire construction of apostolic identity relies on the papal 

medals. Collaborative investments in apostolic subjects went beyond traditional painting 

or sculpture. A careful examination of the papal medals issued throughout the 

pontificates of Pius IV, Pius V, and Gregory XIII confirms that they all carried the same 

narratives that appeared in the Petrine iconography from their artistic commissions. 

Scholars have never drawn the connection between these sites and the use of identical 

imagery in the papal medals, until now.  

 
 
 
 
 

 
 703 Rice, 26, n. 52. Here she suggests that the Landini relief was intended to be part of a much 
larger Petrine program, for which I believe it was considering the sopraportico images. Rice’s point that the 
image of Christ Washing the Disciples Feet “introduced a theme that was to have an important and lasting 
future there,” will be addressed in my conclusion, where I point to the first six altars commissioned by 
Clement VIII that take their subject matter from Apostolic imagery already portrayed in the Pauline 
Chapel. 
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Coining an Apostolic Identity 
 

Commemorative papal medals were issued to celebrate important liturgical, historical, or 

personal dates. Unlike coinage, which carried a particular economic value, medals 

functioned as souvenir items that held some form of cultural  and personal value.704 

Portrait medals were unique in their ability to construct personal identity through their 

dual format: a replica portrait on the obverse combined with a surrogate image on the 

reverse.705 As powerful signifiers of personal identity, the early modern Roman pontiffs 

exploited the capacity of the portrait medal to shape their image, and as objects of 

mobility, these portraits circulated beyond the confines of the papal court.706 Besides its 

appearance over the exterior portico of the Cappella Gregoriana, the image of Christ 

Washing the Disciples Feet also appeared on Gregory’s portrait medal designed by 

Federico Cociola in 1576 (Fig. 71). Representing the pope in profile allowed Cociola to 

add another symbolic element to the composition: a cope decoration that shows Christ 

 
 704 As explained by Arne R. Flaten, “Medals were buried in the foundations of buildings, hung 
from chains, worn on occasion, collected, displayed, distributed as gifts and rewards, interred with the 
deceased, and used as propaganda.” My work is invested in this final point, that the papal portrait medals 
discussed below conspicuously used the same imagery found in their pictorial commissions at the 
Apostolic Palace. See Arne R. Flaten, “Renaissance Medals,” Renaissance Quarterly 71 (2018): 645-656. 
 
 705 Joseph Breck, “Renaissance Portrait Medals,” Metropolitan Museum of Art bulletin 7 
(1912):49-54; Roberto Weiss, “The Study of Ancient Numismatics during the Renaissance (1313-1517),” 
The Numismatic Chronicle 8 (1968): 177-187; J. Graham Pollard, “The Italian Renaissance Medal: 
Collecting and Connoisseurship,” Studies in the History of Art 21 (1987): 161-169; John R. Spencer, 
“Speculations on the Origins of the Italian Renaissance Medal,” Studies in the History of Art 21 (1987): 
197-203;   Stephen K. Scher and John Bigelow Taylor, The Currency of Fame: Portrait Medals of the 
Renaissance (ex.cat. National Gallery of Art, 1994); and Stephen K. Scher “An Introduction to the 
Renaissance portrait medal,” Perspectives on the Renaissance Medal/American Numismatic Society (2000): 
1-23. 
 
 706 George Francis Hill, “The Roman Medalists of the Renaissance to the time of Leo X,” Papers 
of the British School at Rome 9 (1920): 16-66; Roberto Weiss, “The Medals of Pope Julius II (1503-1513),” 
Journal of the Warburg and Courtauld Institutes 28 (1965): 163-182; Ingrid S. Weber, “The Significance 
of Papal Medals for the Architectural History of Rome,” Studies in the History of Art 21 (1987): 283-297; 
and Nathan T. Whitman, “The First Papal Medal: Sources and Meaning,” The Burlington Magazine 133 
(1991): 820-824. 
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kneeling to wash Peter’s feet.707 Remarkably, the use of this exact image may be traced 

back to the pontificates of Pius V and of Pius IV, referencing a lineage for its 

incorporation into the pontifical identity. Originally, Giacomo Antonio Moro designed an 

image of Christ Washing the Apostles Feet for the obverse of Pius IV’s portrait medal, 

and his successor, Pius V, adopted the exact same image during his pontificate           

(Fig. 122).708 Compositionally, Moro’s image adopts the same lunette-style format of the 

caposcale images, placing Christ and Peter at the center of the foreground surrounded by 

attending apostles. Although numismatists note the reuse of this image, it has never been 

considered within the context of broader pictorial papal commissions, overlooking an 

obvious programmatic link. These pontiffs deliberately and conspicuously incorporated 

this narrative into their personal symbolism, for it appears on their portrait medals, the 

caposcale, Raffaellino da Reggio’s fresco in the Seconda Loggia, and Taddeo Landin’s 

marble relief for the Cappella Gregoriana.  

If this were the only instance of reuse in papal imagery, it might be considered an 

anomaly. However, additional papal medals prove that the pictorial programs’ imagery 

figured heavily in the larger system of papal propaganda. On the reverse of Gianfederico 

Bonzagni’s 1572 medal for Gregory XIII, an image of Peter Kneeling before Christ after 

the Miraculous Draught of Fishes appears, enriching the original symbolism with an 

added dimension (Fig. 123). In both images, the act of kneeling and supplicating form 

parallels: Peter genuflecting to Christ, versus Christ kneeling to serve Peter. The pairing 

 
 707 The obverse portrait Bust with cope decoration with Christ Washing the Disciples Feet/ 
Reverse: Peter Kneeling before Christ after the Miraculous Draught. By Federico Cociola in 1576; minted 
on April 19 1576 to commemorate Holy Thursday when Gregory washed the 12 poveri. Adolfo Modesti, 
Corpus numismatum omnium Romanorum pontifium: Da Pio IV (1559-1565) a Gregorio XIII (1572-1585) 
(Roma: De Cristofaro, 2004), 3:452.  
 
 708 Modesti, 3:182, 298. 
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of these two images further emphasizes the role of submission that is necessary in true 

discipleship. Besides this Gregorian medal, the image of the Miraculous Draught appears 

in additional examples of papal numismatics; and, like the image of Christ Washing the 

Feet of the Disciples, forms an integral part of the papal pictorial programs. In 1572, 

Gregory employed the imagery of the Miraculous Draught on the reverse of his portrait 

medal designed by Gianfederico Bonganzi.709 The same image originally appeared on the 

portrait medal of Pius V, bearing an identical motto: IN. FLVCTIB. EMERGENS      

(Fig. 124).710 Considering the timing of Pius’ death and Gregory’s election, the reuse of 

the image might have simply served a practical need; nevertheless, the fact that the same 

image appears on the caposcale and the Seconda Loggia implies otherwise.  

The Calming of the Storm is another image that appears on both the caposcale and 

the papal medals—a scene which Giovanni Antonio de’ Rossi designed for Pius V to 

celebrate the 1568 feast of saints Peter and Paul (Fig. 125).711 In 1572, Gregory XIII 

commissioned over 200 medals by de’ Rossi and Lorenzo Fragni bearing identical 

imagery (Fig. 126).712 Both medals carry mottos. The inscription for Pius V’s reads: 

IMPERA. DNE. ET. FAC. TRANQVILITATEM, whereas Gregory’s reads: 

DOMINE.ADIVVA. NOS.713 The importance of this imagery for Gregory XIII can be 

 
 709 Modesti, 3:342. 
 
 710 This was not the papal motto of Pius V, which was: Utinam dirigantur viae meae ad 
custodiendas justifications tuas. See Odorico Rainaldi and Giacomo Laderchi, Annales ecclesiastici 
Cesaris Baronii (Carii-Ducis: Guerin, 1864), 37:277.  
 
 711 For the payment record, see ASR Camerale I, Mandati Camerali, busta 924, f. 102 r (July 7, 
1568). The same medal was issued the following year in 1569. See Modesti, 3:240.  
 
 712 Modesti, 2:234. 
 
 713 Payment to Antonio de Rossi and Lorenzo Fargni for the execution of 140 medals in gold and 
150 is silver for the feast of Saints Peter and Paul on 29 June 1572. See ASR, Cam. I. Mandati Camerali, 
busta 926, ff. 67 v (July 12, 1572); Modesti, 3:340. 
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seen in Alonso Chacon’s 1630 engraving of the pope surrounded by his various 

architectural commissions (Fig. 127).714 Of the five medals selected to represent Gregory 

and his pontificate, Chacon chose to place the Calming of the Storm prominently in the 

upper left corner. Besides the papal medal, the most momentous treatment of this 

imagery was commissioned by Gregory XIII in the famous Meridian Room (Sala della 

Meridiana) of the Tower of the Winds (Torre dei Venti) (Fig.3.5). Here, Niccolo 

Circignani executed two frescoes: on the west wall, Paul’s Shipwreck on Malta, and on 

the south wall, Christ Calming the Storm, and Christ Healing the Gerasene Demoniac. In 

1582, Circignani, in collaboration with Matthijs and Paul Brill, and Matteino da Siena, 

painted the elaborate program surrounding Egnazio Danti’s anemoscope.715 

Within this context, the narrative of the Calming of the Storm has been interpreted 

as a metaphor for Gregory’s post-Tridentine leadership of the Church. While this 

absolutely resonated with the goals of his papacy, my contribution to this discussion is to 

situate this in the larger mechanism of apostolic-focused patronage. If we continue to 

view this narrative—or even this iconography— through a site-specific reading, we risk 

over-distilling the symbolic value of the image. When a more encyclopedic approach is 

taken to papal patronage, the narrative of the Calming of the Storm manifests throughout 

the palace to include Federico Zuccaro’s 1561 fresco of the same subject in the Casino of 

 
 714 The engraving was included in Alonso Chacón’s publication, Vitae et res gestae pontificum 
Romanorum et S.R.E. cardinalium (Rome: Typis Vaticanis, 1630), 2:1179-84. On this image see: Jurgen 
Kruger, “Das ursprungliche Grambal Gregos XIII. In St. Peter zu Rom,” Korrespondenzblatt Collegium 
Germanicum Hungaricum 95 (1986): 52, n. 39. 
 
 715 For Circignani in the Torre dei Venti, see Van Mander, 1604. 310; and Baglione, 1642, 288. 
The most significant publication on the topic is Nicola Courtright, The Papacy and the Art of Reform in 
Sixteenth-Century Rome: Gregory XIII’s Tower of the Winds in the Vatican (Cambridge: Cambridge 
University Press, 2003). The topos is also included in Francesca Fiorani, The Marvel of Maps: Art, 
Cartography and Politics in Renaissance Italy (New Haven: Yale University Press, 2005), 172-173. 
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Pius IV. Widening the aperture permits supplementary comparanda—namely, the use of 

this imagery by Paul III Farnese, which returns us to the 1540s. The cope decorations 

designed by Perino del Vaga, originally introduced in chapter one, contain numerous 

scenes that reoccur in both the pictorial programs and the papal medals, specifically: 

Peter and John Healing a Cripple at the Temple Gate; Christ Washing Peter’s Feet; the 

Giving of the Keys; Peter Walking on Water; Paul Healing the Cripple at Lystra; and 

Paul Overcoming the Viper (Fig. 3, Fig. 40, & Fig. 41). Tracing the continued use of 

specific narratives across papal commissions demonstrates the long-term evolution of an 

apostolic-focused program throughout the second half of the sixteenth century.  

The recurrence of these images can be charted, their accruement of cultural 

capital distinguished as they expand from a single format or commission to more 

prominent, accessible, and central spaces. Eventually, they form a distinct yet 

encompassing facet of papal identity. For instance, the image of Peter Walking on Water 

first appears in Perino’s cope decoration for Paul III; next Federico Zuccaro paints the 

subject for Pius IV; again it features in the caposcale; later it forms part of the Seconda 

Loggia; and all the while it circulates on the papal medals from Pius IV to the cope 

decoration of Gregory XIII.716 The consistent repetition of these scenes across multiple 

papacies, as seen throughout the Apostolic Palace, confirms that their thematic 

symbolism became a keystone in the construction of apostolic identity from 1561-1576.  

A clear emphasis on discipleship and Peter’s first-hand experience placed significant 

weight on his narrative as the foundational biography for the papacy. The Petrine 

emphasis suggests that a seismic shift towards identifying explicitly with a purely 

 
 716 The cope decoration shows Peter Walking on Water, and the reverse portrays the Breaking of 
the Holy Door for the 1575 Jubilee. Modesti, 3:400. 
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apostolic narrative opened new avenues for describing the historical roots of the papal 

institution. Paul III first introduced the initial shift toward an apostolic-visual system that 

prioritized the narratives of Peter and Paul through the program of the Pauline Chapel, as 

well as the Sala Paolina and his cope decorations. Slowly, this investment in Acts 

catalyzed a more robust approach that not only introduced additional narratives but 

reinvested the value of the original symbolism, until these images collectively belonged 

to a systematic project. Under Paul III, the Pauline Chapel program represents the first 

wholesale adoption of this apostolic-focused scheme, but it, too, participated in the long-

term evolution of this rhetorical strategy. With each successive phase, the program 

recalibrated to meet the next systematization of Petrine images. Whether that meant 

expanding the narrative context, deviating from previous proposals, substituting thematic 

content, or adjusting the typological parallels, the chapel contributed to the formation of 

this design from 1542 to 1585. Likewise, Gregory XIII’s investment only becomes clear 

when it enters into the greater matrix of the apostolic palace, placing it within the 

surrounding contexts— the thematic connections that tether it to other papal 

commissions. The papal investment in Acts, its prioritization of apostolic narratives, and 

the emphasis on Peter’s personal experiences characterizes the longue durée of these 

projects that, until now, have never been discussed as a steadfast commitment to 

promoting the thematic centrality of discipleship to define the papal identity. Defending 

the papal institution took on new meanings in those moments before Paul III opened the 

Council of Trent and during the long path towards enacting those reforms that carried 

through the pontificate of Gregory XIII. As this identity evolved and emerged, the 

constant use of Acts increasingly became the hallmark of the Counter Reformation 
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papacy, which exploited its Apostolic identity to solidify the stakes for a Catholic 

identity.  
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CHAPTER 5: 
PERPETUATING THE PRINCIPIS APOSTOLORUM 

 
Preface 

 
Did the Counter-Reformation Church perpetuate an Apostolic investment into the 

seventeenth century? If so, what does that mean for charting a discursive longue durée 

that supported the rise of a new papal identity in the mid-1540s and carried through to the 

full expression of a Counter Reform Church under the pontificates of Clement VIII 

Aldobrandini (1592-1605), Paul V Borghese (1605-1621), and beyond? At the start of 

this dissertation, the question of historical origins—who was the first Counter-

Reformation Pope—established the framework for reconsidering at what point a true shift 

in the papal mentalité transpired. Chapter One identified this change with Paul III Farnese 

and his commissions for the Pauline Chapel, the Sala Paolina, and his cope decorations, 

which took a decisive step towards reclaiming the identities of Saints Peter and Paul 

under a new schema for promoting the papal identity. Only after determining when this 

change happened can we ask how to define everything that followed in its wake or, more 

accurately, does a specific underlying pattern emerge that has gone unnoticed and 

unremarked? Chapter Two underscored the artistic contributions of Julius III del Monte, 

Pius IV Medici, and Pius V Ghislieri as they fostered a visual consistency and historical 

continuity through their reinvestments in the representations of Peter’s and Paul’s life. 

Recognizing the pattern constitutes only half of the venture; explaining the pattern and its 

significance remains the other half. Chapter three illustrated how Gregory XIII 

Boncompagni achieved cohesion throughout the Vatican palace and Saint Peter’s Basilica 

by completing the Apostolic narratives left unfinished by his predecessors. In doing so, 

he signaled the point beyond the horizon that the Church incrementally progressed 
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toward, thereby abandoning the previous mechanisms for promoting authority and 

adopting a greater nuance and reverence for a history rooted in the first shepherds of 

Christianity.  

 The systematic development of purely Apostolic subjects for the self-definition of 

the later sixteenth-century Catholic Church was a return to its origins as first constructed 

through the book of the Acts of the Apostles. Acts presented the initial steps of a 

Christian faith immediately after Christ’s resurrection when it suffered persecution, 

scattered to avoid extinction, and finally mobilized under the leadership of Peter and 

Paul. Clear parallels could be drawn between the pre- and post-Tridentine Church as it 

too confronted criticisms regarding its doctrinal accuracy and dogmatic practices, and 

witnessed the growth of competitive Christian faiths that threatened to abolish Catholic 

supremacy and political sovereignty. To return to Acts and not, for example, the Liber 

Pontificalis, meant locating an incontrovertible source of power by virtue of Peter’s 

proximity to Christ, Paul’s evangelization across the globe, and their combined acts of 

thaumaturgy, which not only confirmed their inheritance of Christ’s authority, but their 

individual responsibilities for the Church body in this third and new era. While the 

previous chapters have shown a distinct organization and evolution of the Apostolic 

investment made by the artistic commissions of the aforementioned pontiffs, the true 

measure of whether or not this constituted a real campaign for the Counter-Reformation 

Church takes shape in the early decades of the seventeenth century. In the following 

pages, I conclude this dissertation with two critical examples from the pontificates of 

Clement VIII and Paul V, which prove that the papacy continued to reinvest in these 
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Apostolic narratives and, more importantly, that this model held currency for the 

orchestration of the Catholic identity well into the modern era.  

 
 

Permanent Investments: Navi Piccole 
 

When Gregory XIII’s pontificate came to an end on 10 April 1585, he left an indelible 

mark on the entirety of the Eternal City. The energetic force that he brought to the 

Church precipitated the rapid transformation of its character, a coherent blueprint for its 

missionary activities, an explicit set of liturgical texts for correcting and reinforcing 

doctrine, and a clear path forward for securing its centrality on the geopolitical stage 

alongside Imperial, French, and Spanish interests. Nearing his death, Gregory XIII made 

evident his wishes to be buried in his eponymously named chapel alongside his two 

cardinal nipoti, Filippo Boncompagni and Filippo Guastavillani.717 As part of his 

funerary prescriptions, he created a chaplaincy of four clerics charged with celebrating 

three important anniversaries that held plenary indulgences: the Assumption of the 

Virgin, the feast of Saint Gregory of Nazianzus, and the translatio of Saint Gregory’s 

body to the Cappella Gregoriana.718  In spite of these mandates and the various rituals 

celebrated for his funeral, the physical structure of Saint Peter’s still resembled an 

incomplete edifice caught between two periods—emerging as a newly articulated 

Renaissance space while still clinging to the vestiges of the Constantinian relic. Having 

focused his attention on the Cappella Gregoriana and the exterior portico decorations, 

 
 717 Minou Schraven, Festive Funerals in Early Modern Italy: the Art and Culture of Conspicuous 
Commemoration (London: Routledge, 2019), 136, n. 109. 
 
 718 Schraven, 136, n. 110.  
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Gregory XIII left the completion of the crossing and the more substantial work required 

in the nave to his successors, namely Clement VIII.  

 In 1582, a member of the Chapter of Saint Peter’s, Tiberio Alfarano, recorded the 

interior of the basilica in his text, De basilicae vaticanae antiquissima et nova 

structura.719 Dedicated to the cardinal Giovanni Paleotti, the manuscript attempted the 

herculean feat of describing the eighty-five altars in the Basilica and the adjoining 

rotundi prior to their demolition. Alfarano designed three different drawings and a map to 

accompany his text, which was not published in its entirety until 1914 (Fig. 128).720 The 

drawings, however, were produced by the engraver, Natale Bonifacio, who published 

prints of the map in 1589.721 Alfarano’s map has become a relic itself, capturing the 

densely crowded network of sites for veneration that made the Old Basilica a dizzying 

bazaar of sepulchers, images, statues, and relics. At the point that Clement VIII inherited 

the basilica, the nave remained unresolved, and the task of integrating this space into the 

new fabric presented significant challenges. Clement VIII’s intervention in the navi 

piccole—the six altars in the transept—represents a decisive concretization of the 

Apostolic investment initiated by his predecessors, but now, reaffirmed as the 

 
 719 Tiberio Alfarano, De basilicae vaticanae antiquissima et nova structura, ed. Michele Cerrati 
(Roma: Tipografia Poliglotta Vaticana, 1914); J. Ruysschaert, “Alfarano, Tiberio,” in Dizionario 
Biografico degli Italiani, vol. 2 (Roma: Istituto della Enciclopedia italiana, 1960), 261.  
 
 720 Giacomo Grimani, Descrizione della Basilica antica di S. Pietro in Vaticano: codice Barberini 
latino 2733, ed. Reto Niggl (Città del Vaticano: Biblioteca apostolica vaticana, 1972); Pierluigi Silvan, “Le 
origini della pianta di Tiberio Alfarano,” Rendiconti/Pontificia Accademai Romana di Arceologia 62 
(1992): 3-23; Christoph Jobst, “La basilica di San Pietro e il dibattito sui tipi edili: Onofrio Panvinio e 
Tiberio Alfarano,” Quadreni dell’Istituto di Storia dell’Architettura 25/30 (1997): 243-246.  
 
 721 Frederica Goffi, “Translations and dislocations of architectural media at the Fabric of Saint 
Peter’s, the Vatican,” ARQ: Architectural Research Quarterly 22 (2008): 325-338; Federica Goffi-
Hamilton, “Renaissance Visual Thinking: Architectural Representation as a Medium to Contemplate “Real 
Appearance,” in The Humanities in Architectural Design, ed. Soumyen Bandyopadhyay, Jane Lombolt, 
Nicholas Temple, and Renee Tobe (London: Routledge, 2010), 147-160.  
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cornerstones of the Catholic identity. Similar to the collaborative artistic enterprises that 

defined the papal court in the late-sixteenth century. Clement VIII enlisted a group of 

artists to complete the altarpieces of the navi piccole. In a unequivocal exploitation of the 

Baroque style, the six altars included: Cristofano Roncalli’s Punishment of Sapphira 

(1599-1604) (Fig. 129, Fig. 130); Domenico Passignano’s Crucifixion of Saint Peter 

(1602-1605) (Fig. 131); Francesco Vanni’s Fall of Simon of Magus (1602-1606)        

(Fig. 132); Cigoli’s Peter Healing the Cripple at the Golden Gate (1604-1606)           

(Fig. 133); Giovanni Baglione’s Raising of Tabitha (1604-1605) (Fig. 134); and Bernardo 

Castello’s Christ Summoning Peter to Walk on Water (1604-1605) (Fig. 135).722 These 

original altars were eventually replaced with mosaics or frescoes, as was the case for 

Castello’s Peter Walking on Water, which had deteriorated to the point that Urban VIII 

commissioned Giovanni Lanfranco to execute a new painting following the 1625 Jubilee 

(Fig. 136, Fig. 137).723  

 The overwhelmingly Petrine subject matter has been understood as addressing the 

sentiments of a Counter Reform faith still grappling with insecurity and skepticism. Miles 

Chappell and Chandler Kirwin characterized the six altars as, “[illustrating] the triumph 

of Peter over his own doubts, over heresy, and finally over death; [to] publicize the 

unbroken lineage of the papacy back through the saint to Christ; and [to] extol God’s 

justice and mercy as experienced and administered through Peter.”724 These thematic 

 
 722 Rice, 28, n. 61. The Clementine altarpieces have been discussed in Miles Chappell and William 
Chandler Kirwin, “A Petrine Triumph. The Decoration of the navi piccolo in San Pietro under Clement 
VIII,” Storia dell’arte 21 (1974): 119-170; Hans Siebenhüner, “Umrisse zur Geschichte der Ausstattung 
von St. Peter in Rom von Paul III. bis Paul V (1547-1606),” in Festschrift für Hans Sedlmayr, ed. Karl 
Oettinger (München: Beck, 1962,), 229-320.   
 
 723 Rice, 71.  
 
 724 Chappell and Kirwin, 1974, 131.  
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qualities were implicit in the narratives; however, as Louise Rice astutely noted, the 

unprecedented nature of the commission revolved around the commemoration of non-

liturgical foci.725 Unlike any other liturgical space, the six altars memorialized the 

“mysteries” of Peter’s life in a way that elevated these moments to an equivocal level as 

the sacred histories that punctuate the liturgical year.726 This exaltation of Peter’s life 

accomplished something far more profound than the simple presentation of his legitimacy 

and sovereignty; instead, surrounding the tomb of Saint Peter with scenes from his life 

instilled the primacy and canonicity of his narrative in the Catholic consciousness.727 

While Rice and others have examined the singular moment of Clement VIII’s 

commission, what has been missing from these discussions is an awareness of how the 

long history of the Apostolic palace played an unambiguous role in the selection of this 

subject matter. All of Clement VIII’s altars for the navi piccole repeated narratives 

already portrayed in his predecessors’ pictorial commissions, beginning with Paul III 

Farnese in the Cappella Paolina. A quick outline of the narratives demonstrates that the 

Crucifixion of Peter appeared in 1545-50; the Fall of Simon Magus in 1573-76; and the 

Punishment of Sapphira, Peter Healing the Cripple at the Golden Gate, and the Raising 

of Tabitha in the vault from 1583-85. The final narrative, Christ Summoning Peter to 

 
 725 Louise Rice, “Clement VIII,” 29.  
 
 726 Rice notes that the dedication of these altars was problematic for contemporaries who refrained 
from using the appropriate titles and, instead, more generally described the subjects. For example, “alatare 
in cuius Icone depictum est insigne miraculum Principis Apostolorum cum Thabitam mortuam resuscitavit 
in Joppe.” Rice, 29, n. 63. 
 
 727 Baglione noted that the program for Clement VIII’s altars were influenced by Cesare Baronio. 
In the future, I plan to address the relationship between Onofrio Panvinio, Cesare Baronio, Tiberio 
Alfarano, and Giacomo Grimaldi, all of whom were at the center of documenting and recovering the papal 
history. Bram Kempers, “Epilogue: the antique basilica with a modern dome,” in Old Saint Peter’s, Rome, 
ed. Rosamond McKitterick, John Osbore, Carol M. Richards, and Joanna Story (Cambridge University 
Press, 2013), 403, n. 33. 
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Walk on Water (Navicella), featured in multiple commissions, notably the Casino Pio IV, 

the caposcale, the seconda loggia, and the numerous papal medals highlighted in the 

above text. In this longer context, Clement VIII’s altars are less an anomaly than a 

targeted perpetuation of extant imagery previously cultivated to redress the papal brand 

thirty years earlier.728  

 
 

Preserving by Relocating: the New Cappella Paolina 
 
The connection between Clement VIII’s altars in the navi piccole and the longstanding 

pictorial strategy developed from the 1540s to the 1580s was no coincidence; rather, it 

demonstrates how the Apostolic approach transformed from a system of reclaiming 

agency to a wholesale method for branding Counter-Reformation Catholicism.729 By the 

time Clement VIII died on 3 March 1592, the imagery of the South and North transepts 

developed beyond the original Petrine scheme to include storie in the niches above the 

altars. These stuccoes included the Liberation of St. Peter, the Giving of the Keys, Peter 

Walking on Water, the Conversion of St. Paul, St. Paul Bitten by a Serpent on Malta, and 

the Martyrdom of St. Paul, which formed a typological parallel in both their narratives 

and their symmetrical positioning in the middle altars of each transept. Unsurprisingly, 

these images also featured in the previous papal commissions discussed in the above 

chapters. Clement VIII’s contributions to the new Basilica furnished the interior with the 

 
 728 Clement VIII also developed the Petrine narratives into a private commission for the grotte 
beneath the high altar where he commissioned a chapel decorated with stuccoes depicting the Life of Peter. 
This facilitated a private passageway leading to the Apostolic Palace.  
 
 729 This constitutes part of a larger paleo-Christian revival that took place beyond the Vatican 
Apostolic Palace to include the churches of the Roman Forum. See Jasmine R. Cloud, “Renovation in the 
Campo Vaccino: The Churches of the Roman Forums from Clement VIII to Alexander VII,” (PhD diss., 
Temple University, 2014); and Cloud, Processions in the Early Modern Forum Romanum: Ritual and 
Remembrance in the Urban Landscape of Rome (Routledge, forthcoming).  
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initial stylistic hallmarks of its Baroque singularity. The next great contribution to the 

basilica was authored by Paul V Borghese, who accomplished the ongoing dream of the 

sixteenth-century papacy: finally completing its renovation. This meant hastily tearing 

down the old nave and expeditiously outfitting the new altars with copious relics, thereby 

creating a crown bejeweled by the bones of its martyrs.730 Paul V’s efforts began in 1605 

with Giacomo Grimaldi’s survey of the demolition of the Constantinian basilica. 

Grimaldi’s documentation parallels that of Alfarano’s, particularly in their attempt to 

preserve the penultimate remains of quickly dissipating cultural history.  

 During this time, Paul V also turned his focus towards completing the still nascent 

project of the Palazzo del Quirinale.731 The palace was originally built in 1583 by 

Gregory XIII, who commissioned Ottaviano Mascherino to design a summer residence 

on the grounds formerly owned by cardinal Oliviero Carafa. Under Paul V, the site 

became the official residence of the papacy, and he commissioned the Lombard architect, 

Flaminio Ponzio, to complete its construction. By 1613, Carlo Maderno inherited the 

project, adding a new wing with a ceremonial hall known as the Hall of the Cuirassier 

(Salone Corazzieri), and a private papal chapel known as the Pauline Chapel (Cappella 

Paolina).732 The conjunction of ceremonial hall and private papal chapel mirrored the 

relationship found at the Apostolic palace between the Sala Regia and the Sistine Chapel. 

 
 730 Rice described the relocation of these relics under Paul V the manufacturing of a corona 
sanctorum. Rice, 37.  
 
 731 Jacqueline Christine Carey, “Last Four Things,” in “Through the eye of the Dragon: An 
Examination of the Artistic Patronage of Pope Gregory XIII (1572-1585),” (PhD diss., Trinity College, 
2019, 205-206;  and Francesco Colalucci,  “La Sala Regia, degli Svizzeri, dei Corazzieri,” Restauri al 
Quirinale, vol. 1 (Rome, 1997): 177-190.  
 
 732 Howard Hibbard, Carlo Maderno and Roman Architecture, 1580-1630 (Pennsylvania State 
University Press, 1971), 83. 
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Maderno completed the architecture in 1617 and Paul V placed the decorative program in 

the hands of Guido Reni. The Bolognese artist assembled a team that included Antonio 

Carracci, Giovanni Lanfranco, Alessandro Albani, and Tomasso Campana.733 This 

collaboration produced an elaborate commemoration of the Virgin’s life, giving the 

chapel its alternative name—the Chapel of the Annunciation (Cappella dell’Annunziata). 

With the last renovations to Saint Peter’s basilica effectively dislocating much of its early 

modern history, Paul V took the opportunity to salvage a piece of its Gregorian identity 

by removing Taddeo Landini’s marble lunette of Christ Washing Peter’s Feet and 

reinstalled it for his Quirinal chapel.734 In its original location, Landini’s sculptured 

lunette crowned the exterior entrance to the Gregorian Chapel (Cappella Gregoriana), 

and Paul V retained the same function when it was reinstalled over the entrance door of 

the new Pauline Chapel.   

 Paul V’s relocation of an unmistakable fragment from the Gregorian branding 

program should not be seen as simply retaining a monetarily significant artwork; 

preserving Landini’s lunette illustrates the true value of the Apostolic investment for the 

papacy and the need to perpetuate those principles into the seventeenth century          

(Fig. 138). While the chapel was dedicated on the feast of Saint Paul’s conversion 

(January 25, 1617), the papal commemorative medal designed by Giacomo Antonio 

Moro (1619) portrays on its obverse a papal portrait, but on the reverse the entrance to 

the new Pauline Chapel with Landini’s lunette prominently installed on the lintel       

 
 733 Pierre Arizzoli-Clementel, “Quirinal” p. 1270 in The Papacy: Gaius-Proxies. 3 vols. III. 
Routledge, 2002.  
 
 734 Pastor, History of the Popes, 26:421; Angela Negro, “Avant-propos per la Cappella Paolina del 
Quirinale,” Bollettino d’art, volume speciale: Restauri al Quirinale (1999): 349-364 
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(Fig. 139). This was not the first time that Paul V adopted the image of Christ Washing 

Peter’s Feet; Gaspare Mola designed an earlier medal that featured the same subject on 

the obverse in May 1618 (Fig. 140).735 As I explored above in Chapter Three, the use of 

papal portrait medals to stimulate a network of self-reflexive meanings was sustained 

through the constant reinvestment of subsequent pontiffs in the apostolic narratives of 

their predecessors. Such is the case with Paul V who not only turned to this same strategy 

but physically relocated Gregory XIII’s representation to his own chapel, but also grafted 

the original signification onto a newly established site of papal dominion.  

 
 

The Consequences for a Counter Reform Pictorial History 
 

In both of these examples, Clement VIII’s and Paul V’s continuation of the Apostolic 

investment manufactured a conspicuous connection to the cultural capital created and 

maintained throughout the pontificates of Paul III, Pius IV, Pius V, and Gregory XIII. 

Whether it was through the pictorial programs that decorated the fabric of the Apostolic 

Palace or the representations cast onto the papal medals, the papal identity consciously 

embraced a paleo-Christian origin narrative rooted, first and foremost, in the lives of 

Saints Peter and Paul.736 Recovering this history meant activating the memories 

associated with its founding—a remembering of struggles that defined the early Church 

and the ability for its leaders to overcome insurmountable odds. Memorializing this 

history in the Apostolic Palace guaranteed its permanence and the ability for those 

 
 735 Lauren Jacobi, “Medals and the Roman Projects of Pope Paul V,” The Medal 40 (2002): 3-18.  
 
 736 Jasmine R. Cloud, “The Intersection of the Paleochristian Revival and Antiquity,” in 
“Renovation in the Campo Vaccino: the Churchrs on the Roman Forum from Clement VIII to Alexander 
VII,” (Ph.D diss., Temple University, 2014), 60-84.  
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subjects to exert influence in determining the present. Never before had the papacy 

committed to the systematic expansion and maturation of a thematic cycle that 

progressively recalibrated to meet the demands of each new patron, while ensuring a 

sense of connectivity between multiple decades. In his description of memory, Paul 

Ricoeur stresses the spatio-temporal nature of recalling an image (Bild) versus the thing 

(Ding, or Selbstgegenwärtige): 

If a memory is an image in this sense, it contains a positional dimension 
that, from this point of view, brings it closer to perception. In another 
vocabulary, which I am adopting, one speaks of having been of the 
remembered past, the ultimate referent of the memory in action. 737  

 
The historicized image of the Church in its infancy supplied a framework for the 

early modern papacy to reconsider this remembered past in the context of its 

current position. Every event depicted—from the Giving of the Keys to Calming of 

the Storm—produced a type of discursive event that allowed both patrons and 

spectators to unpack the representational systems underpinning the mere inclusion 

of these individual histories.738 When I insist that an Apostolic discursivity took 

place through the papal artistic commissions executed between the 1540s to the 

1580s, I am pointing to the collective engineering of both a renewed honor 

bestowed by these early modern papal patrons to the Apostolic past as well as the 

emphasis of a “collectively shared knowledge order.”739 To put it another way, my 

 
 737 Ricoeur, “On Memory and Recollection,” in Memory, History, Forgetting, trans. Kathleen 
Blamey and David Pellauer (University of Chicago Press, 2004), 48.  
 
 738 Foucault defines the field of discursive events as, “a grouping that is always finite and limited at 
any moment to the linguistic sequences that have been formulated; they may be innumerable, they may, in 
sheer size, exceed the capacities of recording, memory, or reading; nevertheless, they forma  finite 
grouping” Foucault, The Archaeology of Knowledge, 27.  
 
 739 Ranier Diaz-Bone, "The Field of Foucaultian Discourse Analysis: Structures, Developments, 
and Perspectives" Historical Social Research 33 (2008): 7-28 
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analysis of these scenes as discursive fields asks how they produced an idea of 

Christianity’s origins in order to present a technique for describing and discussing 

the papal identity as the inheritors of this history. Casting the individual artistic 

contributions of each papal patron into the Braudelian theoretical approach of the 

longue durée exposes an innovative way for art history to reevaluate what is at 

stake in calling something “Counter-Reform.” The organization of the individual 

commissions (eventements) helps locate the recurring contests to papal power and 

authority (conjonctures), but all of these potentially obscure what was the deep, 

seismic recalibration towards a historical past that continually re-excavated the 

Acts of the Apostles for the purpose of legitimizing the papal institution against its 

ever-increasing secular and spiritual critics. When the French art historian, Émile 

Mâle, penned his book, L’art Religieux apres le Concile de Trent (1933), he 

attempted to define late sixteenth-century visual culture through the lens of a 

revitalized Church militant whose primary objectives were promoting new 

iconographic programs that capitalized on the devotional power of spectacle.740 

This included themes like the exaltation of the Virgin, saintly martyrdom and 

vision, and the centrality of the sacraments. One of the visual strategies Mâle 

emphasized was the portrayal of Peter’s Throne (Cathedra Petri), which he saw as 

an expression of the papacy’s infallibility. What Mâle overlooked in his analysis 

was that this, too, was part of an enduring strategy that began well before the 

conclusion of Trent.   

 
 740 Émile Mâle, L’Art Religieux apres le Concile de Trent (Paris: Armando Colin, 1932).  



295 
 

BIBLIOGRAPHY 
 
Printed Primary Sources 
  
Alfarano, Tiberio. De basilicae vaticanae antiquissima et nova structura, edited by 
 Michele Cerrati. Roma: Tipografia Poliglotta Vaticana, 1914. 
 
Alveri, Gasparo. Roma in ogni stato. Vol. 2. Roma: Vitale Mascardi, 1664. 
 
Ambrose. De Sacramentis III, 4-6. In The Awe-Inspiring Rites of Initiation: Baptismal 
 Homilies of the Fourth Century, translated by Edouard Yarnold, S.J., 122-23. 
 Middlegreen: St. Paul Publications, 1972.  
 
Augustine. “In natali apostolorum Petri et Pauli”. In The Works of Saint Augustine. A 
 translation for the 21st century, translated by Eric Hill. Vol. 3., PL 39-2122-2124. 
 New York: New City Press, 1993.  

Baglione, Giovanni. Le vite de’ pittori, scultori et architetti: dal pontificato di Gregorio 
 XIII del 1572 in fino ai tempi di Papa Urbano Ottauo nel 1642. Roma: Stamperia 
 d’Andrea Fei,  1642. 
 
Calvin, Jean. “Admonitio Pauli III ad Caesarem cum scholia.” In Corpus Reformatorum. 
 Vol. 58. Edited by Guiliemus Baum, Eduardus Cunitz, and Eduardus Reuss. 
 Brunsvigae: Schwetschke, 1900.  
 
———. “Commentary on the Acts of the Apostles,” translated by Henry Beveridge. 
 Grand  Rapids: Baker Book House, 1989. 
 
———. “A Paternal Admonition by the Roman Pontiff, Paul III., to the Most Invincible 
 Emperor Charles V.” In Tracts and Treatises of John Calvin, translated by Henry 
 Beveridge, Esq. Vol. 1. Eugene: Wipf and Stock Publishers, 2002. 
 
Chacón, Alonso. Vitae et res gestae pontificum Romanorum et S.R.E. cardinalium. 2 
 Vols. Rome: Typis Vaticanis, 1630. 
 
Chattard, Giovanni Pietro. Nuova descrizione del Vaticano: O sia della sacrosancta 
 basilica di S. Pietro data in Luce. Rome: Eredi Barbiellini, 1762. 
 
Ciappi, Marc Antonio. Compendio delle heroiche et gloriose attioni, et santa vita di Papa 
 Gregorio XIII. Roma: Giovanni Martinelli, 1591.  
 
Concilium Trideninum. Diariorum, Actorum, Epistularum, Tractatuum nuova collection. 
 Freiburg; Herder, 1901-2001. 
 
De Vio, Tommaso. “The Divine Institution of the Pontifical Office over the Whole 
 Church in the  Person of the Apostolic Peter 1521.” In Cajetan Responds. A 
 Reader in Reformation Controversy, edited by Jared Wicks, 105-144. Eugene: 



296 
 

 Wipf and Stock, 2011. First  printed 1978 by The Catholic University of 
 America Press (Washington, D.C.). 
 
Fellini, Pietro Martire Trattato nuovo delle cose maravigliose dell’alma città di Roma. 
 Roma:  Bartolomeo Zannetti, 1610. 
 
Grimani, Giacomo. Descrizione della Basilica antica di S. Pietro in Vaticano: codice 
 Barberini latino 2733, edited by Reto Niggl. Città del Vaticano: Biblioteca 
 apostolica vaticana, 1972. 
 
Kennedy, John F. Presidential Papers, National Security Files. Civil rights: General 
 (June 1963): 11-14, John F. Kennedy Presidential Library and Museum. 
 
King Jr., Martin Luther. “Propagandizing Christianity.” In The Papers of Martin Luther 
 King Jr., Advocate of the Social Gospel, September 1948 to March 1963, edited 
 by Clayborne Carson, Susan Carson, and Tenisha Hart Armstrong,  185. Vol. 6. 
 Berkeley: University of California Press, 1992.  
 
Leo the Great. “Epistle XIV. To Anastasius, Bishop of Thessalonica.” In A Select Library 
 of Nicene and Post-Nicene Fathers of the Christian Church: Leo the Great. 
 Gregory the Great, edited by Philip Schaff and Henry Wace, 20. New York: The 
 Christian Literature Company, 1895.  

Luther, Martin. Abbildung des Papstum, translated by Ivan Gobry. Grenoble: Jérôme 
 Millon, 1997. 
 
———. Luther’s Works. American Edition. 55 Vols. Edited by Jaroslav Pelikan and 
 Helmut T. Lehman. Philadelphia: Muehlenberg and Fortress, and St. Louis: 
 Concordia, 1955-86.  
 
Malvasia, Carlo Cesare. Felsina pittrice: vite de pittori bolognesi. 2 vols. Bologna: 
 Domenico Barbieri, 1678. 
 
Mander, Carel van. Het-Schilder-boeck. Haarlem: Voor Passchier van Westbusch, 1604. 
 
Mander, Karl van. The Lives of the Illustrious Netherlandish and German Painters, 
 translated by Hessle Miedema. Doornspijk: Davaco, 1999. 
 
Origen. Commentary on the Gospels According to John, translated by Ronald E. Heine. 
 Book 1. Washington, D.C.: The Catholic University of America Press, 2001. 
 
Panciroli, Ottavio. Roma, sacra e moderna. Rome: Mainardi, 1725. 
 
Tanner, Norman P. and Giuseppe Alberigo. Decrees of the Ecumenical Councils: Volume 
 1: Nicaea I to Lateran V. Washington, D.C.: Georgetown University Press, 2016. 
 



297 
 

Taja, Agostino Maria. Descrizione del Palazzo Apostolico Vaticano. Rome: Niccolò e 
 Marco  Pagliarini, 1750. 
 
Vasari, Giorgio. Il libro delle ricordanze, edited by Alessandro Del Vita. Arezzo: Casa 
 Vasari, 1927. 
 
———. Le vite de’più eccellenti pittori, scultori ed architettori (1550). Edited by Paola 
 Barrocchi. Florence: Fondazione Memofonte, 2006. 
 
———. Le vite de’più eccellenti pittori, scultori ed architettori (1568). Edited by Paola 
 Barrocchi. Florence: Fondazione Memofonte, 2006. 
 
———. Ricordanze. Edited by Paola Barrocchi. Florence: Fondazione Memofonte, 2006. 
 
Voragine, Jacobus. Golden Legend: Readings on the Saints, translated by William G. 
 Ryan. Vol. 1. Princeton: Princeton University Press, 1993. 
 
 
Secondary Sources 
 
Alden, Dauril. The Making of an Enterprise: the Society of Jesus in Portugal, Its Empire, 
 and Beyond, 1540-1750. Stanford University Press, 1996. 

Aldrovandi, Marco. Fra Agostino Bonucci, priore generale O.S.M e padre al Concilio di 
 Trento. Institutum Historicum Fratrum Sevorum S. Mariae, Scrinium historiale. 
 Vol.13. Roma: Ediz. Studi Storici O.S.M., 1963.  

Almagia, Roberto. Le pitture geografiche murali della terza Loggia e di altre sale 
 vaticane. Monumenta cartographica Vaticana. Vol. 3. Città del Vaticano: 
 Biblioteca Apostolica  Vaticana, 1955. 

Amelang, James. “Braudel and the Cultural History of the Mediterranean.” in Braudel 
 Revisited: The Mediterranean World 1600-1800, edited by Gabriel Piterberg, 
 Teofilo Ruiz and Geoffrey Symcox, 229-245. University of Toronto Press, 2010.  

Anderson, Marvin W. "Biblical Humanism and Roman Catholic Reform: (1501-1542) 
 Contarini, Pole, and Giberti.” Concordia Theological Monthly 39, no. 10 (1968): 
 686-707. 

———. “Gregorio Cortese and Roman Catholic Reform.” Sixteenth Century Essays 
 and Studies 1 (1970): 75-106.  
 
Arcangeli, Luciano. “Federico Zuccari e la decorazione della cappella dei Duchi di 
 Urbino a Loreto.” In Per Taddeo e Federico Zuccari nelle Marche, edited by 
 Bonita Cleri, 63-70. Sant’Angelo in Vado: Municipio di Sant’Angelo in Vado, 
 1993. 
 



298 
 

Armstrong, Edward. “Leo X’s Attitude during the Imperial Election and Afterwards.” In 
 The Emperor Charles V, 80-84. Vol. 1. London: Macmillan and Co., 1902. 
 
Aubert, Alberto. Paolo IV Carafa, nel giudizio della eta della Controriforma. Città di 
 Castello: Stamperia Tiferno Grafica,1990. 

Augustijn, Cornelis. “The Quest of Reformation: The Diet of Regensburg as a Turning 
 Point.” Archive for Reformation History. Special Volume: the Reformation in 
 Germany and  Europe: Interpretations and Issues, edited by Hans R. Gugisberg 
 and G. Krodel, 64-80. Heidelberg: Verein für Refromationsgeschichte, 1993. 

Aurigemma, Maria Giulia. “Torre Pia in Vaticano: architettura, decorazione, 
 committenza,  trasformazioni di tre cappelle vasariane.” Römisches Jahrbuch der 
 Biblioteca Hertziana  39 (2009/2010): 65-163. 
 
Bagchi, VM., David. Luther’s Earliest Opponents: Catholic Controversialists, 1518-
 1525. Minneapolis: Fortress Press, 1991. 
 
Balzarotti, Valentina. “Alcuni soffitti lignei in Vaticano tra Pio IV e Gregorio XIII.” 
 OpvsIncertvm 3 (2017): 124-131. 
 
Banfi, Florio. “The Cosmographic Loggia of the Vatican Palace.” Imago Mundi 9 (1952): 
 23-34. 
 
Barnes, Bernadine. Michelangelo’s Last Judgement: the Renaissance Response. 
 Berkeley: University of California Press, 1998. 
 
———. Michelangelo in Print. Reproductions as Response in the Sixteenth Century. 
 Burlington: Ashgate, 2010. 
 
 
Barthes, Roland. “The Death of the Author.” In Image, Music, Text, translated by 
 Stephen Heath, 142-148. New York: Hill and Wang, 1977. 
 
Bätschman. Oskar and Pascal Griener. Hans Holbein. Princeton: Princeton University 
 Press,  1997. 
 
Battisti, Eugenio. “La critical a Michelangelo prima del Vasari.” Rinascimento 5 (1954): 
 117-132. 

 
Bauer, George Charles. “Pasce oves meas’ and the entrance wall of St. Peter’s.” 
 Zeitscrifht für  Kunstgeschichte 63 (2000): 15-25.  
 
 
 



299 
 

Baumgart, Fitz and Biogio Biagetti. Gli affreschi di Michelangelo e di L. Sabbatini e F. 
 Zuccari nella Cappella Paolina in Vaticano. Città del Vaticano: Tipografia 
 Poliglotta Vaticana, 1934. 
 
Baxandall, Michael. Painting and Experience in Fifteenth Century Italy. A Primer in 
 Social  History of Pictorial Style. Oxford: Oxford University Press, 1988. 
 
Bedouelle, Guy. The Reform of Catholicism, 1480-1620, translated by James K. Farge. 
 Toronto: University of Toronto Press, 2008.  
 
Benrath, Karl. Bernardino Ochino of Siena: a contribution towards the history of the 
 Reformation, translated by Helen Zimmern. London: J. Nisbet Company, 1876. 
 
Bertolotti, Antonino. “Federigo Zuccari, il suo processo ed esilio nel 1581.” Giornale di 
 erudizione Artistica 5 (1876): 129-149.  
 
Bianco, Alberto. “Cesare Baronio e la conversione dei Corcos nei documenti d’archivio 
 della Congregazione Oratoriana d Roma.” In Baronio e le sue fonti. Atti del 
 Convegno Internzionale di Studi, edited by Luigi Giulia, 153-165. Sora: Centro di 
 Studi Sorani,  2009. 
 
Blaauw, Sible de. “Pio V, la liturgia e le chiese antiche di Roma.” In Il tempo di Pio V, 
 Pio V nel tempo,edited by Fulvio Cervini and Carla Enrica Spantigati, 79-103. 
 Alessandria: Edizioni dell’Orso, 2006.  
 
Böck, Angela. Die Sala Regia im Vatikan als Beispeil der Selbstdarstellung des 
 Papsttums in der zweiten Hälfte des 16. Jahrhunderts. Hildersheim: Olms, 1997. 
 
Bolzoni, Marco Simone. “The Drawings of Raffaellino Motta da Reggio (1550-1568).” 
 Master Drawings 54 (2016): 147-204. 
 
Boorsch, Suzanne. “The Building of the Vatican: The Papacy and Architecture.” The  
 Metropolitan Museum of Art Bulletin 40, no. 3 (1982-1983): 1-2 +4 -64.  
 
Borghese, Daria. La storia della Casina di Pio IV. Torino: Allemandi, 2010. 
 
Borromeo, Agostino. “Gregorio XIII.” In Enciclopedia dei Papi, edited by Massimo 
 Bray, 200-202. Vol. 3. Rome: Istituto della Enciclopedia Italiana, 2000. 
 
Bourdieu, Pierre. “Ökonomisches Kapital, kulturelles Kapital, soziales Kapital.” In 
 Soziale Ungleichheiten. Soziale Welt Sonderband 2, edited by Reinhard Kreckel, 
 183-198. Goettingen: Otto Scharts & Co, 1983.  
 
———. “The Forms of Capital.” In Handbook of Theory and Research for the Sociology 
of Education,  edited by John Richardson, 241-258. New York, Greenwood Press, 1986.  

———. Distinction. A Social Critique of the Judgment of Taste, translated by Richard 



300 
 

 Nice.  Abingdon: Routledge, 2010. First published 1987 by Harvard University 
 Press (Cambridge).  

Bourdua, Louise. The Franciscans and Art Patronage in Late Medieval Italy. Cambridge: 
 Cambridge University Press, 2004. 

Boxel, Piet van. Jewish Books in Christian Hands: theology, exegesis and conversion 
 under Gregory XIII (1572-1585). Città del Vaticano: Biblioteca Apostolica 
 Vaticana, 2016. 

Bradshaw, Paul F. “Diem baptismo sollemniorem: Initiation and Easter in  Christian 
 Antiquity.” In Living Water, Sealing Spirit” Readings on Christian 
 Initiation, edited by Maxwell  Johnson, 137-147. Collegeville, MN, Liturgical 
 Press, 1995. 

Brady Jr., Thomas A. “Phases and Strategies of the Schmalkaldic League: a Perspective 
 after 450 Years.” In Communities, Politics and Reformation in Early Modern 
 Europe, 109-128. Leiden: Brill, 1998. 

 Braudel, Fernand. La Méditerranée et la Monde Méditerranéen à l’Époque de 
 Philippe II. Pairs: Librairie Armand Colin, 1949. 

———.  The Mediterranean and the Mediterranean world in the age of Philip II, 
 translated by Siân Reynolds. Berkeley: University of California Press, 1995. 

Breck, Joseph. “Renaissance Portrait Medals.” Metropolitan Museum of Art bulletin 7 
 (1912):49-54.  

Bremmer, Jan N. “Magic in the Apocryphal Acts of the Apostles.” In The Metamorphosis 
 of Magic from Late Antiquity to the Early Modern Period, edited by Jan N. 
 Bremmer and  Jan R. Veenstra, 51-70. Leuven: Peeters, 2001. 

Breck, Joseph. “Renaissance Portrait Medals.” Metropolitan Museum of Art bulletin 7 
 (1912):49-54.  

Brown, Robert E. “St. Paul as a Public Relations Practitioner: a metahistorical 
 speculation on messianic communication and symmetry.” Public Relations 
 Review 29 (2003): 229-240. 

Brown. “The Propagation of Awe: public relations, art and belief in Reformation 
 Europe.” Public Relations Review 30 (2004): 381-389. 
 
Brundin, Abigail. Sonnets for Michelangelo: a Bilingual Edition. Chicago: University of 
 Chicago Press, 2005. 
 
Brundin, Abigail, Tiziana Crivelli, and Maria Serena Sapegno. A Companion to Vittoria 
 Colonna. Leiden: Brill, 2016.  
 



301 
 

Buck, Lawrence Paul. The Roman Monster: An Icon of the Papal Antichrist in 
 Reformation Polemics. Kirksville: Truman State Press, 2014. 
 
Burckhardt, Jacob. The Civilization of the Renaissance in Italy (New York: Modern 
 Library, 2002. First published 1860 by Schweighauser (Basel).  
 
Burckhardt-Biedermann, Theophil. “Über Zeit und Anlaß des Flugblattes: Luther als 
 Hercules Germanicus.” Zeitschrift für Geschichte und Altertumskunde 4 (1905): 
 38-40. 
 
Burke, Jill. Changing Patrons: Social Identity and the Visual Arts in Renaissance 
 Florence. University Park: The Pennsylvania State University Press, 2004. 
 
Burke, Jill and Michael Bury, eds. Art and Identity in Early Modern Rome. Burlington: 
 Ashgate, 2008. 
 
Burke, Peter. The French Historical Revolution: the Annales School 1929-2014.” 
 Cambridge: Polity Press, 2015.  
 
Burroughs, Charles. “Michelangelo and the Campidoglio: Artistic Identity, Patronage and 
 Manufacture.” Artibus et Historiae 14, no. 28 (1993): 85-11. 
 
Caffiero Marina and Lydia G. Cochrane. Forced Baptisms; Histories of Jews, Christians, 
 and Converts in Papal Rome. Berkeley: University of California press, 2012. 
 
Calvesi, Maurizio. Treasures of the Vatican: St. Peter’s Basilica, the Vatican museum 
 and galleries, the treasures of St. Peter’s, the Vatican grottoes and necropolis, the 
 Vatican palaces, translated by James Emmons. Geneva: Skira, 1962.  
 
Cameron, Averil. “Old and New Rome: Roman Studies in Sixth-Century 
 Constantinople.” In Transformations of Late Antiquity. Essays for Peter Brown, 
 edited by Philip Rousseau and Manolis Papaoutsakis, 15-36. London: Routledge, 
 2009. 
 
Campbell, Tom. “School of Raphael Tapestries in the Collection of Henry VIII.” The 
 Burlington Magazine 138 (1996): 69-78. 
 
Campbell, Thomas P. and Maryan Wynn Ainsworth. Tapestry in the Renaissance: Art 
 and Magnificence. New Haven: Metropolitan Museum of Art, 2002. 

 
Campi, Emidio. “Vittoria Colonna and Bernardino Ochino.” In A Companion to Vittoria 
 Colonna, edited bu Abigail Brundin, 371-398. Leiden: Brill, 2016. 
 
Cantatore, Flavia. “The Palace of Nicholas V: Continuity and Innovation in the Vatican  



302 
 

 Palaces.” In A Renaissance Architecture of Power. The Medieval Mediterranean 
 104, edited by Silvia Beltramo, Flavia Cantatore, and Marco Folin, 290-319. 
 Leiden: Brill,  2016.  
 
Cantimori, Delio. Eretici italiani del Cinquecento. Florence: Sansoni, 1939. 
 
———. Umanesimo e religione nel Rinascimento. Turin: Einaudi, 1975. 
 
Caponetto, Salvatore. The Protestant Reformation in Sixteenth Century Italy, translated 
 by Anne C. Tedeschi and John Tedeschi. Kirksville, MO: Thomas Jefferson 
 University Press, 1999. 
 
Capretti, Elena. “L’affare Ghiselli e lo scandalo della Pora Virtutis.” In Innocente e 
 calunniato. Federico Zuccari (1539/40-1609) e le vendette d’artista, edited by 
 Cristina Acidini Luchinat and Elena Capretti, 172-177. Firenze: Giunti, 2009. 
 
Careri, Giovanni. “Typology at its Limits: Visual Exegesis and Eschatology in the Sistine 
 Chapel.” In Imago Exegetica: Visual Images as Exegetical Instruments, 1400-
 1700, edited by Walter Melion and Michel Weemans, 73-87. Leiden: Brill, 2014. 
 
Carey, Jacqueline Christine. “Through the Eye of the Dragon: an Examination of Artistic 
 Patronage of Pope Gregory XIII (1572-1858).” PhD diss., Trinity College Dublin, 
 2019. 
 
Cassaro, Giuseppe Carlo. Girolamo Seripando. La grazie e il metodo teologico. San 
 Tommaso: Messina, 2010. 
 
 
Castellucci, A. “Il risveglio dell’attiva missionaria e le prime origine della S. C. ‘de 
 Propaganda Fide’ nella seconda meta del XVI secolo.” In Le Conferenze del 
 Laterano Marzo-Aprile 1923, edited by Pontificio Seminario Roma Maggiore, 
 117-254. Rome: Tipografia Pontificia Nell’Istituto Pio IX,  1924.  
 
Cavazzini, Patrizia. “The Porta Virtutis and Federico Zuccari’s Expulsion from the Papal 
 State. An Unjust Conviction.” Römisches Jahrbuch der Biblioteca Hertziana 25 
 (1989):167-177.  
 
Chadwick, Henry. The Church in Ancient Society: from Galilee to Gregory the Great 
 (New York: Oxford University Press, 2001.  

 
Chambers, David. Patrons and Artists in the Italian Renaissance. Columbia: University 
 of South Carolina Press, 1971. 
 
———. “Papal Conclaves and Prophetic Mystery in the Sistine Chapel.” Journal of 
 the Warburg and Courtauld Institutes 41 (1978): 322-326. 
 



303 
 

Chambers, Liam and Thomas O’Connor. College Communities Abroad: Education, 
 Migration and Catholicism in Early Modern Europe. Manchester: Manchester 
 University Press, 2018. 
 
Chappell, Miles and William Chandler Kirwin. “A Petrine Triumph. The Decoration of 
 the navi piccolo in San Pietro under Clement VIII.” Storia dell’arte 21 (1974): 
 119-170. 
 
Ceccarelli, Francesco and Nadja Aksamija. La sala Bologna nei Palazzi Vaticani: 
 architettura, cartografia e potere nell’eta di Gregorio XIII. Venice: Marsilio 
 Editori, 2011. 

Cecchinelli, Cristina. “Bartolomeo Guidiccioni vicario del Cardinale Alessandro Farnese 
 e il governo della diocesi parmese (1509-1528).” Archivio Storico per le Province 
 Parmensi 54 (2002): 527- 564. 

Cellauro, Louis “The Casino of Pius IV in the Vatican.” Papers of the British School at 
 Rome 63 (1995): 183-214. 

Cerchiai, Claudia.  Il Collegio Romano dalle origini al Ministero per I beni e le attivita 
 culturali. Roma: Istituto poligraifoc e Zecca dello Stato, 2003. 

Cieri Via, Glaudia, Ingrid D. Rowland, and Marco Ruffini, eds. Unità e frammenti di 
 modernità. Arte e scienza nella Roma di Gregorio XIII Boncompagni (1572-
 1585). Pisa: Serra, 2012. 

Cleland, Elizabeth A. H. Grand Design: Pieter Coecke van Aelst and Renaissance 
 Tapestry. New Haven: Metropolitan Museum of Art, 2014. 

Cloud, Jasmine. “Renovation in the Campo Vaccino: the Churchrs on the Roman Forum 
 from Clement VIII to Alexander VII.” Ph.D diss., Temple University, 2014. 

———. Processions in the Early Modern Forum Romanum: Ritual and Remembrance in 
 the Urban Landscape of Rome. London: Routledge, forthcoming. 

Coffin, David. Pirro Ligorio: the Renaissance Artist, Architect, and Antiquarian. 
 University Park: Pennsylvania State University Press, 2004. 
 

Cohen, Shaye JD. “Religion, ethnicity, and ‘Hellenism’ in the emergence of Jewish 
 identity in Maccabean Palestine.” In Religion and Religious Practices in the 
 Seleucid Kingdom, 204-223. Aarhus: Aarhus University Press, 1990. 

Colalucci, Francesco. “La Sala Regia, degli Svizzeri, dei Corazzieri.” Restauri al 
 Quirinale 1 (Rome, 1997): 177-190.  
 
 
 



304 
 

Colombo, Emanuele. “The Watershed of Conversion: Antonio Possevino, New 
 Christians, and Jews.” In The Tragic Couple: Encounters Between Jews and 
 Jesuits. Studies in the  History of Christian Traditions. Vol.169. Edited by James 
 Bernauer and Robert A. Maryks, 23-42. Leiden: Brill, 2013. 
 
Condivi, Ascanio. The Life of Michelangelo, translated by Alice Sedgwick Wohl, edited 
 by Helmut Wohl. 2nd ed. University Park: the Pennsylvania State University 
 Press, 1999. 
 
Conejo, Francisco and Ben Wooliscroft. “Brands Defined as Semiotic Marketing 
 System.” Journal of Marcomarketing 35, no. 3 (2015): 287-301. 
 
Conforti, Claudia. “La Cappella del Monte a San Pietro in Montorio a Roma.” In Giorgio 
 Vasari  architetto, 129-142. Milan: Electa, 1993 
 
———. “1550-1552. La Cappella del Mondte a San Pietro in Motorio.” In Giovan 
 Antonio Dosio da San Gimignano architetto e scultor fiorentino tra Roma, 
 Firenze e Napoli, edited by E. Barletti, 183-203. Firenze, Edifir, 2011. 
 
———. “Giorgio Vasari al servizio di Pio V: affermazione artistica o ostaggio 
 diplomatico?” In L’immagine del rigore, edited by Luisa Giordano and Gianpaolo 
 Angelini, 77-99. Pavia: Studia ghisleriana, 2012. 
 
Connell, Martin. Church and Worship in Fifth-Century Rome: the Letter of Innocent I to  
 Decentius of Gubbio. Gorgias Liturgical Studies, 50. Piscataway, NJ: Gorgias 
 Press,  2010.  
 
Conte, Emanuele. “La bolla Unam sanctam e i fondamenti del potere papale fra diritto e 
 teologia.” Mélanges de l’école français de Rome 113 (2001): 663-684. 
 
Cooper, Tracy E. “Mecenatismo or Clientelismo: The Character of Renaissance 
 Patronage.” In The Search for a Patron in the Middles Ages and the Renaissance, 
 edited by David Wilkins and R. Wilkins, 19-32. Lewinston: the Edwin Mellen 
 Press, 1996.  
 
———.  “Prolegomenon to a Quarrel of Images.” In Coming About. A Festschrift for 
 Johan  Shearman, edited by Lars R. Jones and Louisa C. Matthew, 141-148. 
 Cambridge: Harvard University Art Museums, 2001.  
 
———.  “Patricians and Citizens,” in Venice and the Veneto, Artistic Centers of the 
 Italian  Renaissance, edited by Peter Humfrey, 151-206. Cambridge: Cambridge 
 University  Press, 2007. 
 
———. “Palladio and his Patrons: The Performance of Magnificenza.” Annali di 
 architettura 22 (2010): 89-100. 
 



305 
 

Cormack, Robin. The Byzantine Eye: Studies in Art and Patronage. London: Variorum, 
 1989. 

Cornelison, Sally J. “Art and Religion in Late Renaissance Arezzo: Reconsidering 
 Vasari’s Church Renovations.” In Renaissance Religions: Modes and Meanings 
 in History, edited by Riccardo Saccenti, Nicholas Terpstra, and Peter Howard. 
 Turnhout: Brepols, forthcoming. 

———.  “Recycling Renaissance Style: Hybridity and Vasari’s Pieve Altarpieces.” In 
 Hybridity in Late Medieval and Early Modern Art, edited by Ashley Elston and 
 Madeline Rislow. New York: Routledge, forthcoming. 

Courtright, Nicola Margot. “Gregory XIII’s Tower of the Winds in the Vatican.” PhD 
 diss., NYU IFA, 1991. 

———. The Papacy and the art of reform in the Sixteenth-Century Rome: Gregory XIII’s 
 Tower of the Winds in the Vatican. Cambridge: Cambridge University Press, 
 2004.  

Crofts, Richard A. “Printing, Reform, and the Catholic Reformation in Germany (1521-
 1545).” The Sixteenth Century Journal 16 (1985): 369-381. 

Cucuteanu, Radu. “Identity Avatars: Antonio Possevino, S.J., and the Jews during the 
 Post-Tridentine Period.” Studia Judaica 22 (2017): 88-106. 

Cull, Nicholas J. The Cold War and the United States Information Agency: American 
 Propaganda and Public Diplomacy, 1945-1989. New York: Cambridge 
 University Press, 2008. 

Czere, A. “Thou shalt be called Cephas: A New Drawing by Raffaellino da Reggio.” In 
 Gedenkschrift fur Richard Harprath, edited by W. Wiebenwein and A. 
 Tempestini, 67-2.  Berlin: Deutscher Kunstverlag, 1998. 

Da Chiari, Isidoro. Adhortatio ad concodrium, edited and translated by Marco Cavarzere. 
 Rome:  Edizioni di storia e letteratura, 2008. 
 
Dacos, Nicole. Le Logge di Raffaello: l’antico, la bibbia, la bottega, la fortuna. Milan: 
 Jaca Book, 2008. 
 
Danbolt, Gunnar. “Visual Images of Papal Power: the Legitimation of Papal Power in the 
 Thirteenth and Fifteenth Centuries.” In Iconography, Propaganda, and 
 Legitimation. The Origins of the Modern State in Europe, 13th to 18th Centuries, 
 edited by Allan Ellenius, 147-68.  Oxford: Oxford University Press, 1998.   

Dandelet, Thomas. “Gregory XIII and Political Pragmatism in the Age of the Pax 
 Hispanica.” Memoirs of the American Academy in Rome 54 (2009): 31-39. 
 



306 
 

Danieli, Francesco. San Filippo neri: La nascita dell’Oratorio e lo sviluppo dell’arte 
 cristiana al tempo della Riforma. Milan: Edizioni San Paolo, 2009.  
 
Danti, Cristina. “Historical outline of the pictorial cycle by Vasari and Zuccari in the 
 Dome of Florence.” Science and Technology for Cultural Heritage 7 no. 1 (1998): 
 15-18. 
 
Davidson, Bernice. “Pius IV and Raphael’s Logge.” The Art Bulletin 66 (1984): 382-389. 
 
———. Raphael’s Bible. A Study of the Vatican Logge. University Park: the 
 Pennsylvania  State University Press, 1985. 

———.  “The Cope Embroideries Designed for Paul III by Perino del Vaga.” Master 
 Drawings 28 (1990): 123-141. 
 
Davis, Charles. “Carteggio Vasariano, II: XL or XXL? Letters Lost and Found.” Varie 
 lettere di messer Giorgio Vasri Aretino Pittore, c. 1590. Fontes: Sources and 
 Documents for the History of Art 1350-1750 71 (2012): 1-48. 
 
De Lubac, Henri. Medieval Exegesis: the Four Senses of Scripture. Translated by Mark 
 Sebanc. Vol 1. Grand Rapids: William B. Eerdmans Publishing Company, 1998. 

Del Vita, Alessandro. Lo Zibaldone di Giorgio Vasari. Arezzo: Tipografia Zelli, 1938. 
 
Demacopoulos, George E. The Invention of Peter: Apostolic Discourse and Papal  
 Authority in Late Antiquity. Philadelphia: University of Pennsylvania Press, 2013. 
 
Denzler, Georg. Kardinal Guglielmo Sirleto (1541-1585): Leben und Werk. Ein Beitrag 
 zur nachtridentinischen Reform. München: M. Rueber,1964. 
 

DePrano, Maria. Art Patronage, Family, and Gender in Renaissance Florence: the 
 Tornabuoni. Cambridge: Cambridge University Press, 2018.  

 
De Strobel, Anna Maria. “ La Sala Regia e La Sala Ducale.” In Il Palazzo Apostolico 
 Vaticano, edited by Carlo Pietrangeli, 73-79. Florence: Cardini, 1992. 
 
De Tolnay, Charles. Michelangelo. Vol. 5, The Final Period. Princeton: Princeton 
 University Press, 1960.  
 
Diaz-Bone, Ranier, “The Field of Foucaultian Discourse Analysis: Structures, 
 Developments, and Perspectives.” Historical Social Research 33 (2008): 7-28. 

Dibelius, Martin. “The Conversion of Cornelius.” In Studies in the Acts of the Apostles, 
 edited by Heinrich Greeven, trans. Mary Ling, 109-22. New York: Charles 
 Scribner’s Sons, 1956. 



307 
 

Dijk, Ann van. “Jerusalem, Antioch, Rome, and Constantinople: the Peter Cycle in the 
 Oratory of Pope John VII (705-707).” Dumbarton Oaks Papers 55 (2002): 305-
 328. 

Dillon, Anne. Michelangelo and the English Martyrs. New York: Routledge, 2016. 

DiMarzo, Michelle. “Titian and the Culture of Mid-Century Rome: the Venetian Among 
 the Ruins.” PhD diss., Temple University, 2017. 

Ditchfiled, Simon. “Romanus and Catholicus: Counter-Reformation Rome as Caput 
 Mundi.” In A Companion to Early Modern Rome, 1492-1692, edited by Pamela 
 Jones, Barbara Wisch, and Simon Ditchfield, 173-140 (Leiden: Brill, 2019), 131-
 147.  

Dizzard, Wilson P. Inventing Public Diplomacy: The Story of the U.S. Information 
 Agency. London: Lynne Rienner Publishers, 2004. 

Dodgson, Campbell. “Woodcuts Designed by Holbein for English Printers.” The Volume 
 of the Walpole Society 27 (1938-39): 1-1. 

Dorez, Léon. La cour du pape Paul III : d’après les registres de la trésorerie secrète 
 (collection F. de Navenne. Vol. 1. Paris : Ernest Leroux, 1932.  
 
Dowling, William C. Ricoeur on Time and Narrative, an introduction to Temps et récit. 
 Notre Dame: University of Notre Dame Press, 2011. 

Duruy, George. Le Cardinal Carlo Carafa (1519-1561): étude sur le pontificat de Paul 
 IV. Paris: Hachette, 1882. 
 
Eastman, David L. The Ancient Martyrdom Accounts of Peter and Paul. Writings from 
 the Greco-Roman World. Vol. 39. Atlanta: Society of Biblical Literature, 2015. 
 
Eckhardt, Carl Conrad. The Papacy and World Affairs: As Reflected in the Secularization 
 of Politics. Eugene: Wipf and Stock Publishers, 2016. First published 1937 by 
 The University of Chicago Press (Chicago).   
 
Edwards Jr., Mark U.  Luther’s Last Battles: Politics and Polemics, 1531-46. Ithaca: 
 Cornell University Press, 1983.  
 
———. Printing, Propaganda, and Martin Luther. Minneapolis: Fortress Press,  1994. 
 
Eells, Hasting. “The Origin of the Regensburg Book.” Princeton Theological Review 26 
 (1928): 355-72.  
 
Eiche, Sabine. “Federico Zuccari and Federico Barocci at Loreto and Urbino.” 
 Mitteilungen des Kunsthistorischen Institutes in Florenz 26 (1982):398-401. 
 



308 
 

Ettlinger, Leopold D. The Sistine Chapel before Michelangelo: Religious Imagery and 
 Papal  Primacy. London: Clarendon Press, 1965. 
 
Evennett, H. Outram. “Ad Ecclesiam Regimen.” In The Cardinal of Lorraine and the 
 Council of Trent: a study in the Counter-Reformation, 189-192. Cambridge: 
 Cambridge University Press, 2011. 
 
Fabiny. Tibor and David Jasper. The Lion and the Lamb: Figuralism and Fulfilment in 
 the Bible, Art and Literature. London: Palgrave Macmillan, 1992.  
 
Fehl, Philip. “Michelangleo’s Crucifixion of St. Peter: Notes on the Identification of the 
 Locale  of the Action.” The Art Bulletin 53, no. 3 (1971): 326-343. 
 
Ferguson, Everett. “Catechesis and Initiation.” In The Early Church at Work and 
 Worship: Catechesis, Baptism, Eschatology, and Martyrdom, 35-41. Eugene: 
 Cascade Books, 2014. 
 
Fernandez, Henry Dietrich and Barbara Shapiro. “Il Palazzo Vaticano al tempo di 
 Raffaello. La Scala di Bramante e Raffello nei Palazzi Vaticani, stato attuale.” In 
 Il Palazzo Apostolico  Vaticano, edited by Carlo Pietrangeli and Fabrizio 
 Mancinelli, 138-145. Florence: Nardini, 1992. 
 
Fernández Terricabras, Ignasi. “The Catholic Reformation and the Power of the King: 
 Implementation of the Decrees of the Council of Trent in the Absolute 
 Monarchies.” In The Council of Trent: Reform and Controversy in Europe 
 and Beyond (1545-1700). Vol. 2. Between Bishops and Princes, edited by Violet 
 Soen and Wim François, 221-254. Göttigen: Vandenhoeck & Roprecht, 2018. 
 
Fiorani, Francesca. The Marvel of Maps: Art, Cartography and Politics in Renaissance 
 Italy. New Haven: Yale University Press, 2005. 
 
Fiore, Camilla S. “Gregorio XIII e i Greci di Sant’Anastasio a Roma tra fine Cinque e 
 inizio Seicento.” Römisches Jahrbuch 42: 389-438. 
 
Firpo, Massimo. Inquisizione romana e contrariforma: Studi sul cardinal Giovanni 
 Morone e il suo processo d’eresia. Bologna: Mulino, 1992. 
 
Firpo, Massimo and Dario Marcatto, ed. I processi inquisitori di Pietro Carnesecchi 
 (1557- 1567). Vol. 1,  I processi sotto Paolo IV e Pio IV (1557-1561).Vatican 
 City: Collectanea Archivi Vaticani, 1998.  
 
Flaten, Arne R. “Renaissance Medals.” Renaissance Quarterly 71 (2018): 645-656.  
 
Fonnesberg-Schmidt, Iben. “Visitor Experiences: art, architecture and space at the papal 
 curia, c. 1200.” Journal of Medieval History 44, no. 3 (2018): 294-310. 
 



309 
 

Forcella, Vincenzo. Iscrizioni delle chiese e degli atlri edifici di Roma dal secolo XI fino 
 ai giorni nostri. Vol. 5. Roma: tipografia delle Scienze, Matematiche e Fisiche, 
 1869. 
 
Foucault, Michel. The Archaeology of Knowledge and the Discourse on Language,  
 translated by A.M. Sheridan Smith. New York: Pantheon Books, 1972. First 
 published 1971 by Éditions Gallimard (Paris).  
 
Francia, Vincenzo. La casa di Pietro: ambienti del Palazzo Apostolico Vaticano. Città 
 del Vaticano: Libreria Editrice Vaticana, 2004.  
 
Fredriksen, Paula. From Jesus to Christ: the Origins of the New Testament Images of 
 Jesus (New Haven: Yale University Press, 2000).  
 
Freiberg, Jack. “The Lateran and Clement VIII.” PhD diss., NYU IFA, 1988. 
 
———.  “The Lateran Patronage of Gregory XIII and the Holy Year 1575.” Zeitschrift 
 für Kunstgeschichte 54 (1991): 66-87. 
 
———. Bramante’s Tempieto, the Roman Renaissance, and the Spanish Crown. 
 Cambridge: Cambridge University Press, 2014. 
 
Frey, Karl. Der literarische Nachlass Giorgio Vasaris. 2 vols. München: Gerog Müller, 
 1930.  
 
Friedeburg, Robert von. “Cuius Regio, Eius Religio. The Ambivalent Meanings of State 
 Building in Protestant Germany, 1555-1655.” In Diversity and Dissent: 
 Negotiating Religious Difference in Central Europe, 1500-1800, edited 
 Howard P. Louthan, Gary B.  Cohen and Franz A. J. Szabo, 73-91. New York: 
 Berghahn Books, 2011. 
 
Friedenburg, Walter. “Das Consilium de emendenda ecclesia, Kardinal Sadolet end 
 johannes Strum von Strasburg.” Archiv fur Reformationsgeschichte 33 (1936): 1-
 69. 
 

Friedlaender, Walter. Das Kasino Pius des Vierten. Leipzig: K.W. Hiersmann, 1912.  

 
Frommel, Christoph Luitpold. “Antonio da Sangallos Cappella Paolina. Ein Beitrag zur 
 Baugeschichte des Vatikanischen Palastes.” Zeitschrift für Kunstgeschichte 27 
 (1964): 1-42. 
 
———. “Papal Policy: the Planning of Rome during the Renaissance.” The Journal of 
 Interdisciplinary History 17, no. 1 (1986): 39-65. 
 
———. “La palazzina di Pio IV.” Paragone 59 (2008): 3-20. 



310 
 

 
———. “Sul metodo progettuale nei disegni di Bramante, Raffaello e Antonio da 
 Sangallo il Giovane per San Pietro.” Annali di Architettura 30 (2018): 123-136. 
 
Fuchs, Christian. “Propaganda 2.0: Herman and Chomsky’s Propaganda Model in the 
 Age of the Internet, Big Data and Social Media.” In The Propaganda Model 
 Today: Filtering Perception and Awareness, edited by Joan Pedro-Carañana, 
 Daniel Broudy, and Jeffery Klaehn, 71-92. London: University of Westminster 
 Press, 2018.  

 
Gamrath, Helge. Farnese: Pomp, Power and Politics in Renaissance Italy. Roma: L’erma 
 di Bretschneider, 2007. 

Garcia Villoslada, Ricardo. Storia del Collegio Romano dal suo inizio (1551) alla 
 soppressione  della Compagnia di Gesu (1773). Rome: Analecta Gregoriana, 
 1954. 

Gardner, Julian. “Nicholas III’s Oratory of the Sancta Sanctorum and Its Decoration.” 
 The Burlington Magazine 115 (1973): 283-294. 

Garstein, Oskar. Rome and the Counter-Reformation in Scandinavia. Studies in the 
 History of Christian Thought. Vol. 46. Leiden: Brill, 1992. 

Gaston, Robert W. “Pirro Ligorio, the Casino of Pius IV, and Antiquities for the Medici: 
 Some  New Documents.” Journal of the Warburg and Courtauld Institutes 47 
 (1984): 205-209. 

Gaye, Giovanni. Carteggio inedito d’artisti dei secoli XIV, XV, XVI. 3 Vols. Firenze: 
 Presso G. Molini, 1839-1840. 

Genakoplos, Deno J. “The Council of Florence (1438-1439) and the Problem of Union 
 Between the Greek and Latin Churches.” Church History 24, no. 4 (1955): 324-
 346. 

Georg, Brain. “Selfhood and the Three R's: Reference, Repetition, and Refiguration.” 
 International Journal for Philosophy of Religion 58 (2005): 63-94.  
 
Gerschenkron, Alexander. “On the Concept of Continuity in History.” Proceedings of the 
 American Philosophical Society 106 (1962): 195-209. 
 
Giddens, Anthony. Modernity and self-identity: Self and society in the late modern age. 
 Palo Alto: Stanford University Press, 1991. 
 
Gill, S.J., Joseph. Personalities of the Council of Florence and other Essays. Oxford: 
 Blackwell, 1964. 
 



311 
 

Gleason, Elisabeth G. “On the Nature of Sixteenth-Century Italian Evangelism: 
 Scholarship, 1953-1978.” The Sixteenth Century Journal 9 (1978): 3-26. 
 
———. Gasparo Contarini: Venice, Rome and Reform. Berkeley: University of 
 California Press, 1993. 
 
———. “Who Was the First Counter-Reformation Pope?” The Catholic Historical 
 Review 81 (1995): 173-84. 
 
Gnoli, Domenico. Descriptio Urbis o cesimento della popolazione di Roma avanti il 
 sacco  borbonico. Roma: Società Romana di storia patria, 1894. 
 
Goffen, Rona. Piety and Patronage in Renaissance Venice: Bellini, Titian, and the 
 Franciscans. New Haven: Yale University Press, 1986. 
 
Goffi, Frederica. “Translations and dislocations of architectural media at the Fabric of 
 Saint Peter’s, the Vatican.” ARQ: Architectural Research Quarterly 22 (2008): 
 325-338. 
 
Goffi-Hamilton, Federica. “Renaissance Visual Thinking: Architectural Representation 
 as aMedium to Contemplate “Real Appearance.” In The Humanities in 
 Architectural Design,  edited by Soumyen Bandyopadhyay, Jane Lombolt, 
 Nicholas Temple, and Renee Tobe, 147-160. London: Routledge, 2010.  
 
Goopelt, Leonhard. Typos. The Typological Interpretations of the Old and New 
 Testament, translated by Donald H. Madvig. Eugene: Wipf and Sotck, 2002. 
 
Gowens, Kenneth. “Traumatic Memory into History: The Cultural Significance of 
 Humanists’ Narratives of the Sack of Rome.” In Remembering in the 
 Renaissance. Studies in Intellectual History, 168-174. Leiden: Brill, 1998. 
 
Graham, Hugh F. The Mosvocia of Antonio Possevino, S.J., UCIS Series in Russian and 
 East. European Studies. No. 1. Pittsburgh: University of Pittsburg, 1977. 
 
Graham, M. Patrick and David Bagchi. Luther as Heretic: Ten Catholic Responses to 
 Martin Luther, 1518-1541. Eugene: Pickwick Publications, 2019. 
 
Greef, Wulfert de. “Calvin’s Writings.” In The Cambridge Companion to John Calvin, 
 edited by Donald D. McKim, 41-57. Cambridge: Cambridge University Press, 
 2004.  
 
Green, Richard. “The Apostles Paul: Public Relations Expert.” The Heytrop Journal 57 
 (2016): 621-624. 
 
Green, Toby. “The Enemy Within.” In Inquisition. The Reign of Fear, 127-134. New 
 York: Thomas Dunne Books, 2007. 



312 
 

 
Gregory, Sharon. “Vasari’s Use of Prints as Aides-Mémoires.” In Vasari and the 
 Renaissance Print, 133-160. Burlington: Ashgate, 2012.  
 
Grig, Lucy. “Competing Capitals, Competing Representations: Late Antique Cityscapes 
 in Words and Pictures.” In Two Romes: Rome and Constantinople in Late 
 Antiquity, edited by Lucy Grig and Gavin Kelly, 32-52. New York: Oxford 
 University Press, 2012. 
 
Grisar, Hartmann and F. Heege. Die Abbidung des Papsttums und andere Kampfbildern 
 in Flugblaettern 1538-1545. Freiburg: Herder, 1923.  
 
Gritsch, Eric W. “Introduction to Martin Luther’s Against the Roman Papacy.” In 
 Luther’s Works. Vol. 41. Church and Ministry III. Philadelphia: Fortress  Press, 
 1966.  
 
———. Martin Luther’s Anti-Semitism: Against His Better Judgment. (Grand 
 Rapids: William B. Eerdmans Publishing, 2012. 
 
Grüneisen, Ernst. “Grundlegendes für die Bilder in Luthers Katechismen.” Luther 
 Jahrbuch 20 (1938): 1-44.  
 
 
Guilday, Peter. “The Sacred Congregation de Propaganda Fide (1622-1922).” The 
 Catholic Historical Reivew 6, no. 4 (1921): 478-494.  
 
Gundersheimer, Werner L. “Patronage in the Renaissance: an Exploratory Approach.” In  
 Patronage in the Renaissance, edited by Guy Fitch Lytle and Stephen Orgel, 3-
 26. Princeton: Princeton University Press, 1981.  
 
Habermas, Jürgen. “On Nietzsche’s Theory of Knowledge: A Postscript from 1968.” In 
 Nietzsche, Theories of Knowledge, and Critical Theory, edited by Babette Babich 
 and Robert S. Cohen, 209-224. Berlin: Springer Science + Business Media, 1999.  
 
Hall, Marcia. B. ed., Rome, Artistic Centers of the Italian Renaissance. Cambridge 
 University Press, 2005.  
 
Härb, Florian. The Drawings of Giorgio Vasari. Roma: Ugo Bozzi, 2015. 
 
Haskell, Francis. Patrons and Painters: A Study in the Relations between Italian Art and 
 Society in the Age of the Baroque. New York: Harper and Row, 1971. 

Haug-Moritz, Gabriele. “The Holy Roman Empire, the Schmalkald League, and the Idea 
 of Confessional Nation-Building.” Proceedings of the American Philosophical 
 Society 152, no. 4 (2008): 427-439.  
 



313 
 

Headley, John. “Luther and the Fifth Lateran Council.” Archive for Reformation History 
 64 (1973): 55-78.  

Heath, Michael. “Unholy alliance: Valois and Ottomans.” Renaissance Studies 3 (1989): 
 303-315. 

Heding, Tilde, Charlotte F. Knudtzen and Mogens Bjerre. Brand Management: Research, 
 Theory, and Practice. New York: Routledge, 2009. 

Heikamp, Detlef. “Federico Zuccaro e la cupola di Santa Maria del Fiore.” In Federico 
 Zuccaro: l'Idee, gli scritti, edited by Bonita Cleri, 139-159. Milano: Electa, 1997.   

Heinze, Rudolph W. and John D. Woodbridge. Reform and Conflict. From the Medieval 
 World  to the Wars of Religion, A.D. 1350-1648, The Monarch History of the 
 Church, vol. 4, ed. David F. Wright. Oxford: Monarch Books, 2005. 
 
Helenius, Timo. Ricoeur, Culture, and Recognition: a Hermeneutic of Cultural 
 Subjectivity. Lanham: Lexington Books, 2016. 
 
Hemmer, Peter. "Michelangelos Fresken in der Cappella Paolina und das Donum 
 Iustificationis." In Functions and Decorations. Art and Ritual at the Vatican 
 Palace in the Middle Ages and the Renaissance, edited by Tristan Weddigen, 
 Sible de Blaauw and Bram Kempers, 131-152. Turnhout: Brepolis, 2003. 
 
Hequet, Suzanne. The 1541 Colloquy at Regensburg. In Pursuit of Church Unity. 
 Saarbrücken: VDM Verlag Dr. Müller, 2009.  
 
Herklotz, Ingo. “Die Fresken von Sancta Sanctorum nach der Restaurierung 
 Uberlegungen zum Ursprung der Treccentomalerei.” In Pratum Romanum: 
 Richard Krautheimer zum 100 Geburtstag, edited by Renate L. Colella, 149-
 80. Wisebaden: L. Reichert, 1997. 
 
Herman, Edward S., and Noam Chomsky. Manufacturing Consent: The Political 
 Economy of the Mass Media. New York: Pantheon Books, 2002. First published 
 1988 by Pantheon Books (New York).   
 
Hibbard, Howard. Carlo Maderno and Roman Architecture, 1580-1630. Pennsylvania 
 State University Press, 1971. 
 
Hickson, Sally Anne. Women, Art and Architectural Patronage in Renaissance Mantua: 
 Matrons, Mystics, and Monasteries. New York: Routledge, 2012. 
 
Hill, Craig. Hellenists and Hebrews: Reprising Division within the Earliest Church. 
 Minneapolis: Fortress Press, 1992. 
 

Hill, George Francis. “The Roman Medalists of the Renaissance to the time of Leo X.” 
 Papers of the British School at Rome 9 (1920): 16-66. 



314 
 

Hirst, Michael. Michelangelo and His Drawings. New Haven: Yale University Press, 
 1990.  
 
———. “Michelangelo and His First Biographers.” Proceedings of the British Academy 
 94 (1997):  63-84. 
 
Hook, Judith. “Clement VII, the Colonna and Charles V: A study of the political 
 instability of Italy in the second and third decades of the sixteenth century.” 
 European History Quarterly 2, no. 4 (1972): 281-299. 
 
———. The Sack of Rome. London: Palgrave Macmillan, 2004. 
 
Hornik, Heidi and Mikeal C. Parsons. Acts of the Apostles through the Centuries. Wiley 
 Blackwell Bible Commentaries. Hoboken: Wiley-Blackwell, 2016. 
 
Huizinga, Johann. The Autumn of the Middle Ages, translated by Culrich Mammitzsch  
 and Rodney J. Payton. Chicago: University of Chicago Press, 1996.  
 
Hunt, John M. “The Conclave from the “Outside In”: Rumor, Speculation, and Disorder 
 in Rome during the Early Modern Papal Elections.” Journal of Early Modern 
 History 16 (2012): 355-382. 
 
Huskinson, J. M. “The Crucifixion of St. Peter: a Fifteenth-Century Topographical 
 Problem.” Journal of the Warburg and Courtauld Institutes (1969): 135-161. 
 
Hutton, James G. “The Definition, Dimensions, and Domain of Public Relations.” Public 
 Relations Review 25 (1999): 199-214. 
 
Iglesias, Oriol, Nichoals Ind and Majken Schultz. “History Matters: the role of history in 
 corporate brand strategy.” Business Horizons 63 (2020): 51-60. 
 
Ippoliti, Alessandro. Il Palazzo Apostolico del Laterano. Rome: De Luca Editori d’Arte, 
 2008. 
 
Isom-Verhaaren, Christine. Allies with the Infidel: the Ottoman French Alliance in the 
 Sixteenth Century. New York: I.B. Tauris, 2011. 

Iseppi, Giulia. “Costruire l’identità fra chiesa e nazione. Il caso dei Bolognesi a Roma.” 
 Römisches Jahrbuch 42: 439-482. 
 
Izbicki, Thomas M. “Papalist Reaction to the Council of Constance: Juan de Torquemada 
 to the Present.” Church History 55, no. 1 (1986): 7-20. 
 
———. “The Papacy.” In Protector of the Faith: Cardinal Johannes de Turrecremata 
 and the Defense of the Institutional Church, 75-87. Washington, D.C.: The 
 Catholic University of America, 1981. 
 



315 
 

Jacobi, Lauren. “Medals and the Roman Projects of Pope Paul V.” The Medal 40 (2002): 
 3-18. 
 
Jacobs, Fredrika Herman. “Studies in the Patronage and Iconography of Pope Paul III 
 (1534- 1549).” PhD diss., University of Virginia, 1979. 
 
Jedin, Hubert. “Ein Streit um den Augustinismus vor dem Tridentinum (1537-1543).” 
 Romnische Quartalschrift 53 (1927): 351-68. 
 
———. Papal Legate at the Council of Trent: Cardinal Seripando, translated by Frederic 
 C. Eckhoff. St. Louis: Herder Book Company, 1947. 
 
———. A History of the Council of Trent, translated by Ernest Graf. 2 vols. London: T. 
 Nelson and Sons Ltd, 1957-1961. 
 
Jedin, Hubert and John Patrick Dolan. History of the Church: Reformation and Counter 
 Reformation. Vol. 5. London: Burns & Oats, 1980. 
 
Jeffrey, Peter. “Mandatum novum da vobis: Toward a Renewal for the Holy Thursday 
 Foot washing Rite.” Worship 64 (1990): 107-41. 
 
Jensen, De Lamar. “The Ottoman Turks in Sixteenth Century French Diplomacy.” The 
 Sixteenth Century Journal 16 (1984): 451-470. 
 
Jensen, Robin M. Baptismal Imagery in Early Christianity. Grand Rapids: Baker Books, 
 2012. 
 
Jobes, Karen H. Letters to the Church: a Survey of Hebrews and the General Epistles. 
 Grand  Rapids: Zondervan Academic, 2011. 
 
Jobst, Christoph. “La basilica di San Pietro e il dibattito sui tipi edili: Onofrio Panvinio e 
 Tiberio Alfarano.” Quadreni dell’Istituto di Storia dell’Architettura 25/30  (1997): 
 243-246. 
 
Johnson, A.F. “Devices of German Printers, 1501-1540.” The Library 20, no. 2 (1965): 
 81-107. 
 
Johnstone, William. “Interpictorality: the lives of Moses and Jesus in the murals of the 
 Sistine  Chapel.” In Sense and Sensitivity: Essays on Reading the Bible in Memory 
 or Robert Carroll, edited by Alastair G. Hunter and Philip R. Davies, 416- 455. 
 London: Sheffield Press, 2002.  
 
Jones, Pamela M. Federico Borromeo and the Ambrosiana: Art Patronage and Reform in 
 Seventeenth-Century Milan. Cambridge: Cambridge University Press, 1993. 
 
 



316 
 

Jong, Jan L. de.  “The Painted Decoration of the Sala Regia in the Vatican. Intention and 
 Reception.” In Functions and Decorations, edited by Tristan Weddigen, et. al., 
 153-68. Turnhout: Brepols, 2003. 
 
———. “Intended Effects and Undesirable Responses. Political Propaganda in Sixteenth 
 Century Monumental Painting in Italy.” In Selling and Rejecting Politics in Early 
 Modern Europe. Groningen Studies in Cultural Change, no. 25, edited by Martin 
 Gosman and Joop W. Koopmans, 47-58. Leuven: Peeters, 2007. 
 
———. “Cultivating Piety. Religious Art and Artists After the Council of Trent.” In 
 Meditatio‒Refashioning the Self, edited by Karl Enenkel and Walter Melion, 394-
 434. Leiden: Brill, 2011.  

———. The Power and the Glorification: Papal Pretensions and the Art of Propaganda 
 in the  Fifteenth and Sixteenth Centuries. University Park, Pa.: Pennsylvania 
 State University Press, 2013. 

Jongkees, J. H. Studies in Old Saint Peter’s. Groningen: Wolters, 1966. 

 
Jowett, Garth S. and Victoria O’Donnell. Propaganda and Persuasion. 7th ed. London: 
 Sage, 2019.  
 
Jung, Eva-Maria. “On the Nature of Evangelism in Sixteenth-Century Italy.” Journal of 
 the History of Ideas 4 (1953): 511-527. 
 
Jung, Wolfgang. “Come costruire il nuovo San Pietro? Le proposte statico-strutturali di 
 Giuliano da Sangallo.” In Giuliano da Sangallo, edited by Amedeo Belluzzi, 
 Caroline Elam, and Paolo Francesco Fiore, 343-358. Milano: Officina Libraria, 
 2017.  
 
Kantorowicz, Ernst. “The Baptism of the Apostles.” Dumbarton Oaks Papers 9-10 
 (1956): 205-51. 
 
 
Kaufmann, Thomas. Luther’s Jews: a Journey into Anti-Semitism. Oxford: Oxford 
 University Press, 2017. 
 
Keller, Kevin Lane and Donald R. Lehmann. “Assessing long-term brand potential.” 
 Journal of Brand Management 17 (2009): 6-17. 
 
Kelly, D.R. “Martyrs, Myths, and the Massacre: the Background of St. Bartholomew.” In 
 The Massacre of St. Bartholomew, Reappraisals and Documents, edited by A. 
 Soman, 181-202. The Hague: Springer, 1974. 
 
Kemp, Wolfgang. “Zum Programm von Stefaneschi-Altar und Navicella.” Zeitschrift fur 
 Kunstgeschichte 30 (1967): 309-320.  



317 
 

 
Kempers, Bram. Painting, Power and Patronage. The rise of the professional artist in the 
 Italian Renaissance, translated by Beverly Jackson. New York: Penguin Books, 
 1987. 
 
———. “Epilogue: the Antique Basilica with a Modern Dome.” In Old Saint Peter’s, 
 Rome,  edited by Rosamond McKitterick, John Osbore, Carol M. Richards, and 
 Joanna Story,  386-403. Cambridge University Press, 2013. 
 
Kent, Fiona W. and Patricia Simons. Patronage, Art and Society in Renaissance Italy. 
 Oxford: Clarendon Press, 1987. 
Kessler, Herbert L. “The Meeting of Peter and Paul in Rome: an Emblematic Narrative of 
 Spiritual Brotherhood.” Dumbarton Oaks Papers 41 (1987): 265-275. 
 
 
Kheel, Claudia. “Giotto’s Navicella byzantinized.” The Art Bulletin 68 (1986): 484-485. 
 
Kicklin, Evelyn. “Papal Portraiture in the Renaissance: a prototype for the Image of 
 Power.” PhD diss., University of Oxford, 2016. 
 
King, Catherine. Renaissance Women Patrons. Wives and Widows in Italy c. 1300-1550. 
 Manchester: Manchester University Press, 1998. 
 
Kingston, Paul W. “The Unfulfilled Promise of Cultural Capital Theory.” Sociology of 
 Education 74 (2001): 88-99. 
 
Kleimann, Julian. “Catalogue entries 40a-40c.” In Giorgio Vasari. La Toscana nel ‘500, 
 edited by Laura Corti, Charles Davis, Margaret Daly Davis, and Julian Kliemann, 
 100-101. Firenze: edam, 1981. 
 
———. “Il pensiero di Paolo Giovio nelle pitture eseguite sulle sue invenzioni.” In Atti 
 del convegno Paolo Giovio: Il Rinascimento e la memoria, 197-223. Como: 
 Presso la Società a Villa Gallia, 1985. 
 
Koerner, Joseph Leo. The Reformation of the Image. Chicago: University of Chicago 
 Press,  2004. 
 
Köhren-Jansen, Helmtrud. Giottos Navicella: Bildtradition, Deutung, 
 Rezeptionsgeschichte. Worms am Rhein: Werner, 1993. 
 
Köster, Gabriele. “Aque multae – populi muti: zu Giottos Navicella und dem 
 Meerwandel Petri als Metapher päpstlicher Herrschaft.” Römisches Jahrbuch der 
 Biblioteca Hertziana 33 (1999/2000): 7-30. 
 
Krautheimer, Richard. Corpus Basilicarum Christianarum Romae. Vol. 5. Città del 
 Vaticano, Pontificio istituto di archeologia cristiana, 1977. 



318 
 

 
Kruger, Jurgen. “Das ursprungliche Grambal Gregos XIII. In St. Peter zu Rom.” 
 Korrespondenzblatt Collegium Germanicum Hungaricum 95 (1986): 41-59. 
 
Kubersky-Piredda, Susanne.“Identità nazionale nell’éta di Gregorio XIII. Nuovi studi per 
 il Progetto Roma communis patria.” Römisches Jahrbuch der Biblioteca 
 Hertziana 42  (2015/2016):383-388. 
 
Kunczik, Michael. Images of Nations and International Public Relations. Mahwah: 
 Lawrence Erlbau, 1997. 
 
Kuntz, Margaret A. “The Cappella Paolina: before and after Michelangelo.” PhD diss., 
 NYU  IFA, 1997. 
 
———.  “Antonio da Sangallo the Younger’s Scala del Maresciallo: A Ceremonial 
 Entrance to the Vatican Palace.” Pratum Romanum. Richard Krautheimer zum 
 100. Geburtstag, edited by Renate Colella, 233-246. Wisebaden: L. Reichert, 
 1997. 
 
———. “Vincenzo Borghini and Giorgio Vasari: Two Drawings for the Cappella 
 Paolina.” The  Burlington Magazine 141 (1999): 592-597.  
 
———.  “Federico Zuccari, Gregory XIII, and the vault frescoes of the Cappella 
 Paolina.” In Der Maler Federico Zuccari, edited by Matthias Winner and Detlef 
 Heikamp, 221-229. München: Hirmer, 1999. 
 
———. “Pope Gregory XIII, Cardinal Sirletto, and Federico Zuccaro: the program for 
 the altar chancel of the Cappella Paolina in the Vatican Palace.” Marburger 
 Jahrbuch für Kunstwissenshaft 35 (2008): 87-112.  
 
———. “Designed for Ceremony: the Cappella Paolina at the Vatican Palace.” Journal 
 of Architectural Historians 62 (2003): 228-255. 
 
———.  “Federico Zuccaro, a prospectus drawing and the vault stuccoes of the Cappella 
 Paolina in the Vatican.” Zeitschrift fur Kunstgeschichte 71 (2008): 405-418.  
 
———. “Liturgical, Ritual, and Diplomatic Spaces at St. Peter’s and the Vatican Palace: 
 the innovations of Paul IV, Urban VIII, and Alexander VII.” In A Companion to 
 Early Modern  Rome, 1492-1692. Brill’s Companions to European History, vol. 
 17., edited by Pamela M. Jones, Barbara Wisch, and Simon Ditchfield, 75-98. 
 Leiden: Brill, 2019.  
 
Kurz, Otto. “Giorgio Vasari’s ‘Libro de’ Disegni.” Old Master Drawings 45 (1937): 1-7. 
 
Lamont, Michele and Annette Laureua. “Cultural Capital: Allusions, Gaps and 
 Glissandos in  Recent Theoretical Developments.” Sociological Theory 6 (1988): 



319 
 

 153-168. 

Lanciani, Rodolfo Amedeo. The Golden Days of the Renaissance in Rome: from the 
 Pontificate of Julius II to that of Paul III. Boston: Houghton Mifflin, 1906. 
 
Latham, Jacob A. “Inventing Gregory ‘the Great’: Memory, Authority, and the Afterlives 
 of the Letania Septiformis.” Church History 84, no. 1 (2015): 1-31. 
 
Lazar, Lance. “The First Jesuit Confraternities and Marginalized Groups in Sixteenth-
 Century Rome.” In The Politics of Ritual Kinship: Confraternities and Social 
 Order in Early Modern Italy, edited by Nicholas Terpstra, 132-149. Cambridge: 
 Cambridge University Press, 2000.  
 
Lee, A.D. From Rome to Byzantium AD 363 to 565: the Transformation of Ancient Rome. 
 Edinburgh: Edinburgh University Press, 2013.  
 
Leire, Katherine Van, Simon Ditchfield, and Howard Louthan. Sacred History: Uses of 
 the Christian Past in the Renaissance World. Oxford University Press, 2012.   
 
Levillian, Philippe and John O’Malley, eds. The Papacy: Gaius-Proxies. New York: 
 Routledge Press, 2002.  

Levy, Evonne Anita. Propaganda and the Jesuit Baroque. Chicago: University of 
 Chicago Press, 2004. 
 
Lewine, Carol F. “Botticelli’s Punishment of Korah and the ‘Sede Vacante.’” Source: 
 Notes in the History of Art 9, no. 1 (1990): 14-18. 
 
Lexutt, Athina. Rechtfertigung im Gespräch, Das Rechtertigungsverstandnis in den 
 Religionsgesprachen von Hagenau, Worms und Regensburg 1540-41. Goettingen: 
 Vanderhoeck & Ruprecht, 1996. 
 
Lindvall, Terry. God Mocks: a History of Religious Satire from the Hebrew Prophets to 
 Stephen Colbert. New York: New York University Press. 
 
Linke, Alexander. “Vasari and the Transfiguration of Christ: Converging the Testaments 
 and Competing with Predecessors.” In Imago Exegetica: Visual Images and 
 Exegetical Instruments, 1400-1700, edited by Walter Melion, James Clifton, 
 and Michel Weemans, 923-958. Leiden: Brill, 2014. 
 
Little, Leslie K. “Life and Afterlife of the First Plague Pandemic.” In Plague and the End 
 of Antiquity. The Pandemic of 541-750, 3-32. Cambridge: Cambridge University 
 Press,  2007.  
 
Long, Larry W. and Vincent Hazelton Jr. “Public Relations: a Theoretical and Practical 
 Response.” Public Relations Review 13, no. 2 (1987): 3-13. 
 



320 
 

Lopez Medel Ismael and Denise Ferguson. “The Apostle Paul and the Early Practice of 
 Public  Relations.” Journal of Communication and Religion 41 (2018): 66-80. 
 
López Vela, Roberto. “El arzobispo de Toldeo Bartolomé Carranza y la “reforma” de la 
 Iglesia.” Tiempos Modernos 37 (2018): 451-482. 
 
 
Losito, Maria. Pirro Ligorio e il Casino di Paolo IV in Vaticano: l’esempio delle cose 
 passate. Roma: Palombi, 2000. 
 
Lowe, Kate. “The Progress of Patronage in Renaissance Italy.” Oxford Art Journal 18, 
 no. 1(1995): 147-150. 
 
Luchinat, Cristina Acidini. “Per le pitture della Cupola di Santa Maria dei Fiore.” 
 Labyrinthos 13 (1988/89): 135-173. 
 
———. Taddeo e Federico Zuccari. Fratelli pittori del Cinquecento. 2  vols. Milano: 
 Jandi Sapi Editori, 1999. 
 
———. “Zuccari in cupola, errore e correzione.” In Kunst des  Cinquecento in Der 
 Toskana, edited by Monika Cämmerer, 382-386. Munich: F. Bruckmann  KG, 
 1992. 
 
Lünig, Johann Christian. Geutsches Reichsarchiv. Vol. 2. Leipzig, 1710-1722. 

 
Luttikhuizen, Gerard R. “Simon Magus as a narrative figure in the Acts of Peter.” In The 
 Apocrypha Acts of Peter, edited by Jan N. Bremmer, 39-51. Leuven: Peeters, 
 1998. 
 
Mâle, Émile. L’Art Religieux apres le Concile de Trent. Paris: Armando Colin, 1932.  
 
Mann, Judith Walker and Babette Bohn, eds. Federico Barocci Renaissance Master of 
 Color and Line. St. Louis: St. Louis Art Museum, 2012.  
 
Mannheim, Karl. “Das Problem der Generationen.” Kölner Viertelijahreshefte für 
 Soziologie 7 (1928/29): 157-184. 
 
Mansour, Opher. “Prince and Pontiff: Secular and Spiritual Authority in Papal State 
 portraiture between Raphael’s Julius II and the portraits of Pius V and 
 Clement VIII.” In Art and Identity in Early Modern Rome, edited by Jill Burke 
 and Michael Bury, 209-229. Burlington: Ashgate, 2008. 
 
Maratsos, Jessica. “Michelangelo, Vittoria Colonna, and the Afterlife of Intimacy.” The 
 Art Bulletin 99 (2017): 69-101. 
 



321 
 

Marcatto, Dario. “Questo Passo dell’Heresia:”Pietrantonio di Capua tra Valdesiani, 
 ‘Spirituali’ e Inquisizione. Naples: Bibliopolis, 2003.  
 
Marciani, John. “Raffaellino da Reggio in the Vatican.” The Burlington Magazine 148 
 (2006): 187-191. 
 
Marder, Tod A. Bernini’s Scala Regia at the Vatican Palace: Architecture, Sculpture, 
 and Ritual. Cambridge: Cambridge University Press, 1997. 
 
Marguerat, Daniel. The First Christian Historian: Writing the ‘Acts of the Apostles.’ 
 Cambridge: Cambridge University Press, 2002, 

Martin, Francis X. Friar, Reformer, and Renaissance Scholar: Life and Work of Giles of 
 Viterbo, 1469-1532, edited by John E. Rotelle. Villanova: Augustinian Press, 
 1992. 

Martin, Judith N. and Thomas K. Nakayama. “Thinking Dialectically about Culture and 
 Communication.” Communication Theory 9, no. 1 (2006): 1-25. 
 
Martines, Lauro. April Blood: Florence and the Plot against the Medici. Oxford: Oxford 
 University Press, 2003.  
 
Massarella, Derek. “Envoys and Illusions: the Japanese Embassy to Europe, 1582-90, De 
 Missionse Legatorvm Iaponesium, the Portuguese Viceregal Embassy to 
 Toyotomi Hideyoshi, 1591.” Journal of the Royal Asiatic Society 15, no. 3 
 (2005): 329-350. 

Matheson, Peter. Cardinal Contarini at Regensburg. Oxford: Clarendon Press, 1972. 
 
Matthews, Shelley and E. Leigh Gibson, eds. Violence in the New Testament. New York: 
 T & T  Clark, 2005. 
 
Mayer, Thomas F. “Marcello Who? An Italian Painter in Cardinal Pole’s Entourage.” 
 Source: Notes in the History of Art 15 (1996): 22-26. 
 
———. Reginald Pole: Prince and Prophet. Cambridge: Cambridge University Press, 
 2000.  
 
McCready, William D. “Papal Plenitudo Potestatis and the Source of Temporal Authority 
 in Late Medieval Papal Hierocratic Theory.” Speculum 48 (1973): 654-674.  
 
 
McDowell, Sean. The Fate of the Apostles: Examining the Martyrdom Accounts of the 
 Closest Followers of Jesus. New York: Routledge, 2015.  
 
McLaughlin, R. Emmet. “Speyer, Diets of.” In The Encyclopedia of Protestantism. 
 Volume 4, edited by Hans J. Hillerbrand, 318. New York: Routledge, 2004.  



322 
 

 

McMurian, Robert and Judith H. Washburn. “Branding: a social contract between a 
 business and  its customer.” In Contemporary Thoughts on Corporate Branding 
 and Corporate Identity Management, edited by T. C. Melewar and Elig 
 Karaosmanoğlu, 5-22. New York: Palgrave Macmillian, 2008.  

Meadows-Rogers, Robert D. “The Vatican Logge and Their Culminating Decorations 
 under Pius IV and Gregory XIII: Decorative Innovation and Urban Planning 
 before Sixtus V.” PhD diss., University of North Carolina at Chapel Hill, 1997. 

Michaels, J. Ramsay. “Paul and John the Baptist: an Odd Couple?” Tyndale Bulletin 42 
 (1991): 245-260. 

Michelson, Emily. “Conversionary Preaching and the Jews in Early Modern Rome.” Past 
 and Present 235 (2017): 68-104. 

Mignet, François Auguste Alexis. Charles-Quint: son abdication son séjour et sa mort au 
 Monastère de Yuste. Paris: Didier, 1857. 

Miller, David M. “Ethnicity, Religion and the Meaning of Ioudaios in Ancient 
 ‘Judaism’.” Currents in Biblical Research 12, no.2 (2014): 216-265. 

Minnich, Nelson. “The Rise of Schools of Theology in the Councils of the Late Medieval 
 and Renaissance Periods: Konstanz to Lateran V.” Annuarium Historiae 
 Conciliourm 35 (2003): 50-85. 

Minnich, Nelson. “Luther, Cajetan, and Pastor Aeternus (1516) of Lateran V on Conciliar 
 Authority.” In Martin Luther in Rom: Die Ewige Stadt als kosmopolitisches 
 Zentrum und ihre Wahrnehmung, edited by Michael Matheus, Arnold 
 Nesselrath, Martin Wallraff, 187-204. Berlin: De Gruyter, 2017. 
 

Modesti, Adolfo. Corpus numismatum omnium Romanorum pontifium: Da Pio IV (1559-
 1565) a Gregorio XIII (1572-1585). Vol. 3. Roma: De Cristofaro, 2004.   
 

Monbeig Goguel, Catherine. “Chronique vasarienne.” Revue de l’art 56 (1982): 65-80. 

Monssen, Leif Holm. “Triumphus and trophaea sacra: Notes on the iconography and 
 spirituality of the triumphant martyr.” Konsthistorisk tidskrift 51 (1982) 10-20. 

Monti, James. A Sense of the Sacred: Roman Catholic Worship in the Middle Ages. San 
 Francisco: Ignatius Press, 2012. 

Moorhead, John. “The Laurentian Schism: East and West in the Roman Church.” Church 
 History 47, no. 2 (1978): 125-163. 
 
Moroncini, Ambra. Michelangelo’s Poetry and Iconography in the Heart of the 
 Reformation. New York: Routledge, 2017. 



323 
 

 
Morselli, Raffaella. “Bologna ‘nuova e dilettevole Atene.’ Considerazioni sui pittori 
 bolognesi attivi a Roma tra il 1600 e il 1630.” In Caravaggio’s Rome 1600-1630, 
 edited by Rossella Vodret, 251-272. Milano: Skira editore, 2012. 
 
Muller, Frank. “Humanisms und Reformation am Oberrhein zur Zeit Hans Baldungs.” In 
 Hans Baldung Grien, edited by Holger Jacob-Friesen, 52-61. Berlin: Deutscher 
 Kunstverlag, 2019. 
 
Mueller, Wolfgang J. Ornatment-Grotesken: farbige Kupferstiche nach den Raffael-
 Loggien im Vatikan. Kiel: Schleswig-Holsteinischen Landesbibliothek, 1991. 
 

Mullett, Michael. The Counter-Reformation and the Catholic Reformation in Early 
 Modern Europe. London: Routledge, 1995. 

Mullett, Michael A. Martin Luther. Routledge Historical Biographies. New York: 
 Routledge, 2004. 

———. “From the 95 Theses to the Leipzig disputation, 1517-19.” In Martin Luther. 
 2nd ed., 103-129. New York: Routledge, 2015. 
 
 Mund, Stéphane. “Father Antonio Possevino’s Diplomatic Mission at Ivan the 
 Terrible’s Court in 1581-52 and the First Texts on Muscovite Russia, 
 Written by the Jesuits in the Late 16th Century.” Cahiers du Monde Russe 45 
 (2004): 407-440. 
 
Murray, Linda. Michelangelo: His Life, Work and Times. London; Thames and Hudson, 
 1984.  
 
Nagel, Alexander. Michelangelo and the Reform of Art. Cambridge: Cambridge 
 University Press, 2000. 
 
Nanni, Stefania. “La figura di Paolo apostolo. La centralità della conversion all’avvio 
 dell’età tridentina.” In Michelangelo e la Cappella Paolina. Riflessioni e 
 contribuiti sull’ultimo restauro, edited by Antonio Paolucci e Sivlia Danesi 
 Squarzina, 167-203. Città del Vaticano: Edizioni Musei Vaticani, 2016. 
 
Neil, Bronwen. Leo the Great. New York: Routledge, 2009. 
 
Negro, Angela. “Avant-propos per la Cappella Paolina del Quirinale.” Bollettino d’art. 
 Volume speciale: Restauri al Quirinale (1999): 349-364. 
 
Nelson, Jonathan K., and Richard J. Zeckhauser, The Patron’s Payoff: Conspicuous 
 Commissions  in Italian Renaissance Art. Princeton: Princeton University Press, 
 2008. 
 



324 
 

Nesselrath, Arnold. “Gli appartamenti del Palazzo Apostolico Vaticano da Giulio II a 
 Leone X.” In Il Palazzo apostolico vaticano, edited by Carlo Pietrangeli, 107-117. 
 Firenze: Nardini, 1992.  
 
Nesselrath, Christiane Denker. “La Loggia di Raffaello.” In Raffaello nell’appartamento 
 di Giulio II e Leone X, edited by Guido Cornini, 39-79. Milano: Electa, 1993. 
 
Norman, Corrie E. “Showing the Invention of God:’ Preaching and Ritual on Holy 
 Thursday.” In  Early Modern Catholicism: Essays in Honour of John W. 
 O’Malley, S.J., edited by Kathleen M. Comerford and Hilmar Pable, 297-214. 
 Toronto: University of Toronto Press, 2001.  
 
Nova, Alessandro. “The Chronology of the Del Monte Chapel in San Pietro in Montorio 
 in Rome.” The Art Bulletin 66 (1984):150-154.  
 
———.  The Artistic Patronage of Pope Julius III (1550-1555). Profane Imagery and 
 Buildings for  the del Monte Family in Rome. New York: Garland Publishers, 
 1988. 
 
———.  “Hat Michelangelo ein Altarbild für die Cappella Paolina geplant?” In 
 Michelangelo als Zeichner: Akten des internationalen Kolloquiums Wien, edited 
 by Claudia Echinger-Maurach, Achim Gnann, and Joachim Poeshke, 365-391. 
 Münster: Rhema-Verlag, 2010. 
 
Oakley, Francis. “The Absolute and Ordained Power of God in Sixteenth- and 
 Seventeenth-Century Theology.” Journal of the History of Ideas 59 (1998): 437-
 461. 
 
———. The Conciliarist Tradition: Constitutionalism in the Catholic Church, 1300-
 1870 (Oxford: Oxford University Press, 2003.  
 
Ó Carragain, Éamon and Carol Neuman de Vegvar. Roma Felix: Formation and 
 Reflection of  Medieval Rome. Burlington: Ashgate, 2007. 
 
Och, Marjorie. “Portrait Medals of Vittoria Colonna: Representing the Learned Woman.” 
 In Women as Sites of Culture: Women’s Roles in Cultural Formation from the 
 Renaissance  to the 20th Century, edited by Susan Shifrin, 153-166. Hampshire: 
 Ashgate, 2002. 
 
Ojetti, Raffaello. “Ottaviano Mascarino.” Annuario della Roma  Accademia di San Luca 
 2 (1913): 65-79.   
 
 
Olin, John C. Catholic Reform from Cardinal Ximenes to the Council of Trent 1495-
 1563. New York: Fordham University Press, 1990. 
 



325 
 

O’Malley, John W. Trent and All That. Renaming Catholicism in the Early Modern Era.  
 Cambridge: Harvard University Press, 2009.  
 
———. Trent. What Happened at the Council. Cambridge: Harvard University Press, 
 2013. 
 
Opdycke Lamme, Margot and Karen Miller Russell. “Removing the Spin: towards a New 
 Theory of Public Relations History.” Journalism and Communication 
 Monographs 11(2010): 280-362. 

Overell, Anne. Italian Reform and English Reformations c. 1535-1585. Burlington: 
 Ashgate, 2008. 

Oxford English Dictionary. "apostolic, adj. and n.". OED Online. March 2020. Oxford  
 University Press. https://www-oed.com.libproxy.temple.edu. (accessed February 
 2020). 
 
Paisey, David and Giulia Bartrum. “Hans Holbein and Miles Coverdale: a New 
 Woodcut.” Print Quarterly 26 (2009): 227-253. 
 
Pak, Sujin G. The Judaizing Calvin: Sixteenth Century Debates over the Messianic 
 Psalms. Oxford: Oxford University press, 2010. 
 
Paleotti, Gabriele. Discourse on sacred and profane images, edited by Paolo Prodi, 
 translated by William McCuaig. Los Angeles: Getty Publications, 2012. 

Paoletti John T. and Gary M. Radke. Art, Power and Patronage in Renaissance Italy. 
 Upper  Saddle River: Pearson/Prentice Hall, 2005. 
 
Panofsky, Erwin. Hispania‒Austria: Kunst um 1492. Die Katholiscne Konige, 
 Maximilian I. End die Anfange der Casa de Austria in Spanien. Milano: Electa, 
 1992. 

Papoulia, Evangelia. “Unveiling Gregorian Rome: the Urban and Ecclesiastical 
 Patronage of Pope Gregory XIII, 1572-1585.” PhD diss., Courtauld Institute of 
 Art, 2015. 
 
Passavant, Johann David. Le peintre-graveur. Vol. 3. Leipsic: R. Weigel, 1860-64.  
 
Pastor, Ludwig Freiherr Von. The History of the Popes: from the Close of the Middle 
 Ages, translated and edited by Ralph Francis Kerr. 40 vols. London: Kegan Paul, 
 1924.  
 
Pattenden, Miles. Pius IV and the Fall of the Carafa: Nepotism and Papal Authority in 
 Counter-Reformation Rome. Oxford Historical Monographs. New York: Oxford 
 University Press, 2013. 
 



326 
 

———. Electing the Pope in Early Modern Italy, 1450-1700. Oxford: Oxford University 
 Press, 2017. 
 
Paul, Benjamin. “Bad colors for the pope: Tintoretto, Giovanni Grimani and the 
 decoration of the Cappella Gregoriana in New St Peter’s.” In Artistic Practices 
 and Cultural Transfer in Early Modern Italy: Essays in Honour of  Deborah 
 Howard, edited by Nebahan Avioğlu and Allison Sherman, 29-44. Farnham: 
 Ashgate, 2015. 
 
Pederson, Philip Edward. “The Religious Colloquy of Regensburg, 1541.” PhD diss., 
 University of Chicago Divinity School, 1978. 
 
Pendergrast, Maria Teresa and Thmas A. Prendergast. “The Invention of Propaganda: A 
 Critical Commentary on and Translation of Inscrutabili Divinae Providentiae 
 Arcano.” In The Oxford Handbook of Propaganda Studies, edited by Jonathan 
 Auerbach and Russ Castronovo, 19-27. New York: Oxford University Press, 
 2013. 
 
Pettegree, Andrew. Reformation and the Culture of Persuasion. Cambridge University 
 Press,  2005. 
 
———. Brand Luther: 1517, Printing, and the Making of the Reformation. New York: 
 Penguin Press, 2015. 

Pick, Bernhard. The Apocryphal Acts of Paul, Peter, John, Andrew, and Thomas. Ancient 
 Texts and Translations. Eugene: Wipf and Stock, 2006.  

Pietrangeli, Carlo. Il Palazzo Apostolico Vaticano (Firenze: Nardini, 1992). 
 
Pigott, J. M. New Rome Wasn’t Built in a Day: Rethinking Councils and Controversy at 
 Early Constantinople 381-451. Turnhout: Brepols, forthcoming 2020.  
 
Poliziano, Angelo. “The Pazzi Conspiracy.” In Images of Quattrocento Florence: 
 Selected Writings in Literature, History, edited by Stefano Ugo Baldassarri, 96-
 102. New Haven: Yale University Press, 2000.  

Pollard, J. Graham. “The Italian Renaissance Medal: Collecting and Connoisseurship.” 
 Studies in the History of Art 21 (1987): 161-169. 

Pon, Lisa. “Raphael’s Acts of the Apostles Tapestries for Leo X: Sight, Sound, and Space 
 in the Sistine Chapel.” The Art Bulletin 97 (2015): 387-389. 

Posèq, Avigdor W. G. “On Left-to-Right Reversals of Giotto’s Imagery.” Source: Notes 
 on the  History of Art 22 (2002): 1-13. 

Powers, Richard Joseph. “Bramante and Raphael at the Vatican: a loggia for Pope 
 Julius.” PhD diss., University of Illinois at Urbana-Champagne, 1993. 



327 
 

Preston, Patrick. “St Pius V (1504-72) and Sta Caterina de’Ricci (1523-90): Two Ways 
 of Being a Saint in Counter-Reformation Italy.” Studies in Church History 47 
 (2011): 208-227.  
 

Price, David H. “Hans Holbein the Younger and Reformation Bible Production.” Church 
 History 86, no. 4, Church History in Commemoration of the 500th Anniversary of 
 the Reformation, (2017): 988-1040. 

 
Prodi, Paolo. The Papal Prince. One Body and two souls: the papal monarchy in early 
 modern Europe, translated by Susan Haskins. Cambridge: Cambridge University 
 Press, 1987. 
 
Providente, Sebastián. “Hus’s Trial in Constance: Disputatio Aut Inquisito.” In A 
 Companion of  Jan Hus, edited by Ota Pavlicek and František Šmahe, 254-288. 
 Leiden: Brill, 2015. 
 
Pustka, Maria Ludmilla. “Michelangelo e la Cappella Paolina. La Conversione di Saulo: i 
 fattori  di deterioramento in relazione alla tecnica esecutiva.” In Michelangelo e 
 la Cappella Paolina. Riflessioni e contribuiti sull’ultimo restauro, edited by 
 Antonio Paolucci and  Silvia Danesi Squarzina, 271-280. Città del Vaticano: 
 Edizioni Musei Vaticani, 2016.   
 
Racaut, Luc. Hatred in Print: Catholic Propaganda and Protestant Identity during the 
 French Wars of Religion. New York: Routledge, 2017. 
 
 
Rady, Martyn. “The Imperial Election, 1519.” In The Emperor Charles V, 14-20. New 
 York:  Routledge, 2014. First published 1988 by Pearson Education Limited 
 (New York).  
 
Rainaldi, Odorico and Giacomo Laderchi. Annales ecclesiastici Cesaris Baronii. Vol. 37. 
 Carii-Ducis: Guerin, 1864. 
 
Ramsey, Paul A., ed. Rome in the Renaissance: the city and the myth. Medieval and 
 Renaissance Studies, vol. 18. Binghamton: Center for Medieval and Early 
 Renaissance Studies, 1982. 
 
Rebecchini, Guido. “After the Medici. The New Rome of Pope Paul III Farnese.” I Tatti 
 Studies in the Italian Renaissance 11 (2007):154-155. 
 
Redig de Campos, Deoclecio. I Palazzi Vaticani. Bologna: Cappelli, 1967. 
 
———. “The Apostolic Palace.” In The Vatican, Spirit and Art of  Christian Rome, 
edited by John Daley, 91-148. New York: the Metropolitan Museum of  Art, 1983.  
 



328 
 

Reimann, Eduard. “Der Streit zwischen Papstthum und Kaiserthum im Jahre 1558.” 
 Forschungen zur deutschen Geschichte, 299-302. Vol. 5. Göttingen, 1865.  
 
Reinhardt, Hans. “Einige Bemerkungen zum graphischen Werk Hans Holbein des 
 Jüngeren.” Zeitschrift für schqeizerische Archäologie und Kunstgeschichte 34 
 (1977): 229-60.  
 
Reiss, Sheryl E. “A Taxonomy of Art Patronage in Renaissance Italy.” In A Companion 
 to Renaissance and Baroque Art, edited by Babette Bohn and James M. Saslow, 
 23-43. Oxford: Wiley-Blackwell, 2013.  

Reiss, Sheryl E. and David G. Wilkins, eds. Beyond Isabella: Secular Women Patrons in  
 Renaissance Italy. Kirksville: Truman State University Press, 2001. 
 

Ricci, Maurizio. Bologna in Roma, Roma in Bologna: disegno e architettura durante il 
 pontificato di Gregorio XIII (1572-1585). Rome: Campisano Editore, 2012.  

Rice, Louis. The Altars and Altarpieces of New St. Peter’s. Outfitting the Basilica, 1621-
1666.  Cambridge: Cambridge University Press, 1997.  
 
Ricoeur, Paul. Temps et Récit. L’intrigue et le Récit historique. 2 vols. Paris: Ed du Seuil, 
1984.   
 
———. La critique et la conviction. Paris: Calmann-Lévy, 1995. 
 
———. Time and Narrative. Edited by Kathleen McLaughlin and David Pellauer. 3 vols.  
 Chicago: University of Chicago Press, 2012. 
 
Ritter, Moritz. “Der Augsburger Religionfriede, 1555.” In Historisches Traschenbuch, 
 edited by Wilhelm Maurenbrecher. Vol. 4. Leipzig,1882. 
 
Robertson, Clare. Il Gran Cardinale: Alessandro Farnese, Patron of the Arts. New 
 Haven: Yale University Press, 1992.  
 
———. “Patronage Rivalries: Cardinal Farnese and Pietro Aldobrandini.” In Art and 
 Identity in Early Modern Rome, edited by Jill Burke and Michael Bury, 95-111. 
 Burlington: Ashgate, 2008. 
 
Robinson, Adam Patrick. The Career of Giovanni Morone (1509-1580): Between Council 
 and Inquisition. New York: Routledge, 2016. 
 
Rodolfo, Alessandra. “Le Sale dei Paramenti in Vaticano.” In Unità e Frammenti di 
 Modernità. Arte e scienza nella Roma di Gregorio XIII Boncompagni (1572-
 1585), edited by Cieri Via, Glaudia, Ingrid D. Rowland, and Marco Ruffini, 17-
 33. Pisa: Serra, 2012. 



329 
 

———. “Aula consistory secreti, anticamera consistorij seu aula  paramentorum,’ Le 
 sale dei Paramenti nel Palazzo Apostolico Vaticano.” Bollettino dei 
 monumenti, musei e gallerie pontificie 27 (2010): 211-240. 
 
Rodríguez-Salgado, M. J. The Changing Face of Empire. Charles V, Philip II and 
 Habsburg Authority, 1551-1559. New York: Cambridge University Press, 1988. 
 
 
Roney, Lara Lea. "Paul III and the Motivations for Michelangelo's Crucifixion of St Peter 
 in the  Pauline Chapel." In Encountering the Renaissance: Celebrating Gary M. 
 Radke and 50  years of the Syracuse University Graduate Program in 
 Renaissance Art, edited by Molly Bourne and Arnold Victor Coonin, 139-150. 
 Ramsey: the Women Art Patrons and Collectors Conference Organization, 2016. 
 
Röttgen, Herwarth. “Zeitgeschichtliche Bildprogramme der Katholischen Resturation 
 unter  Gregor XIII, 1572-1585.” Munchner Jahrbuch der Bildenden Kunst 26 
 (1975): 89-122. 
 
Rowan, Steven. “Luther, Bucer, and Eck on the Jews.” The Sixteenth Century Journal 16 
 (1985): 79-90. 
 
Rowland, Ingrid D., ed. Art and Science in the Rome of Gregory XIII Boncompagni 
 (1572-1585).  Memoirs of the American Academy in Rome 54 (2009/2010). 
 
Rubin, Patricia Lee. Giorgio Vasari: Art and History. New Haven: Yale University Press, 
 1995.  
 
———. Images and Identity in Fifteenth-century Florence. New Haven: Yale 
 University Press, 2007. 
 
Ruffini, Marco. Le imprese del drago: politica, emblematica a scienze naturali alla corte 
 di Gregorio XIII (1572-1585). Rome: Bulzoni Editore, 2005. 
 
Rushton, Kathleen P.  “Rediscovering Forgotten Features: Scripture, Tradition and 
 Whose Feet May be Washed on Holy Thursday Night.” In Reinterpreting the 
 Eucharist: Explorations in Feminist Theology and Ethics, edited by Anne F. 
 Elvey, Carol Hoga, Kim Power, and  Claire Renkin, 91-112. London: Routledge, 
 2014. 
 
Russo, Antonio. “Federico Zuccari and the chapel of the Dukes of Urbino at Loreto: the 
 design  for the altar of the Annunciation.” The Burlington Magazine 157 
 (December 2015):832-835. 
 
Ruysschaert, J. “Alfarano, Tiberio.” In Dizionario Biografico degli Italiani. Vol. 2. 
 Roma:  Istituto della Enciclopedia italiana, 1960. 
 



330 
 

Sachet, Paolo. “Publishing for the Popes: The Cultural Policy of the Catholic Church 
 towards Printing in Sixteenth-Century Rome.” PhD diss., Warburg Institute, 2015. 
 
Sassu, Giovanni. “Percorsi della Maniera: tra Giorgio Vasari e Prospero Fontana.” 
 Bollettino dei  Musei Civici d’Arte (1999): 151-165. 
 
———. “Note sull’attività di Lorenzo Sabbatini per i gesuiti bolognesi.” In Scritti di 
 storia  dell’arte in onore di Jürgen Winkelmann, edited by Sylvie Béguin, 309-
 315. Napoli: Paparo, 1999.  
 
Scher, Stephen K. “An Introduction to the Renaissance portrait medal.” Perspectives on 
 the Renaissance Medal/American Numismatic Society (2000): 1-23. 

 
Schneider, Bernd Christian. Ius Reformandi. Tübingen: Mohr Siebeck, 2001.  
 
Schraven, Minou. Festive Funerals in Early Modern Italy: the Art and Culture of 
 Conspicuous  Commemoration. London: Routledge, 2019, 
 
Schroeder, O.P., Henry Joseph. Canons and Decrees of the Council of Trent. St. Louis: 
 Herder Book Co., 1978.  
 
Schubert, Paul. “The Final Cycle of Speeches in the Book of Acts.” Journal of Biblical 
 Literature 87 (1968):1-16. 
 
Schutte, Anne Jacobson. “Periodization of Sixteenth-Century Italian Religious History: 
 The Post-Cantimori Paradigm Shift.” The Journal of Modern History 61  (1989): 
 269-284. 
 
Scribner, Robert W. For the Sake of Simple Folk: Popular Propaganda for the German 
 Reformation. Cambridge Studies in Oral and Literate Culture, no. 2. New York: 
 Cambridge University Press, 1981. 
 
Serafinelli, Guendalina. “Guido Reni, Clemente Boncompagni Corcos e lo Stendardo 
 doppio di San Francesco: rinvenimenti d'archivio.” Rivista d'arte, 1 (2011): 175–
 203. 
 
Setton, Kenneth Meyer. The Papacy and the Levant, 1204-1571. 4 vols. Philadelphia: 
 American Philosophical Society, 1978-1984. 
 
Shaw, Christine. Julius II: The Warrior Pope. Oxford: Blackwell, 1997.  
 
———. “The Motivation for the Patronage of Pope Julius II.” In Princes and Princely 
 Culture, 1450-1650. Vol. 2, edited by Martin Grosman, Alasdair A. MacDonald 
 and Aroj J. Vanderjagt, 45-61. Leiden: Brill, 2005. 
 



331 
 

Shearman, John K. G. Raphael’s Cartoons in the Collection of Her Majesty the Queen, 
 and the Tapestries for the Sistine Chapel. London: Phaidon, 1972. 
 
———. “Imitation, and the Slow Fuse.” In Only Connect...Art and the Spectator in the 
 Italian  Renaissance. Princeton: Princeton University Press, 1992.  
 
Shotwell, James T. and Louise Roppes Loomis. The See of Peter. New York: Columbia 
 University Press, 1991. 
 
Siebenhüner, Hans. “Umrisse zur Geschichte der Ausstattung von St. Peter in Rom von 
 Paul III. bis Paul V (1547-1606).” in Festschrift für Hans Sedlmayr, edited by 
 Karl Oettinger, 229-320. München: Beck, 1962.   
 
Silvan, Pierluigi. “Le origini della pianta di Tiberio Alfarano.” Rendiconti/Pontificia 
 Accademai Romana di Arceologia 62 (1992): 3-23. 
 
Silver, Larry. Marketing Maximilian: the Visual Ideology of a Holy Roman Emperor. 
 Princeton: Princeton University Press, 2008. 

Simonetta, Marcello. The Montefeltro Conspiracy: A Renaissance Mystery Decoded. 
 New York: Doubleday, 2008. 
 
Smith, Graham. The Casino of Pius IV. Princeton: Princeton University Press, 1977.  

 
Smolinsky, Herribert. “Luther’s Roman Catholic Critics.” In The Oxford Handbook of 
 Martin Luther’s Theology, edited by Robert Kolb, et al., 502-510. Oxford: Oxford 
 University Press, 2014. 
 
Solum, Stefanie. Women, Patronage, and Salvation in Renaissance Florence: Lucrezia 
 Tornabuoni and the Chapel of the Medici Palace. Burlington: Ashgate, 2015. 
 
Spencer, John R. “Speculations on the Origins of the Italian Renaissance Medal.” Studies 
 in the  History of Art 21 (1987): 197-203. 

 
Steinberg, Leo. Michelangelo's Last Paintings. The Conversion of St. Paul and the 
 Crucifixion of  St. Peter in the Cappella Paolina, Vatican Palace. New York: 
 Oxford University Press, 1975. 
 
———. “The Line of Fate in Michelangelo’s Painting.” Critical Inquiry 6 (1980): 411-
 454. 
 
Steinmetz, Dirk. Die Gregorianische Kalenderreform von 1582. Korrektur der 
 christlichen Zeitrechnung in der fruhen Neuzeit. Oftersheim: Steimetz, 2011.  
 



332 
 

Stinger, Charles L. The Renaissance in Rome. Bloomington: Indiana University Press, 
 1998.  
 
Stow, Kenneth R. “The Papacy and the Jews: Catholic Reformation and Beyond.” Jewish 
 History 6 (1992): 257-279. 
 
———.  “Neofiti and their families: or, perhaps, the good of the state.” Leo Baech Year 
 Book 47 (2002): 105-113.  
 
———. Jewish Life in Early Modern Rome: challenge, conversion, and private life. New 
York:  Routledge, 2018. 
 
Stump, Philip H. “The Struggle for Reform.” In The Reforms of the Council of Constance 
 (1414- 1418), 22-50. Leiden: Brill, 1994. 
 
Susta, Josef. Die römische Curie und das Konzil von Trient unter Pius IV. Actenstücke 
 zur Geschichte des Konzils von Trient. 4 vols. Vienna: Holder, 1904-1914. 
 
Sutherland, Erin Christine. “Michelangelo and Pope Paul III, 1534-49: Patronage, 
 Collaboration  and Construction of Identity in Renaissance Rome.” PhD diss., 
 University of  Washington, 2015. 
 
Sutherland, N. M.  Massacre of Saint Bartholomew and the European Conflict, 1559-
 1572. London: Macmillan, 1972. 
 
Sutter Fichtner, Paula. “The Disobedience of the Obedient: Ferdinand I and the Papacy 
 1555-1564.” The Sixteenth Century Journal 11 (1980): 25-34. 
 
 
Symonds, John Addington. The Life of Michelangelo Buonarroti. Based on studies in the 
 archive of the Buonarroti Family at Florence. 2 vols. London: John C. Nimmo, 
 1983.  
 
Szeiklies-Weber, Ingrid. “The Significance of Papal Medals for the Architectural History 
 of Rome.” Studies in the History of Art 21 (1987): 283-297.  
 
Tanner, Marie. Jerusalem on the Hill: Rome and The Vision of St. Peter's in the 
 Renaissance. Turnhout: Brepols Publishers, 2010. 
 
Tanturri, Alberto. “Ordres et congregations enseignants à l’époque de la Contre-Réforme: 
 Barnabites, Somasques, Scolopes.” Revue Historique 660 (2011): 811-852. 
 
 

Temple, Nicholas. Renovatio Urbis; Architecture, Urbanism and Ceremony in the Rome 
 of Julius II. New York: Routledge, 2011. 



333 
 

———.   “Prologue: Cultivating Architecture.” In The Cultural Role of Architecture. 
 Contemporary and Historical Perspectives, edited by Paul Emmons, John 
 Hendrix, and  Jane Lomholt. New York: Routledge, 2012. 

Thoenes, Christof. “Elf Thesen zu Bramante und St. Peter.” Romisches Jahrbuch der 
 Biblioteca Hertziana 41 (2013/24): 209-226. 
 
Thompson, Deanna A. “Letting the Word Run Free: Luther, Romans, and the Call to 
 Reform.” In Reformation Readings of Romans, edited by Kathy Ehrensperger and 
 R. Ward Holder, 25-36. New York: Bloomsburg, 2008. 
 
Thompson, Wendy. “Federico Zuccaro's Love Affair with Florence: Two Allegorical 
 Designs.” Metropolitan Museum Journal 43 (2008): 75-97. 
 
Thornby, David. “Cultural Capital.” Journal of Cultural Economics 23 (1999):3-12. 
 
Thuno, Erik. Image and Relic: Mediating the Sacred in Early Medieval Rome. Rome: 
 L’Erma di Bretschneider, 2002. 
 
Tinagli, Paola and Mary Rogers, Women in Italian Renaissance Art. Manchester: 
 Manchester University Press, 1997. 
 
Tornel Gonzalez, Pablo. “Rethinking St. Peter’s: Papirio Bartoli and the ship of the 
 church.” Sixteenth Century Journal 48 (2017): 589-614. 
 
Tosini, Patrizia. “Federico Zuccari, Pirro Ligorio e Pio IV: la Sala del Buon Governo 
 nel’appartamento di Belvedere in Vaticano.” Storia dell’arte 86 (1996): 13-38. 
 
Tracy, James D.  Emperor Charles V, Impresario of War: Campaign Strategy, 
 International  Finance, and Domestic Politics. Cambridge: Cambridge University 
 Press, 2002. 
 
Trebilco, Paul Raymond. Outsider Designations and Boundary Construction in the New 
 Testament: Early Christian Communities and the Formation of Group Identity. 
 Cambridge: Cambridge University Press, 2017. 
 
Triff, Kristina A. “Rhetoric and Romanitas in Thirteenth-Century Rome: Nicholas III and 
 the Sancta Sanctorum.” Artibus et Historiae 30 (2009): 71-106. 
 
Tronzo, William, ed. St. Peter’s in the Vatican. Cambridge: Cambridge University Press, 
 2005.  
 
Ullmann, Walter. “Leo I and the Theme of Papal Primacy.” The Journal of Theological 
 Studies 11 (1960): 25-51. 
 
Urban, Emily. “The Sala Bologna in the Vatican Palace. Art and Astronomy in Counter 
 Reformation Rome.” PhD diss., Rutgers University, 2013. 



334 
 

 
Vaes, Maurince. “Appunti di Karel van Mander us diversi pittori italiani conosciuti da lui 
 a Roma, dal 1573 a 1577.” In Atti del 2nd Congresso Nazionale di Studi Romani. 
 Vol. 2., 509-519. Roma: Cremonese, 1931. 
 
Valone, Carolyn. “The Pentecost: Image and Experience in Late Sixteenth-Century 
 Rome.” The Sixteenth Century Journal 24 (1993): 801-828. 
 
———. “Women on the Quirinal Hill: patronage in Rome, 1560-1630.” The Art  
 Bulletin 76 (1994): 129-146.  
 
Van Deun, Peter. “The Notion of ΑΠΟΣΤΟΛΙΚΟΣ: A Terminological Survey.” In The 
 Apostolic Age in Patristic Thought, edited by Anthony Hilhorst, 41-50. Leiden: 
 Brill, 2004.  
 
Varriano, John. “The Architecture of Papal Medals.” in Projects and Monuments in the 
 Period of Baroque Rome, edited by Hellmut Haer and Susan Scoot Munshower, 
 69-81. University Park: Pennsylvania State University Press, 1984. 
 
Venema, Henry. “Paul Ricoeur on Refigurative Reading and Narrative Identity.” 
 Symposium 4 (2000):237-48. 
 
Verstegen, Ian F. Federico Barocci and the Oratorians: Corporate Patronage and Style 
 in the Counter-Reformation. Kirksville: Truman State University Press, 2015.  
 
Verstegen Ian and Franco Mormondo. Patronage and Dynasty: the Rise of the Della 
 Rovere in Renaissance Italy. Kirksville: Truman State University Press, 2007.  
 
Voss, Hermann. “A Project of Federico Zuccaro for the Paradise in the Doge's Palace.” 
 The Burlington Magazine 96 (1954): 172+174-175. 
 
Wahlen, Clinton. “Peter’s Vision and Conflicting Definitions of Purity.” New Testament 
 Studies 51 (2005): 505-518. 
 
Wallace, William E. "Narrative and Religious Expression in Michelangelo's Pauline 
 Chapel." Artibus et Historiae 10 (1989): 107-121. 
 
———. Michelangelo, God’s Architect: The Story of His Final Years and Greatest 
 Masterpiece. Princeton: Princeton University Press, 2019.  
 
Wallerstein, Immanuel Maurice. The Modern World System I: Capitalist Agriculture and 
 the Origins of European World-Economy in the Sixteenth Century. New York: 
 Academic Press, 1976. 
 
———. Unthinking Social Science: The Limits of Nineteenth- Century Paradigms. 
Philadelphia: Temple University Press, 2001.  



335 
 

 
Walker, Jeffrey. Rhetoric and Poetics in Antiquity. Oxford: Oxford University Press, 
 2000. 
 
Walter, Christopher. “Papal Political Imagery in the Medieval Lateran Palace.” In Prayer 
 and Power in Byzantine Papal Imagery, 155-176. Brookfield: Ashgate, 1993.  
 
Weber, Ingrid S. “The Significance of Papal Medals for the Architectural History of 
 Rome.” Studies in the History of Art 21 (1987): 283-297. 
 
Weddigen, Tristan. "Federico Zuccaro Zwischen Michelangelo und Raffael: Kunstideal 
 und Bilderkult zur Zeit Gregors XIII." In Federico Zuccaro Kunst Zwischen Ideal 
 und Reform, 195-268. Basel: Schwabe & Co, 2000.  

Weddigen, Tristan, Sibile De Blaauw, and Bram Kempers, eds. Functions and 
 Decorations: art and ritual at the Vatican Palace in the Middle Ages and the 
 Renaissance. Turnhout: Brepols, 2003. 

Weiss, Roberto. “The Medals of Pope Julius II (1503-1513).” Journal of the Warburg 
 and Courtauld Institutes 28 (1965): 163-182. 

———. “The Study of Ancient Numismatics during the Renaissance (1313-1517).” The 
 Numismatic Chronicle 8 (1968): 177-187. 

Wendenhorst, Stephan. The Roman Inquisition, the Index and the Jews: contexts, sources 
 and perspectives. Leiden: Brill, 2004. 
 
Westfall, Carol. In This Most Perfect Paradise: Alberti, Nicholas V, and the Invention of 
 Urban  Planning in Rome, 1447-55. University Park: Pennsylvania State 
 University Press, 1974.  
 
White, John and John Shearman. “Raphael’s Tapestries and Their Cartoons.” The Art 
 Bulletin 40 (1958): 193-221. 
 
Whitman, Nathan T. “The First Papal Medal: Sources and Meaning.” The Burlington 
 Magazine 133 (1991): 820-824. 
 
Williams, Robert. “The Systematicity of Representation.” In Raphael and the 
 Redefinition of Art in Renaissance Italy, 76-172. Cambridge University Press, 
 2017. 
 
Wills, Lawrence Mitchell. Not God’s People: Insider and Outsiders in the Biblical 
 World. Lanham: Rowman and Littlefield, 2008.  
 
Wilson, Stephen G. “‘Jew’ and related terms in the ancient world.” Studies in 
 Religion/Sciences religieuses 33, no. 2 (2004): 157-171. 
 



336 
 

Winkelmann, Jürgen. “Lorenzo Sabatini, detto Lorenzino da Bologna.” In Pittura 
 bolognese del ‘500, edited by Vera Fortunati Pierantonio, 595-630. Vol. 2. 
 Bologna: Grafis, 1986. 
 
Wisch, Barbara. “Keys to Success. Propriety and Promotion of Miraculous Images by 
 Roman Confraternities.” In The Miraculous Image in the Late Middle Ages and 
 Renaissance, edited by Erik Thunø and Gerhard Wolf, 161-184. Roma: L’Erma di 
 Bretschneider, 2004. 
 
———.  “Embracing Peter and Paul: the Arciconfraternita della SS. Trinità dei Pellegrini 
 e Convalescenti and the Cappella della Separatzione in Rome.” In Space, Place 
 and Motion: Locating Confraternities in the Late Medieval and Early Modern 
 City, edited by Dianna Bullen Presciutti, 178-216. Leiden: Brill, 2017.  
 
Witcombe, Christopher. “Vasari’s Knighthood.” Notes in the History of Art 10 (1991): 9-
 13. 
 
Wolf, Gustav. Der Augsburger Religionsfriede. Whitefish, MT: Kessinger Publishing, 
 2010. First published 1890 by G.J. Göschen (Stuttgart).  
 
Zapperi, Roberto. “La corporation des peintures et la censure des images a Bologna au 
 temps des Carrache.” Les Cahiers du Centre de Recherches Histoirques 6 (1990): 
 1-13. 
 
———. "Federico Zuccari censurato a Bologna dalla corporazione dei pittori." Staedel-
 Jahrbuch 13 (1992): 177-190. 
 
Zigelaar, August. “The Papal Bull of 1582 Promulgating a Reform of the Calendar.” In 
 Gregorian Reform of the Calendar: Proceeding of the Vatican Conference to 
 Commemorate its 400th Anniversary, 1582-1982, edited by G.V. Coyne, Michael 
 A. Hoskin, and O. Pedersen, 201-39.Città del Vaticano: Pontificia Academia 
 Scientiarum Specola Vaticana, 1983.  
 
Zollikofer, Kaspar. Die Cappella Kregoriana: Der erste Innenraum von Neu-Sankt-Peter 
 in Rom und seine Genese. Bibliotheca Helvetica Romana. No.36. Basel: Schwabe 
 Verlag, 2016.  
 
Zuccari, Alessandro. “Paolo III, Michelangelo e gli interventi gregoriani nella Cappella 
 Paolina.” In Michelangelo e la Cappella Paolina. Riflessioni e contributi 
 sull’ultimo restauro, edited by Antonio Paolucci and Silvia Danesi Squarzina, 37-
 86. Città del Vaticano: Edizioni Musei Vatiani, 2016. 
 
Zucker, Mark J. “Parri Spinelli Drawings Reconsidered.” Master Drawings 19 (1981): 
 426-441. 
 



337 
 

FIGURES 

 

1. View of the Pauline Chapel after restoration (2013). 
 

 
 

2. Perino del Vaga, Sala Paolina, overview, 1545-1547. Frescoes. 
Rome: Castel Sant’Angelo 



338 
 

 
 

3. Georges Reverdy, after Perino del Vaga, Peter Walking on Water, c.1545. 
Engraving. 270 x 173 mm. London: British Museum. 



339 
 

 
 

4.  Michelangelo Buonarroti, Conversion of Saul, 1542-1545. 
Fresco. Vatican Apostolic Palace: Pauline Chapel 

 
 
 
 
 
 
 
 
 
 
 
 
 
 



340 
 

 
 

5. Michelangelo Buonarroti, Crucifixion of Peter, 1545-1550. 
Fresco. Vatican Apostolic Palace: Pauline Chapel 

 
 
 
 
 
 
 
 
 
 
 
 
 
 



341 
 

 
 

6. Sandro Botticelli, Punishmet of Korah, 1482. 
Fresco. Vatican Apostolic Palace: Sistine Chapel 

 
 



342 
 

 
 

7. Antonio da Sangallo the Younger, Plan of the Cappella Paolina, c. 1530. 
Drawing (pen and ink). Florence: Gabinetto dei Disegni e delle Stampe, 

Uffizi, UA 1125 
 
 
 
 
 



343 
 

 
 

8. View of the eastern wall of the Pauline Chapel 
 

 
 

9. Title page of Martin Luther’s, Contra Papatum Romanorum 
(Against the Roman Papacy), 1545. 

London: British Library 



344 
 

 
 

10. Hans Baldung Grien, Conversion of Paul, c. 1508. Woodcut. 23.6 x 16 cm. 
New York: Metropolitan Museum of Art 

 

 
 

11. Hans Baldung Grien, Conversion of Paul, c. 1514. Woodcut. 29.4 x 19.5 cm. 
New York: Metropolitan Museum of Art 

 
 
 

 



345 
 

 
 

12. Hans Weiditz, Title-border with Conversion of St. Paul at top, 1523. 
Woodcut and letterpress. 154 x 111 mm. 

London: British Museum 
 
 
 
 
 
 
 



346 
 

 
 
 

13.  Hans Holbein the Younger, Hercules Geramnicus, c. 1519 
Colored Woodcut. Zürich: Zentralbibliothek 

 
 



347 
 

 

 
 

14.  Hans Holbein the Younger, Title-border with 
the Conversion of Saul with St. Peter’s Vision of the animals, 1523. 

Woodcut and letterpress. 154 x 111 mm. 
London: British Museum 

 
 
 
 



348 
 

 
 

15.  Hans Holbein the Younger, Title page with Conversion of Saul, 1525. 
Woodcut and letterpress. 154 x 111 mm. 

London: British Museum 
 
 
 
 
 
 



349 
 

 
 

16. Hans Holbein the Younger, Title page with Four Scenes of St. Paul, 1529-31. 
Woodcut and stenciling. London: British Museum 

 
 
 
 
 
 
 



350 
 

 
17.  Pieter Coecke van Aelst, Conversion of Saul, 1529-30. 

Tapestry. 13 feet 10 5/8 inches x 24 feet 6 5/8 inches, 
Munich: Bayerisches Nationalmuseum 

 

 
 

18.  Raphael, Conversion of Saul, 1515-1519. 
Tapestry. Vatican: Museo Vaticano 

 
 



351 
 

 
19.  Raphael, Charge to Peter, 1515-1519. 

Tapestry. Vatican: Museo Vaticano 
 

 
 

20. Pietro Perugino, Giving of the Keys, 1482. Fresco. 
Vatican Apostolic Palace: Sistine Chapel 

 
 



352 
 

 
21. Giacomo Grimaldi, Peter cycle in the Oratory of John VII, c. 1612-21. 

Drawing. Vatican: Biblioteca Apostolica Vaticana 
 
 
 



353 
 

 
22. Anonymous, Crucifixion of St. Peter & Beheading of St. Paul, 1278-79. 

Fresco. Rome: Lateran Palace, Sancta Sanctorum 
 
 

 
 

23. Anonymous, Pope Nicholas III Presented to Christ by Sts. Peter and Paul, 
1278-79. Fresco. Rome: Lateran Palace, Sancta Sanctorum 

 
 

 



354 
 

 
 

24.  Antonio di Pietro Averlino (Filarete), Crucifixion of St. Peter, 1433-45. 
Bronze. Vatican: Saint Peter’s Basilica 

 
 

25. Filarete, Crucifixion of Peter, 1479. Marble (Ciborium). 
Vatican: Museo Vaticano 

 
 



355 
 

 
26. Lucas Cranach, Whore of Babylon, 1522. Woodcut. 

Atlanta: Pitts Theological Library 
 
 
 

 
27. Master M.S. Whore of Babylon, 1545. Woodcut. 

Washington, D.C.: German Historical Institute 
 
 
 
 



356 
 

 

 
 

28.  Lucas Cranach for Martin Luther, Wider das Papsttum zu Rom, 1545. 
Woodcut. Vatican: Biblioteca Apostolica Vaticana.  

Stamp.S. Offizio.302(int.2) 
 
 



357 
 

 

 
 

29. Lucas Cranach, Origins of the Pope, 1545. Woodcut. 
Vatican: Biblioteca Apostolica Vaticana 

 
 



358 
 

 
 

30. Lucas Cranach, Kissing the Pope’s Feet, 1545. Woodcut. 
Vatican: Biblioteca Apostolica Vaticana 

 
 



359 
 

 
31. Lucas Cranach, The Pope Worshiped as an Earthly God, 1545. 

Woodcut. Vatican: Biblioteca Apostlica Vaticana 
 
 
 



360 
 

 
32. Michelangelo Buonarroti, Crucifixion of St. Peter 

(detail of the stairs), 1545-1550. Fresco. 
Vatican Apostolic Palace: Pauline Chapel 

 

 
 

33. Oblique view of Michelangelo’s Crucifixion of St. Peter 
 
 
 
 



361 
 

 
 

34. View of Bramante’s Tempietto at San Pietro in Montorio. 
 

 
 

35. Interior view of the main altar in Bramante’s Tempietto 
 
 
 



362 
 

 
 

36. Detail of Michelangelo’s Crucifixion of St. Peter 
 
 
 
 
 
 
 
 
 
 
 
 
 



363 
 

 
 

37. Giovanni Battista Ricci, Crucifixio of St. Peter, c. 1612. 
Fresco. Rome: Santa Maria in Traspontina 

 

 
 

38. Giovanni Battista de’Cavalieri, Curcifixion of Peter, 1567. 
Engraving. 433 x 573 mm. London: British Museum 

 
 



364 
 

 
 

39. Perino del Vaga, Conversion of Saul medalion, c. 1547. 
Fresco. Rome: Castel Sant’Angelo, Sala Paolina 

 

 
 

40. Perino del Vaga, Martrydoms of Sts. Peter and Paul, c. 1547. 
Fresco. Rome: Castel Sant’Angelo, Sala Paolina 

 
 
 



365 
 

 

 
 

41. Perino del Vaga, Saint Paul Lowered from the 
Walls of Damascus in a Basket, c.1547. 

Drawing. Chatsworth Devonshire Collection 
 
 
 
 
 
 
 
 
 
 
 
 
 



366 
 

 
 

42. (Copy after) Perino del Vaga, Christ Washing Peter’s Feet, c. 1547. 
Drawing. Private Collection 

 
 
 
 
 
 
 
 
 
 
 
 
 
 



367 
 

 
 

43. View of the Cappella del Monte at San Pietro in Montorio 
 
 
 
 
 
 
 
 
 



368 
 

 
 

44.  Giorgio Vasari, Baptism of Saul, 1550. 
Oil on Panel. 369 x 262 cm. 

Rome: San Pietro in Montorio, Cappella del Monte 
 



369 
 

 
 

45.  Giorgio Vasari, Project for the Apse of the Cappella del Monte, c. 1550. 
Pen and aquatint. Paris: Louvre, Cabinet des Dessins 

 



370 
 

 
 

46. Giorgio Vasari, Calling of St. Peter, 1563. 
Oil on panel. Arezzo: Badia delle Santa Flora e Lucilla 

 
 
 
 
 



371 
 

 
 

47. G. Vasi, View of the Vatican Garden and the Casino Pio IV, 
from Delle Magnificenze Roma, 1747-61. 

Engraving. Washington, D.C.: Library of Congress 
 
 



372 
 

 
 

48. Interior view of the Sala Grade di Sopra, 1561-62. 
Frescoes by Federico Zuccaro. 

Vatican Apostolic Palace: Casino Pio IV 
 
 
 
 
 
 
 
 
 
 
 



373 
 

 
 

49.  Federico Zuccaro, Peter Walking on Water, 1561-62. 
Fresco. Vatican Apostolic Palace: Casino Pio IV 

 
 
 



374 
 

 
 

50. Giorgio Vasari, Last Judgment, 1586. Oil on panel. 
Bosco Maregno: Convento di Santa Croce 

 
 
 
 
 
 
 
 
 



375 
 

 

 
51. Giorgio Vasari and Jacopo Zucchi, Saint Michael the Archangel 

Defeating the Rebel Angels, c. 1571. Fresco. 
Vatican Apostolic Palace: Torre Pia 

 

 
 

52. Giorgio Vasari, Battle of Lepanto, 1571. Fresco. 
Vatican Apostolic Palace: Sala Regia 

 
 



376 
 

 
 

53. Giorgio Vasari, St. Bartholomew Day Massacre, 1572. 
Fresco. Vatican Apostolic Palace: Sala Regia 

 
 
 
 
 
 
 
 



377 
 

 
 

54. Map of the caposcale frescoes using Letarouilly, Le Vatican, 1882 
 
 
 
 
 
 
 
 
 
 
 
 
 



378 
 

 
 

55.  Giorgio Vasari and workshop, Giving of the Keys, c. 1572. 
Fresco. Vatican Apostolic Palace: Scala del Maresciallo 

 
 
 

 
 

56. Giorgio Vasari and workshop, Christ Washing Peter’s Feet, c. 1572. 
Fresco. Vatican Apostolic Palace: Scala del Maresciallo 

 
 
 
 
 



379 
 

 
 

57. Lorenzo Sabbatini and workshop, Tribute Money, 1572. 
Fresco. Vatican Apostolic Palace: caposcale 

 

 
 

58. Lorenzo Sabbatini and workshop, Peter Walking on Water, 1572. 
Fresco. Vatican Apostolic Palace: caposcale 

 
 



380 
 

 
 

59.  Lorenzo Sabbatini and workshop, Christ Teaching on the Sea, 1572. 
Fresco. Vatican Apostolic Palace: caposcale 

 
  

 
 

 
60. Lorenzo Sabbatini and workshop, Miraculous Draught of Fishes, 1572. 

Fresco. Vatican Apostolic Palace: caposcale 
 
 
 
 
 



381 
 

 
 

61.  Lorenzo Sabbatini and workshop, 
Christ Healing Peter’s Mother in Law, 1572. 
Fresco. Vatican Apostolic Palace: caposcale 

 
 

 
 

62. Lorenzo Sabbatini and workshop, Calling of Peter, 1572. 
Fresco. Vatican Apostolic Palace: Sala Vecchia degli Svizzeri 

 
 



382 
 

 
63. Lorenzo Sabbatini and workshop, Naming of Peter, 1572. 

Fresco. Vatican Apostolic Palace: Sala Vecchia degli Svizzeri 
 

 

 
64. Giuseppe Salviatti, The Reconciliation between 

Pope Alexander III and Emperor Frederick Barbarosa, 1565. 
Fresco. Vatican Apostolic Palace: Sala Regia 



383 
 

 

 
65. Giovanni Battista Falda, View of Old St. Peter’s Basilica, 1665. 

Etching. 18.2 x 28.9 cm. 
New York: Metropolitan Museum of Art 

 

 
 

66. Francesco Berretta after Giotto, Navicella, 1628. 
Oil painting after mosaic. 24 x 32 feet.Vatican: Pinacoteca 



384 
 

 
67. Parris Spinelli after Giotto, Navicella, c. 1420. 

Pen and brown ink. 27.5 x 39 cm. 
New York: Metropolitan Museum of Art 

 

 
68. Nicolas Beatrizet, Navicella, 1559.Engraving. London: Warburg Institute 

 



385 
 

 
69. Girolamo Muziano, Pentecost, c. 1577. Oil on canvas. 

Vatican Apostolica Palace: Sala del Concistori 
 

 
 

70. Raffaellino da Reggio, Peter and Andrew before Christ, c. 1576. 
Pen and brown ink with brown wash, over traces of chalk. 

310 x 420 mm. Paris: Musée du Louvre 
 



386 
 

 
 

71. Federico Cociola, Portrait Medal of Gregory XIII with Cope 
Decoration of Peter Walking on Water, 1575. 

Bronze. London: British Museum 
 

 
72. Federico Zuccaro and workshop (previously Raphael and workshop, c. 1518), 

Sibyl and Prophets, c. 1560s. Frescoes. 
Vatican Apostolic Palace: Sala dei Palafrenieri 

 
 
 
 
 
 
 



387 
 

 
 

73. Niccolò Circignani, Christ Calming the Storm, c. 1579-80. 
Fresco. Vatican Apostolic Palace: Torre dei Venti 

 
 

 
 

74. Lorenzo Sabbatini, Ultima Cena, c. 1560s. Oil on canvas, 
Bolonga: San Girolamo della Certosa, Cappella di San Giuseppe \ 



388 
 

 
 

 
75. Lorenzo Sabbatini, Circumcision, 1564. 

Oil on copper. 51 x 41 cm. Greenville: Bob Jones University 
 
 

 
 

76. Lorenzo Sabbatini, Holy Famiy with Saints, 1565. 
Oil on panel. Bologna: Sant’Egidio 



389 
 

 
 

 
 

77. Lorenzo Sabbatini, Madonna Enthroned with Saint Petornius, Catherine of 
 Alexandrai, Dominic, and Apollonia, 1572., 

Oil on canvas. Berlin: Gemäldegalerie 
 

 
 

78. Lorenzo Sabbatini, Madonna and Child with Young John the Baptist, 1572. 
Oil on canvas. 173 x 142 cm. Paris:  Musée du Louvre 



390 
 

 
 
 
 

 
 
 

79. Plan of Borghini’s Program 1, 1571. CAD rendering 
 
 

 

Michelangelo, 
Conversion of Saul 

Disputa 

of Saint 
Paul  

at the 

Aeropagus  

Saint Paul 

Before 

Festus and  

Agrippa 

Michelangelo, 
Crucifixion of Saint 

Peter 

Giving 

 of the 

 Keys  

Christ  

Assures  

Peter His  

Faith will  

Never Fail  



391 
 

 
80.  Giorgio Vasari, Christ Giving the Keys to Saint Peter, 1573. 

Pen and brown ink with brown wash, black chalk under drawing, 
29.5 x 21 cm. Private collection 

 

 
81. Giorgio Vasari, Peter Defending Himself before Festa and Agrippa, 1573. 

Pen and brown ink with brown and black chalk under drawing. 
32.1 x 21.4 cm. New York: Metropolitan Museum of Art 

 
 
 

Calling of  
Saint Peter 

 



392 
 

 

82. Plan of Borghini’s Vault Program 1, 1571. CAD rendering 
 
 
 

Melchisadek’s  

Offering 

of Bread  

and Wine 

The  

Transfiguration 

Paschal  

Lamb 

Go
d 

Ap
pe

ar
in

g 
in

 a
 D

re
am

 to
  

An
an

ia
s Calling of  

Saint Peter 
 



393 
 

 
 

83. Plan of Borghini’s Program 2, 1571. CAD 
 

 
 
 
 
 
 
 
 

The  

Holy Spirit 

Paul 
Raising 

Eutychus 

Peter 
Raising  
Tabitha 



394 
 

 
 

84. Lorenzo Sabbatini, Stoning of St. Stephen, 1573-76. 
Fresco. Vatican Apostolic Palace: Pauline Chapel 

 
 
 
 



395 
 

 
 

85. Lorenzo Sabbatini, Baptism of Saul, 1573-76. 
Fresco. Vatican Apostolic Palace: Pauline Chapel 

 
 
 
 
 
 
 



396 
 

 
 

86. Lorenzo Sabbatini, Fall of Simon Magus, 1573-76. 
Fresco. Vatican Apostolic Palace: Pauline Chapel 

 
 



397 
 

 
 
 

87. Federico Zuccaro, Baptism of Cornelius and Peter’s Vision of 
the Unclean Animals, 1580. Fresco. 

Vatican Apostolic Palace: Pauline Chapel 
 
 
 
 
 



398 
 

 
 

88.  Fra Filippo Lippi, Crucifixion of St. Peter and the Disputation of Simon Magus,  
 1481-1482. Fresco. 

Florence: Santa Maria del Carmine, Brancacci Chapel 
 

 
 

89. Anonymous, Fall of Simon Magus, 1140-70. Mosaic. 
Palermo: Cappella Palatina 

 
 
 



399 
 

 
 
 

90. Map of the Vatican Logge using Letarouilly, Le Vatican, 1882 
 
 
 
 

 



400 
 

 
91. Raphael, Genesis, c. 1517. Fresco. Vatican Apostolic Palace: prima loggia 

 



401 
 

 
 

92. Raphael, Exodus, c. 1519. Fresco.Vatican Apostolic Palace: prima loggia 
 
 
 
 
 
 
 



402 
 

 
 

93. Perino del Vaga, Life of Christ, c. 1521. Fresco. 
Vatican Apostolic Palace: prima loggia 

 



403 
 

 
 

94. View of the second loggia with the Life of Christ frescoes 
 
 
 
 
 
 
 
 
 



404 
 

 
95.  Peter Walking on Water, c. 1575. Fresco. 

Vatican Apostolic Palace: second loggia 

 
 

96. Raffaellino da Reggio, Christ’s Entry into Jerusalem, c.1576-77. 
Drawing. Private collection 

 



405 
 

 
 

97. Raffaellino da Reggio, Christ’s Entry into Jerusalem, c.1576-77. 
Fresco. Vatican Apostolica Palace: second loggia 

 

 
 

98. Raffaellino da Reggio, Christ Washing the Feet of Peter, c. 1575-76. 
Pen and brown ink, with brown wash. 181 x 176 cm. 

Frankfurt-am-Main: Städel Museum 



406 
 

 

 
 

99. Raffaellino da Reggio, Christ Washing the Feet of Peter, c. 1576-77 
Fresco, Vatican Apostolic Palace: second loggia 

 

 
 

100. Raffaellino da Reggio, Saints Andrew and Peter before Christ, 1574-75. 
Pen and brown ink wash with white highlighting 31 x 42 cm. 

Paris: Musée du Louvre 
 



407 
 

 
 

101. Raffaellino da Reggio, Saints Andrew and Peter before Christ, c.1577. 
Pen and brown ink wash highlighted with white over black chalk. 

26.4 x 41.5 cm. Budapest: Museum of Fine Arts, Budapest 
 

 
 

102. Raffaellino da Reggio, Saints Andrew and Peter before Christ, c.1577. 
Pen and brown ink and wash. 20 x 18 cm. 

Paris: Musée du Louvre 
 
 

 



408 
 

 
 

103. Federico Zuccaro, Procession and Vision of St. Gregory the Great, 1580. 
Drawing. Private Collection 

 

 
104. Aliprando Caprioli, after Federico Zuccaro, Procession and Vision of St. 

 Gregory the Great, c. 1580. Engraving. 462 e 278 cm. 
Parma: Bibliotea Palatina 



409 
 

 
 

105. Jacopo Zucchi, Procession and Vision of St. Gregory the Great, 1573. 
Oil on canvas. Vatican: Pinacoteca 

 
 

 
106. Federico Zuccaro, Porta Virtutis, 1581, 

Pen and brown ink and wash, over black chalk on paper, 
387 x 286 mm. New York: Morgan Library and Museum 

 
 
 



410 
 

 
107. Federico Zuccaro, Porta Virtutis, 1581. 

Pen and brown ink and wash on paper. 372 x 272 mm. 
Frankfurt: Städelsches, Kunstinstitut 

 

 
 

108. Federico Zuccaro, Porta Virtutis, 1581. 
Oil on canvas. Galleria Nazionale delle Marche 

 
 
 



411 
 

 
109. Federico Zuccaro, Assumption of the Virgin, c. 1582. 

Fresco. Loreto: Cappella della Rovere 
 

 
 

110. View of the Vault of the Pauline Chapel 
 
 
 
 
 
 
 



412 
 

 
111. Federico Zuccaro, Ecstasy of Saint Paul, 1583-85. 

Fresco. Vatican Apostolic Palace: Pauline Chapel 
 
 

 
 

112. Federico Zuccaro, Saint Paul Drives out an Evil Spirit, 1583-85. 
Fresco,. Vatican Apostolic Palace: Pauline Chapel 

 
 
 
 



413 
 

 
113. Federico Zuccaro, Saint Paul Heals the Cripple at Lystra, 1583-85 

Fresco. Vatican Apostolic Palace: Cappella Paolina 
 

 

114. Federico Zuccaro, Saint Peter Heals the Paralytic Aeneas at Lydda, 1583-85.  
 Fresco. Vatican Apostolic Palace: Pauline Chapel 

 

 

 



414 
 

 

115. Federico Zuccaro, Saint Peter Heals the Cripple at the Golden Gate, 1583-85. 
 Fresco. Vatican Apostolic Palace: Pauline Chapel 
 
 

 
 

116. Federico Zuccaro, Miracle of Saint Paul and the Viper, 1583-85. 
Fresco: Vatican Apostolic Palace: Pauline Chapel 

 
 
 
 
 
 
 
 
 
 



415 
 

 

 
 

117. Federico Zuccaro, Saint Paul and Silas in Prison, 1583-1585. 
Fresco: Vatican Apostolic Palace: Pauline Chapel 

 

 
 

118. Federico Zuccaro, St. Peter Raises Tabitha, 1583-1585. 
Fresco. Vatican Apostolic Palace: Pauline Chapel 

 



416 
 

 
 

119. Federico Zuccaro, Punishment of Ananias and Sapphira, 1583-1585. 
Fresco. Vatican Apostolic Palace: Pauline Chapel 

 

 
 

120. Federico Zuccaro, Drawing for the Alter of the Pauline Chapel, 1583-85. 
Vienna: Albertina 



417 
 

 
121. Taddeo Landini, Christ Washing Peter’s Feet, 1578-79. Marble. 

Rome: Palazzo del Quirianle, Pauline Chapel 
 

 
 
 

122. Antonio Moro, Portrait Medal of Pius IV with Christ 
Washing Peter’s Feet, 1560. 

Bronze. Vatican: Bibliotea Apostolica Vaticana 
 
 
 
 
 
 



418 
 

 
123. Gianfederico Bonzagni, Portrait Medal of Gregory XIII with 

Miraculous Draught of Fishes, 1572. Bronze. 
Vatican: Biblioteca Apostolica Vaticana 

 

 
 

124. Gianfederico Bonzagni, Portrait Medal of Pius V with 
Miraculous Draught of Fishes, 1572. Bronze. 

Vatican: Biblioteca Apostolica Vaticana 
 
 
 
 
 
 
 
 



419 
 

 
125. Giovanni Antonio de Rossi, Portrait Medal of Pius V with 

Christ Calming the Storm, 1569. Bronze. 
Vatican: Biblioteca Apostolica Vaticana 

 

 
 

126. Giovanni Antonio de Rossi, Portrait Medal of Gregory XIII with 
Christ Calming the Storm, 1569. Bronze. 
Vatican: Biblioteca Apostolica Vaticana 

 
 
 
 
 
 
 



420 
 

 
127. Alonso Chacón, Gregory XIII, 1630. Engraving. 

From Vitae et res gestae Pontificum Romanorum et S.R.E. cardinalum 
 
 
 

 
 



421 
 

 
 

128. After Tiberio Alfarano, Plan of Old Saint Peter’s Basilica 
superimposed over new Saint Peter’s Basilica, 1590. 

 Rome: Biblioteca Hertziana 
 
 
 
 
 



422 
 

 
 

129. Cristofano Roncalli, The Punishment of Sapphira, 1599-1604. 
Oil on panel. Rome: Santa Maria degli AngelI 

 

 
130. Jacques Callot after Cristofano Roncalli, The Punishment of Sapphira, 1607-11. 

Engraving. 120 x 77 mm. London: British Museum 



423 
 

 
 

 
 

131. Jacques Callot, after Domenico Cresti (Passignano), The Martyrdom of Saint 
 Peter, 1611. Engraving, 13.0 x 9.1 cm. 

Pittsburgh: University of Pittsburgh Art Gallery 
 
 



424 
 

 
 

132. Francesco Vanni, Fall of Simon Magus, 1602-06. Oil on panel. Vatican: 
Saint Peter’s Basilica, Cappella della Bugia sopra Cappella Clementina 

 



425 
 

 
 

133. Lodovico Cardi (Cigoli), Saint Peter Healing the Cripple at the Golden Gate, 
c. 1606. Wash, pencil, grey-brown ink. 465 x 285 mm, 

Madird: Museo Nacional del Prado 
 
 
 
 
 



426 
 

 
 

134. Jacques Callot after Giovanni Baglione, Peter Raising the Widow Tabitha, 
c. 1609-11. Engraving, 112 x 73 mm. Amsterdam: Rijksmuseum 

 
 
 
 
 
 
 
 
 
 



427 
 

 
 

135. Jacques Callot after Bernardo Castello, Peter Walking on Water (Navicella), 
c. 1607-11. Engraving, 11.1 x 7.4 cm. 

New York: Metropolitan Museum of Art 
 
 



428 
 

 
 

136. Giovanni Lanfranco, Peter Walking on Water (Navicella). Drawing (pen and 
 brown ink. 31.4 x 22.3 cm. Paris: Musée du Louvre 

 

 

 

 

 

 

 

 

 



429 
 

 

137. Giovanni Lanfranco, Peter Walking on Water (Navicella), 1627. 
Fresco. Vatican: Pinactoeca 

 



430 
 

 
 
138. Entrance to the Cappella Paolina with Taddeo Landini’s lunette, Christ Washing 

 Peter’s Feet, 1578-79. 
Rome: Palazzo del Quirinale, Pauline Chapel 

 

 

 

 

 

 

 

 



431 
 

 

139. Giacomo Antonio Moro, Cappella Paolina of the Quirinal Palace, 1619. 
Bronze.49mm. London: British Museum 

 

 
 

140. Gaspare Mola, Paul V/Christ Washing Peter’s Feet, 1619. 
Bronze. 26mm. London: British Museum 


	Hunt_Dissertation Title Page
	Copyright
	Abstract
	Dedication
	Aknowledgments
	Table of Contents
	LIST OF FIGURES
	1_Introduction_4.15.2020
	2_Chapter One_4.16.2020
	3_Chapter Two_4.17.2020
	4_Chapter Three_4.19-.2020
	5_Conclusion
	Bibliography
	Figures

