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Abstract 

The objective of this thesis is to examine seventeen Venetian church ceiling 

cycles and to demonstrate how many of them, particularly the ones painted from the 

1550s onward, corresponded to Catholic reform and the decrees set forth at the Council 

of Trent.  Demonstrating the importance of the partnership between traditional 

methodologies and digital applications as an approach to art historical research and 

presentation, this thesis determines that the subject matter and display of the ceiling 

cycles after 1550 shifted due to the decrees related to imagery. The first chapter provides 

an overview of the Catholic Church in Venice and its imagery as well as the controversy 

over religious imagery in the sixteenth century. Chapter One also provides historical 

context on the Council of Trent and the decrees laid out on imagery, as well as Venice’s 

response to the decrees in relation to the ceiling painting cycles. The second chapter 

focuses on the methodological implementation and implications of digital tools for the art 

historical analysis. It includes a discussion of the process of building the visualization 

database in Omeka and constructing three interactive maps in Carto DB that indicate the 

location of Venetian churches containing the ceiling cycles, where they are placed inside 

the complex, and the types of iconography depicted. This chapter considers why the 

exhibitions on the website, Iconography, Placement in the Complex, and Patrons are 

relevant to the art historical content along with the decisions that guided which tools 

could best show this content. The chapter also addresses how photographing each church 

ceiling painting in Venice helped to shape the database and also to reconstruct the 
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experiential mode of viewing these cycles. The third chapter summarizes the findings of 

this thesis through an analysis of the Overview, Iconography, and Placement in the 

Complex maps. The digital overview map clearly shows the abundance of church ceiling 

painting during the sixteenth century, which seems to be a Venetian phenomenon, and a 

strong affirmation of sixteenth-century Catholic faith in the elaborate decoration of 

churches. An analysis of the three layers of the Iconography map serves as a synopsis of 

how the visualization program provides novel, multiple ways of comparing and assessing 

Catholic reform and Counter Reformation imagery.  In addition, an examination of the 

Placement in the Complex map allows the user to recognize that the decoration of 

sacristies was probably a direct result of the emphasis on the Blessed Sacrament during 

the Tridentine period and as such, is an appropriate case study for visualization.  The 

chapter also addresses potential ways to expand this thesis and opportunities for further 

research. 
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Introduction 

Wolfgang Wolters poses a challenge that is central to this thesis on the 

visualization of Venetian church ceiling paintings:  “Looking at such works as 

illustrations in books or on a computer monitor, distorts the view of…ceiling paintings. 

Only on location, within the spatial context, and viewed from below at an angle, does the 

task of the painter become clear and comprehensible: the design of a composition in 

which the messages contained therein includes the viewers themselves, who are gazing 

upward.”1 Although, as Wolters claims, there is no substitute for seeing a work of art in 

person, visualization of a ceiling on a computer screen arguably allows one to experience 

the art virtually both in detail and totality.  Wolters’ context is actually the viewer’s 

limited experience of seeing art in increments with the viewer’s head craned far back in 

the church.  A reproduced visualization cannot re-create the sixteenth-century viewer’s 

response to the ceilings in the church, but it does allow us to demonstrate what art 

historians believe were the intentions of the artist and the patron of the time. 

Visualization aims to show the experiential component of viewing these Venetian 

ceilings, which was very important at the time of their creation.  The paintings were 

meant to arouse an emotional response and to inspire a spiritual experience through their 

sensuality and beauty that directed the viewer’s gaze heavenward.2 Moreover, 

                                                      

1Wolfgang Wolters, “Art in Venice: 1400-1600,” in Eric R Dursteler, A Companion to Venetian History, 
1400-1797 (Leiden and Boston: Brill, 2014), 800-801.  
2Bette Talvacchia, “The Word Made Flesh” and Tracy E. Cooper, “On the Sensuous: Recent Counter-
Reformation Research,” in Marcia B. Hall and Tracy E. Cooper, eds., The Sensuous in the Counter-
Reformation Church (Cambridge: Cambridge University Press, 2013), 59; 25.  
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visualization also offers a more comprehensive window onto the works of art in question: 

an overview of an entire ceiling cycle; a detailed dissection and viewing of each ceiling 

component; the context of the church interior and exterior; its siting on a historical map, 

as well as additional didactic information “layered” onto the digital program.  

The objective of this thesis is to examine seventeen Venetian church ceiling 

cycles in fourteen churches and to demonstrate how many of them, particularly the ones 

painted from the 1550s onward, corresponded to the tenets of the Catholic reform 

movement and the decrees set forth at the Council of Trent. The earliest cycle addressed, 

in the ceiling of Santa Maria degli Angeli from the 1490s, predates the Protestant 

Reformation. The later ones investigated, such as San Nicolò ai Frari of 1581, are 

examples of Counter Reformation art extending to the turn of the seventeenth century. 

This thesis shows the evolution of painted ceiling imagery over the course of the 

sixteenth century, as artists and patrons absorbed the lessons of Catholic reform thinking.  

The decrees of the Council affirmed the importance of sacred images as integral to 

church adornment to benefit the viewers’ religious devotions and understandings of 

teachings of the church.3  The scenes depicted in Tridentine ceiling cycles are to be 

viewed as cohesive iconographic narratives easily understood by the laity.  They 

underscore the importance of the Eucharist as a sacrament of great importance in 

Catholic liturgy and of Mary and the saints as teachers and intercessors.  Moreover, in 

addition to honoring religious figures, the ceilings display a level of artistic grandeur that 

                                                      

3Marcia B. Hall, “Introduction,” in Marcia B. Hall and Tracy E. Cooper, eds., The Sensuous in the Counter-
Reformation Church (Cambridge: Cambridge University Press, 2013), 2.    
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was associated with the political greatness of the Venetian Republic, not to mention the 

important status of a private or clerical patron.4 The ceiling painting cycles discussed in 

this thesis emphatically affirm the church’s belief in the splendor of holiness: they were 

expensive to create, often very lavish in framing, woodwork, and imagery, and painted by 

leading artists of the day.  

Complementing the written component of this thesis is the digital visualization 

section. This consists of a 1729 map of Venice by Ludovico Ughi, Iconographic 

Representation of the Illustrious City of Venice Dedicated to the Reign of the Most Serene 

Dominion of the Veneto, on which the churches under investigation are displayed and a 

database detailing and comparing the ceiling cycles, along with three exhibitions on the 

themes of iconography, placement of the cycle in the complex, and patronage. The 

visualization segment of this thesis attempts to parallel the experience of visiting each 

church by showing contemporary viewers the spaces in which the paintings are set and to 

examine each painting in detail. Since in their actual setting the ceiling paintings appear 

many feet above the viewer, the database allows users to view the paintings closely and at 

length. Visualization encourages users to understand some of the challenges faced by 

artists in the sixteenth century, challenges which the art historian Alexander Nagel 

metaphorically addresses: “when an artistic map is superimposed on the map of 

reforming activity, an extraordinarily rich and dense pattern of connections emerges.”5 

                                                      

4Patricia Fortini Brown, Art and Life in Renaissance Venice (Upper Saddle River: Prentice Hall, 1997), 
102-103. 
5Alexander Nagel, The Controversy of Renaissance Art (Chicago: The University of Chicago Press, 2011), 
8. 
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The actual map in this thesis provides the spatial context for the database and exhibitions.  

It allows for a unique, rich and dense visual display of these church ceilings, some of 

which, until this thesis, have only been nominally, if ever, photographed and reproduced 

in art historical literature.  

This thesis references the most up-to-date scholarship on church ceiling cycles 

and the influence of the Counter Reformation.  Juergen Schulz’s important publication of 

1968, Venetian Painted Ceilings of the Renaissance, was the first comprehensive 

examination of the “proliferation” of ceiling painting in Venice during the sixteenth 

century. His survey of ceiling paintings in churches, confraternities, and private and 

public buildings was extremely influential to this thesis. Schulz established that a “wave 

of building, rebuilding and redecoration,” including 73 cycles, took place in Venice 

during the fifteenth, sixteenth, and seventeenth centuries. He presents, in detail, the 

ceiling cycles of the churches. His work focuses on the artists and their “illusionistic” 

innovations within the ceiling frameworks, but does not directly address Counter 

Reformation influences. This thesis is the first time, since Schulz’s book, that these 

cycles have been surveyed, the first time they have been assembled in color, and the first 

time they been viewed in a digital format.  

In fact, some of these ceiling cycles have scarcely been examined by scholars 

since Schulz. There has since been an increased investigation of the relationship between 

the arts and the Counter Reformation. More recent studies of Venetian church painting 

and architecture have focused on specific Counter Reformation themes, individual studies 

of churches, and relationships between artists and patrons. Marie-Louise Lillywhite’s 
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recent dissertation on the Counter Reformation’s influence on Venetian art and its patrons 

is very valuable, but she only analyzes two of the fourteen church ceilings. Madlyn 

Kahr’s and Peter Humphrey’s articles on San Sebastiano also offer insight into a Counter 

Reformation program, but again, only one church is studied. Other examples of 

scholarship important to this thesis include Marcia Hall and Tracy Cooper’s The 

Sensuous in the Counter-Reformation Church and Alexander Nagel’s The Controversy of 

Renaissance Art, both of which focus on Italian Counter Reformation art and its 

precedents, although not much on Venetian painting.  

With their research in mind, and by mapping the ceiling cycles and creating a 

database, I was able to better understand most of the iconographic patterns that developed 

from the decrees at Trent. In comparison with previous investigations of Venetian ceiling 

paintings, the creation of a database and an interactive map allows users to compare all 

the paintings on one site. This thesis, therefore, adds a dimension to scholarship in this 

field and makes a contribution by allowing the viewer to simultaneously examine all 

seventeen ceiling cycles in one place, at one time. The database visually illustrates more 

clearly how Counter Reformation art was depicted, displayed, and intended to involve 

sixteenth-century viewers. 

Chapter One will provide an overview of the Venetian church and imagery, 

address the controversy over imagery in worship before and during the Counter 

Reformation, give a summary of what happened at the Council of Trent and the decrees 

that made an impact on imagery, discuss Counter Reformation art and the relationship of 

these developments to the ceiling cycles studied in this thesis, and assess Venice's 



 

 6

response to the Council of Trent decrees. Chapter Two investigates the digital tools 

utilized for the map, database, and exhibitions and why each tool was chosen. There will 

also be a discussion of my work in Venice photographing each ceiling cycle and a 

description of how each digital component functions in this thesis.  Chapter Three 

describes my findings, compares this project to similar database programs on other 

subjects, suggests how this study might serve as a foundation for further research and 

expansion, and how this thesis is relevant to scholars in the field. 
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Chapter One 

This chapter will give an overview of the church in Venice and its use of religious 

imagery, the controversy over imagery in the church, the Council of Trent, and the 

decrees laid out on imagery, as well as Venice’s response to the decrees.  

The Venetian Church and Imagery 

Venice’s unique topography—a constellation of islands in lagoon waters on the 

Adriatic Sea—was seen as a protected city, or as the diarist Marin Sanudo wrote, created 

“…more by divine than human will.”1 To Venetians, Venice personified the ideal 

Christian state whose government and church were blessed by heavenly will.2 The church 

and state were closely intertwined as the Venetian church was under the strict control of 

the Venetian government, headed by the doge.  Venice felt its mission was conferred 

directly by God; therefore, the doge answered to God first, not the pope.3 This 

independent stance may have led some historians to describe Venice as a “gateway to the 

Reformation,” given its self-determination regarding papal policy, not to mention its 

close commercial links to Germany, and its history of liberalism.4   However, Lillywhite 

argues that during the Tridentine period the political position taken by the Republic 

                                                      

1Brown, Art and Life in Renaissance Venice, 16. 
2Brown, The Renaissance in Venice, 1-94. 
3Cecilia Cristellon and Silvana Seidel Menchi, “Religious Life” in Eric R. Dursteller, ed.  A Companion to 
Venetian History, 1400-1787, (Leiden and Boston:  Brill, NV), 398. 
4Cristellon and Menchi, “Religious Life,” in Dursteller, ed., A Companion to Venetian History, 1400-1787, 
407. 
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should not be mistaken for a lack of passionate religious belief and Venetian fidelity to 

the Catholic faith.5  

In addition to the doge’s role in the governance of the church in Venice, the 

patriarch also played a critical role in the religious and political realms. The patriarch 

descended from Venetian nobility and served as the liaison between Venice and Rome. 

The patriarch, an ecclesiastic with diplomatic service to the Republic, was nominated by 

the Venetian Senate and approved by the pope.6 From the mid-fifteenth century on, the 

move of the patriarchate to Venice from Grado and the appointment of Lorenzo 

Giustiniani (1381-1456) as patriarch allowed the Republic to control church relations 

with the pope. However, Venetians were often suspicious of the patriarch’s position 

because they feared it could be used to serve the pope at the expense of the Republic.7 

Another important aspect of the Venetian church was the growth and influx of 

certain religious orders in Venice. During the first half of the sixteenth century there was 

an arrival of new religious orders, devoted to social assistance, education, preaching, 

confession, and other missions. After the 1527 Sack of Rome, Theatine clerics sought 

refuge in Venice. From 1536 to 1539, there was the rise of the Capuchin convent, an 

order reformed by the Franciscans. In 1550, the Jesuits arrived, after Ignatius Loyola was 

acquitted of heresy accusations and received approval for his order from Pope Paul III 

                                                      

5Marie-Louise Theresa Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 
1563-1610: San Giacomo dell’Orio, Santa Maria dell’Umiltà, The Redentore and San Giorgio Maggiore 
(Warwick: University of Warwick, 2013), 3. 
6Cristellon and Menchi, “Religious Life,” in Dursteller, ed., A Companion to Venetian History, 1400-1787, 
380-381. 
7Cristellon and Menchi, “Religious Life,” in Dursteller, ed., A Companion to Venetian History, 1400-1787, 
381. 
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(1468-1549). The Republic was ambivalent toward the Jesuits in particular because of 

their loyalty and servitude to the pope.8   

Many religious orders that moved to Venice at this time commissioned art for 

their churches, including ceiling cycles under investigation in this thesis.  One notable 

example is Paolo Veronese’s grand ceiling painting cycles for the nave (figure 1) and 

sacristy (figure 2) of San Sebastiano, commissioned by the noted Catholic reformer Prior 

Bernardo Torlioni (ca. 1491-1572) of the Order of St. Jerome.9  Likewise, some orders 

expressed their dedication to certain religious subjects in their church ceiling cycles. For 

example, Jesuit devotion to the Virgin Mary, a veneration that Protestants opposed, is 

exemplified in the ceiling cycle at Santa Maria dell’Umiltà (figure 3).10  

Scuole, or religious lay confraternities, were one of the most important sources of 

patronage of the arts in Venice.  Although technically they were secular institutions, their 

focus was on religious devotion and spiritual brotherhood, another example of the 

overlapping relationship between the church and the secular realm in Venice.11 Scuole 

allowed Venetians of every class to come together in a context of social solidarity and 

mutual assistance.12 Devotional activities and social functions took place at the 

confraternities.  Particularly notable during the sixteenth century was the rise of the 

                                                      

8Cristellon and Menchi, “Religious Life,” in Dursteller, ed., A Companion to Venetian History, 1400-1787, 
385-386. 
9Alessandra Zamperini, Paolo Veronese (London: Thames and Hudson, 2014), 83-88. 
10Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 1563-1610, 137. 
11Frederick Ilchman, “Venetian Painting in an Age of Rivals,” in Frederick Ilchman, ed., Titian, Tintoretto, 
Veronese: Rivals in Renaissance Venice (Boston: MFA Publications, 2009), 46. 
12Brian Pullan, Rich and Poor in Renaissance Venice: The Social Institutions of a Catholic State, to 1620 
(Cambridge: Harvard University Press, 1971). 
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Scuola del Sacramento, a confraternity dedicated to the Blessed Sacrament. Prior to the 

Council of Trent, confraternities and chapels dedicated to the Blessed Sacrament existed 

in Venice, but their numbers increased most likely due to the restated emphasis on the 

Eucharist following the Council of Trent.13  For example, Paolo Veronese’s ceiling cycle 

for San Giacomo dell’Orio (figure 4) was commissioned by the Scuola del Santissimo 

Sacramento. The cycle depicts the Holy Ghost, commonly associated with the celebration 

of the Eucharist, and as such clearly reflects Tridentine interest in the Blessed Sacrament. 

The Controversy over Imagery  

Discussion of the controversy over church reform and religious imagery could 

start with the rise of Martin Luther (1483-1546).  Practicing as an Augustinian monk in 

Wittenberg, Germany, Luther objected to a wide range of church practices and doctrines, 

from religious indulgences to the validity of the papacy. He gained greatest attention—

and ultimately excommunication from the church and the birth of the Protestant 

religion—through his criticisms outlined in his 95 theses.  Most important was his 

objection to the doctrine of transubstantiation, which was at the heart of the Catholic 

faith.14 On the topic of religious images, and most relevant to this thesis, Luther believed 

that the use of images in places of worship were “unnecessary, and we are free to have 

                                                      

13Maurice E. Cope, The Venetian Chapel of the Sacrament in the Sixteenth Century (Chicago: The 
University of Chicago, 1965). 
14For more information on the life of Martin Luther and the evolution of his positions see Timothy F. Lull 
and Derek R. Nelson, Resilient Reformer: The Life and Thought of Martin Luther (Minneapolis: Fortress 
Press, 2015). 
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them or not, although it would be much better if we did not have them at all.”15  The role 

and value of images in worship, and religious settings, was under significant debate for 

several reasons during the sixteenth century, even prior to Luther’s objections. First, the 

function of images in worship was challenged by such reformers as Erasmus (1466-

1536), who influenced Luther and “who…roundly condemned the material cult of 

veneration of relics and images…”16 Erasmus had profoundly questioned the 

accouterments of religious worship, believing the invisible should not be mediated 

through the visible. The use of images in worship was also challenged due to the risk of 

adoring false idols. Luther and reformers saw dangers in congregants confusing 

superstitious adoration of images and relics with a true religious experience based solely 

on the scriptures. Luther also challenged the Catholic belief in Salvation/Justification 

through Good Works and therefore the patronage purposes of donors of art to churches.17  

Other reformers, particularly John Calvin (1509-1564), were even more averse to 

religious imagery. The Huguenot abhorrence of imagery led to demonstrations of 

iconoclastic vandalism and civil unrest in France. One key principle of the Protestant 

Reformation was “…pictures do not communicate, they simply are, and for that reason 

they should be destroyed.”18  

Well before Trent, reformers concerned about the proper pastoral and educational 

purposes of the church also objected to inaccuracies in painterly representations of the 

                                                      

15Joseph Leo Koerner, The Reformation of the Image (Chicago: The University of Chicago Press, 2004), 
157. 
16Hall, “Introduction,” in Hall and Cooper, eds., The Sensuous in the Counter-Reformation Church, 1. 
17Hall, “Introduction,” in Hall and Cooper, eds., The Sensuous in the Counter-Reformation Church, 1. 
18Koerner, The Reformation of the Image, 136. 
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Bible.  In this regard, art historians have focused on the criticism Michelangelo’s high 

profile Sistine Chapel ceiling generated in its day.  That is, it misrepresented biblical 

narratives and fostered art for art’s sake that was too complicated and with “excessive 

artifice.”19 Girolamo Savanarola (1452-1498), a Dominican preacher, was highly critical 

of religious imagery that “doubled” both as a portrait of a religious figure and a modern 

day depiction of a donor or other personage “posing” in that role.20 Vehemently 

condemning religious painting content and practices of the late fifteenth century, 

Savanarola wrote, “one should not honor the image itself but Christ or the saint it 

represents.”21    

After the mid-sixteenth century, religious imagery became an official concern of 

the Catholic church and an active response against Protestant thought. In contrast to 

Luther’s skepticism of the benefits of imagery in religious settings, Catholic reform 

doctrine argued that artists and patrons should “engage themselves in producing religious 

imagery based on principles of clarity, simplicity and comprehension, of a kind to excite 

the viewer to piety whilst removing ‘every superstition’ and ‘all lasciviousness.’”22 To 

Alexander Nagel, the sixteenth century marked a period of controversy over the use of 

imagery in worship that he describes as a “condition of art.”23 Nagel believes these 

controversies in art responded to radical questions that artists had to ask and then tried to 

                                                      

19Hall, “Introduction,” in Hall and Cooper, eds., The Sensuous in the Counter-Reformation Church, 9-10. 
20Nagel, The Controversy of Renaissance Art, 17. 
21Nagel, The Controversy of Renaissance Art,18. 
22Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 1563-1610, 1.  
23Nagel, The Controversy of Renaissance Art, 2. 
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answer in their paintings:  What is an image and what role should images play in 

religion? Nagel believes that art was at the crux of the reform/reformation debate.24   

Some Catholic reformers questioned whether piety dedicated to charitable works 

was compromised by diverting large amounts of their funding to elaborate churches and 

religious art.  For example, Gasparo Contarini (1483-1542), the Venetian reformer and 

political theorist, believed that funding church decoration, while important, should not 

take priority over providing for the poor.25  This view challenged, as Marcia Hall writes, 

the long tradition of glorifying God by adorning churches with rich materials.26  The 

question also arose as to whether overly ornate decoration of churches contributed to the 

veneration and sense of the presence of God, or was it simply a distraction? While this 

issue was debated during this period of reform, Patricia Fortini Brown notes that 

expressions of piety and adoration were not mutually exclusive from the display of 

Venetian artistic magnificence.  Indeed, the desire to build was warranted by the view 

that “the splendor of holiness” or architectural grandeur, costly decor, and intricate 

ceremony were considered just as important an expression of religious devotion as care 

and charity for the poor.27  

 

                                                      

24Nagel, The Controversy of Renaissance Art, 4. 
25Nagel, The Controversy of Renaissance Art, 9. 
26Hall, “Introduction,” in Hall and Cooper, eds., The Sensuous in the Counter-Reformation Church,12. 
27Brown, Art and Life in Renaissance Venice, 102. 
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The Council of Trent 

The Council of Trent was convened in three periods: 1545-47, 1551-52, and 

1562-63. “The agenda of the council was…set amid a fundamental conflict of priorities 

over “the uprooting of heresies” and “the reform of the clergy and the Christian 

people.”28 Luther had challenged the church to reexamine its doctrine of justification, 

claiming we can only be saved “by faith alone” and not by “works.”29 Luther’s second 

challenge was the reform of ecclesiastical offices and religious practices, with most of his 

grievances directed against the pope.30 Confronting the break-up of his empire over 

religious division, Emperor Charles V (1500-1558) felt a council would provide the best 

hope for peace and reconciliation. He was driven by a deep devoutness and even though 

he felt Luther was a heretic, Charles V believed that Luther’s concerns deserved to be 

addressed.31 Heresy was to be combatted by resolving doctrinal issues and implementing 

church reform, which meant primarily improving the pastoral role of the bishoprics and 

educational abilities of the clergy.32   

In its doctrinal discussions, the council only chose to consider and contest 

Protestant teaching that conflicted with Catholic theology: “Trent made no 

pronouncements about the Trinity, the Incarnation, and other Christian truths that 

                                                      

28John W. O’Malley, Trent: What Happened at the Council (Cambridge: Harvard University Press, 2013), 
14. 
29O’Malley, Trent: What Happened at the Council, 12. 
30O’Malley, Trent: What Happened at the Council, 13. 
31O’Malley, Trent: What Happened at the Council, 55. 
32O’Malley, Trent: What Happened at the Council, 65. 
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Protestants also believed.”33 Instead, the Council’s two key doctrinal issues were 

affirming justification and the sacraments. The Council categorized “reborn heresies” 

into a sixteen-heading index in order to reveal what informed contemporaries believed 

were issues at stake in religious controversies.34 Certain resolutions of items in the index 

were to be extremely influential on the arts, including the affirmations of the seven 

sacraments of the church, the sacrifice of the Mass, the veneration of the saints, and 

justification by faith and works. The Council opposed Luther’s minimization of the role 

sacraments play in justification and holiness. Three aspects of the Eucharist were 

affirmed: Sacrifice, Real Presence, and communion.35 In regards to the Catholic doctrine 

of the Eucharist, there were two major issues opposed by Luther: the Real Presence of 

Christ in the form of bread and wine, and the doctrine of transubstantiation that stated 

that the substances of the bread and wine changed into the real substance of Christ’s body 

and blood. 36 In contrast to the Catholic church’s position, the Protestant reformers 

believed that the only true and saving sacrifice was Christ’s sacrifice on the cross; the 

mass was merely a commemoration of that event.37 Catholic faith and devotion to the 

sacrament was demonstrated by the wealth and activity of religious and lay organizations 

committed to the Eucharist, as seen for example in Venice. Moreover, and of relevance to 

this thesis, the Protestant refutation of transubstantiation, not just the argument over the 

                                                      

33O’Malley, Trent: What Happened at the Council, 14. 
34O’Malley, Trent: What Happened at the Council, 66. 
35O’Malley, Trent: What Happened at the Council, 190. 
36O’Malley, Trent: What Happened at the Council, 130. 
37O’Malley, Trent: What Happened at the Council, 189. 
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use of imagery, may explain efforts to increase decoration of Venetian churches, namely 

with ceiling painting cycles to maximize reverence of the Eucharist.38  

In the consideration of imagery, it was the French delegation, guided by Cardinal 

Charles de Guise (1524-1574), who first insisted on putting the debate on the value of 

religious images on the agenda at the Council of Trent because of outbreaks of vandalism 

of church property conducted by Hugenot iconoclasts in France.39  The French called for 

discussion of this issue: “Because iconoclasts have arisen in our times… the council must 

take measures to assure that the faithful are properly instructed in church teaching 

regarding the veneration of images. The council should likewise take measures to 

eliminate the abuses and superstitious practices… Similar provisions should be made for 

indulgences, pilgrimages, the relics of the saints and the so-called brotherhoods 

[confraternities].”40  

The Second Council of Nicea (787) was an important precedent for the French 

demands and ultimately the Council of Trent decree on imagery. The Nicean Council had 

addressed the matter of the veneration of sacred images, but Trent went significantly 

further.41   The Council of Trent stated that images were not to be suggestive, lascivious, 

or superstitious. 42 Trent, affirmed that religious images were useful visual aids “to move 

                                                      

38Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 1563-1610, 3. 
39John W. O’Malley, “Trent, Sacred Images and Catholics’ Senses of the Sensuous,” in Hall and Cooper, 
The Sensuous in the Counter-Reformation Church, 33. 
40Alain Tallon, La France et le Concile de Trente (1518-1563)  (Rome: Ecole Francaise de Rome, 1997).  
41O’Malley, Trent: What Happened at the Council, 244.  
42Waterworth, The Canons and Decrees of the Sacred and Ecumenical Council of Trent, 236. 
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the viewer to piety and thus encourage him to embrace the Catholic faith.”43  The Council 

of Trent’s intention was for images to instruct theologically, to move the emotions of the 

devout, and to embrace the sensuous experience for spiritual benefits. Most of the ceiling 

cycles mentioned in this thesis serve a didactic purpose and show that images can aid in 

educating the viewers. For example, the ceiling paintings at San Giuliano (figure 5) 

instruct through a recognizable central narrative of St. Julian’s rise to divine status. 

The decrees emphasized that the “illiterati” should easily understand the religious 

scene depicted.  This reinforcement of images as “the Bible of the illiterate,” reiterated 

what had been posed in the early sixth century by Pope Gregory the Great.44  The role of 

artists of the sixteenth century was to create religious imagery that promoted correct 

thinking in order to motivate laity to the church and to promote its leadership, 

sacraments, and beliefs as ineluctable.45 By forming decrees on imagery, Trent 

immediately confirmed the validity and usefulness of images. As John O’Malley writes, 

Trent effectively declared that churches should be adorned with images.46  However, the 

decrees were more a guide rather than a “systematic policy or legal framework.”47   

Although the Council of Trent stated that all images had to be overseen and approved by 

the bishop, this practice was not always enforced.48   Even though it can be difficult to 

                                                      

43Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 1563-1610, 90. 
44Vermon Hyde Minor, Baroque and Rococo (New York: Harry N. Abrams, 1999), 119. 
45Minor, Baroque and Rococo, 119-120. 
46O’Malley, Trent: What Happened at the Council, 273. 
47Michael Douglas-Scott, “Prohibition of text and license of Image: Painters and the Vernacular Bible in 
Counter-Reformation Venice,” in Il Rinascimento Italiano di fonte alla Riforma: letteratura e arte ed. 
Chrysa Damianaki, Paolo Proccacioli and Angelo Romano, Rome: Vecchiarelli, 2005: 231-52. 
48Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 1563-1610, 8. 
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ascertain a consistent Counter Reformation style, the ceiling paintings in this thesis are 

bold expressions and a declarative reaffirmation of the power of and importance placed 

on imagery in churches. 

Counter Reformation Art  

There were 25 sessions at the Council of Trent, three of which led to decrees that 

pertain to the topic of this thesis, but only one directly related to images themselves. Hall 

and O’Malley, among recent scholars, seem to agree that there was not an exact 

consensus on what defined Counter Reformation art.  Nagel, however, notes that because 

a substantial number of treatises on religious art were developed after 1550 religious 

reform altered the way art was formulated and produced.49 Artists were conscious of the 

appropriate themes and imagery and seem to have been very aware of the lessons of the 

Council of Trent. 

The decrees affecting imagery were a direct response to Protestant objections to 

holy images.50 Regarding transubstantiation, Trent reaffirmed the principle of 

transubstantiation or the invisible (the spiritual) being made visible through the message 

of paintings.51 O’Malley also writes that much attention was paid to the mass and 

sacraments at Trent, which reaffirmed the validity and necessity of appealing to the 

senses by ritual and by imagery related to these rituals.52 

                                                      

49Nagel, The Controversy of Renaissance Art, 6. 
50Koerner, The Reformation of the Image, 11. 
51O’Malley, Trent: What Happened at the Council, 32. 
52O’Malley, Trent: What Happened at the Council, 43. 
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The first decree of importance to this topic came from Session 13, of October 11, 

1551, that reasserted the Catholic position regarding the Eucharist and confirmed the 

dogma of Real Presence and transubstantiation. During this session, the Council wanted 

to highlight that Christ is present in the most holy Sacrament of the Eucharist.53 The 

reason for the institution of this “most holy Sacrament” was because “He [the Lord Jesus 

Christ] poured forth as it were the riches of His divine love towards, man making a 

remembrance of his wonderful works; and He commanded us, in the participation thereof, 

to venerate His memory, and to show forth his death until He come to judge the world.”54 

The Council considered the Eucharist the most holy of the sacraments because of its 

“visible form of an invisible grace; but there is found in the Eucharist this excellent and 

peculiar thing, that the other sacraments have then first the power of sanctifying when 

one uses them, whereas in the Eucharist, before being used, there is the Author Himself 

of sanctity.”55     

Patrons of the arts, architects, and artists responded to this emphasis on the 

Eucharist with reorganized churches that gave prominence to sacristies and altars so the 

Host could be seen and communion could be received by the congregants. For example, 

an elaborate ceiling cycle by Palma il Giovane was commissioned for the sacristy at 

                                                      

53Reverend J. Waterworth, (editor and translator) The Canons and Decrees of the Sacred and Ecumenical 
Council of Trent  (Chicago: The Christian Symbolic Publication Soc., 1848), 76. 
54Waterworth (editor and translator), The Canons and Decrees of the Sacred and Ecumenical Council of 
Trent, 77. 
55Waterworth (editor and translator), The Canons and Decrees of the Sacred and Ecumenical Council of 
Trent, 78. 
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Santa Maria Assunta (figure 6); it depicts an Old Testament scene, Gathering of Manna 

(figure 7), which was believed to allude to the Sacrament in the New Testament.56  

The decrees of Session 24, on November 11, 1563, also reinforced the choice of 

iconography and style of painting, and therefore had a significant bearing on the ceiling 

paintings examined in this thesis. Chapter 7 of Session 24 states the virtue of the 

sacraments should be instructed by the clergy to see if the laity grasped the nature of the 

Blessed Sacrament before receiving it.57 “In order that the faithful people may approach 

to the reception of the Sacraments with greater reverence and devotion of mind, the holy 

Synod enjoins on all bishops, that, not only when they are themselves about to administer 

them to the people, they shall first explain in a manner suited to the capacity of those who 

receive them, the efficacy and use of those sacraments, but shall endeavour that the same 

be done piously and prudently by every parish priest…”58 This decree itself inspired the 

growing number of Scuole del Sacramento during this period, such as, as previously 

noted, the Scuola Santissimo Sacramento that commissioned a ceiling cycle devoted to 

the Eucharist for its affiliate church, San Giacomo dell’Orio. The decree, like the 

subsequent one on images, had a clear emphasis on the importance of the educational role 

of the church. Particularly during the second half of the sixteenth century, the visual arts, 

when effectively and appropriately addressing the congregants, could help fulfill this 

teaching responsibility.  

                                                      

56Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 1563-1610, 6. 
57Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 1563-1610, 6. 
58Waterworth (editor and translator), The Canons and Decrees of the Sacred and Ecumenical Council of 
Trent, 213-214. 
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The 25th Session, December 3-4 1563, was the final session of the Council of 

Trent, during which the decree “On the Invocation, Veneration, and Relics, of the Saints, 

in Sacred Images” was issued.  It addressed the “image controversy,” as well as the 

relevance and importance of sacred images as an integral part of ecclesiastic designs. 

This decree aimed to legitimize the use of images, “teaching [the congregants], that the 

saints, who reign together with Christ, offer up their own prayers to God for men; that it 

is good and useful suppliantly to invoke them, and to have recourse to their prayers, aid, 

(and) help for obtaining benefits from God, through His Son, Jesus Christ our Lord…”59 

Religious images were intended to incite the viewer to adore God and religious subjects 

and foster piety.60 Many ceiling paintings in this thesis, such as those of San Nicolò dei 

Mendicoli (figure 8), celebrate saints of the church and instruct the viewer about a saint’s 

life.  For example, the depictions of the Stigmatization of St. Francis (figure 9) and St. 

Nicholas Acclaimed Bishop of Myra (figure 10), once displayed in the now destroyed San 

Nicolò ai Frari, reflect the decrees issued at Trent. The decrees also re-emphasized the 

importance of Mary the mother of God,61 who had long been an important subject of 

Catholic reform thinking. Paolo Veronese’s ceiling paintings in the sacristy of San 

Sebastiano are a direct reflection of this. The center painting depicts the Assumption of 

the Virgin (figure 11) surrounded by the four evangelists and virtues.  

                                                      

59Waterworth (editor and translator), The Canons and Decrees of the Sacred and Ecumenical Council of 
Trent, 234. 
60Waterworth (editor and translator), The Canons and Decrees of the Sacred and Ecumenical Council of 
Trent, 235. 
61Waterworth (editor and translator), The Canons and Decrees of the Sacred and Ecumenical Council of 
Trent, 234. 
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After Trent, there were some examples of precise prescriptions for the arts. 

Giovanni Andrea Gilio was an ecclesiastic who wrote a treatise on the religious images 

after Trent, Dialogo degli errori della pittura (1554), in the hope of creating a similar 

Counter Reformation program for religious painting. Gilio was most vocal about 

Michelangelo’s Last Judgment in the Sistine Chapel, stating it was filled with profane 

nudity and little religious purpose. He criticized Michelangelo for making the 

iconography too sophisticated and complex for the average worshipper’s understanding.62  

Carlo Borromeo, Bishop of Milan and a leading orchestrator of reform, wrote 

Instructionum Frabricae in 1577. It was a manual for the proper architectural design of 

Counter Reformation churches, and sacristies—the site of four Counter Reformation 

ceiling painting cycles discussed in my thesis—with very explicit guidelines on the 

construction of various church components.63 A notable example of artistic license 

coming under the scrutiny of Tridentine thinking was Paolo Veronese’s Last Supper 

Feast in the House of Levi for the Dominican church of Santi Giovanni e Paolo. Despite 

his ecclesiastic Dominican patrons’ acceptance of the work, the painter was subject to a 

famous bout in 1573 with the Inquisition. His inclusion of “buffoons, drunkards, 

Germans, dwarfs and similar vulgarities” in a painting referencing the Last Supper lacked 

the decorum inferred by the Council of Trent decrees.  Veronese’s response was “I am 

painting pictures as I see fit and as well as my talent permits.”64 Veronese accommodated 

                                                      

62Hall, “Introduction,” in Hall and Cooper, The Sensuous in the Counter-Reformation Church, 11. 
63Nebehat Avcioglu and Emma Jones, Architecture, Art, and Identity in Venice and Its Territories, 
(Farnham: Ashgate, 1988), 120. 
64Minor, Baroque and Rococo, 45. 
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the Inquisition not by altering imagery felt inappropriate for a biblical scene, but by 

giving it the different title of Feast in the House of Levi; the title still related to the 

gospels but one which mentioned the presence of sinners and avoided the more sacred 

reference to the Last Supper.65  More typically, however, Veronese incorporated the 

larger lessons of Trent into his religious imagery, as seen for example in his ceiling 

painting of the Adoration of the Magi (figure12) commissioned for San Nicolò ai Frari 

(now in the Capella del Rosario of San Giovanni e Paolo.)   

The desire for guidelines was also voiced by Gabrielle Paleotti, Archbishop of 

Bologna, who wanted to create an index and rules for religious painting.  Although his 

Discorso (1582) was never published, it was thought to be influential due to his 

prominent participation at the Council of Trent.66 Just as Gilio criticized the artist, 

Paleotti admonished patrons for their “vainglorious inclusion” of family portraits and 

coats of arms. In Venice this practice diminished but by no means disappeared.67 For 

example, Don Cesare Carafa’s commission for the ceiling painting at San Francesco di 

Paola (figure 13) boasts family imagery, including four coats of arms surrounding the 

central painting  (figure 14) as well as many square side paintings depicting members of 

his family in suits of armor (figure 15).  The Council of Trent clearly favored the 

depiction of “appropriate” religious imagery, but it can be deduced that no one protocol 

was ever formulated or followed in Counter Reformation art. 

                                                      

65Minor, Baroque and Rococo, 45. 
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Venice’s Response to Trent  

At first, the Venetian church had viewed the Council of Trent as a threat to its 

authority. Venice initially seems to have understood the Council as a political “game” 

between the pope and great European powers. Thus, Venice initially was reluctant to 

send any significant ecclesiastical figures to convene there.68 Regardless of this initial 

skepticism, Venice became actively involved at the Council of Trent.  For example, 

Daniele Barbaro (1514-1570), a major patron of Paolo Veronese, was a cardinal and one 

of Venice’s notable delegates to the Council of Trent.69 Following the conclusion of the 

Council, a synod was held in Venice by the Venetian patriarch Giovanni Trevisan, in 

1564, at which time the decrees were presented formally.  Shortly thereafter, the decrees 

were formally presented by the doge and the Venetian government, and they became 

written into the laws of the Republic. This was followed by a Papal Visitation, or 

inspection of churches in 1581, from which Tridentine views on church architecture and 

painting really came into force.70 

After the Council, the rebuilding and ornamentation of churches was considered 

of great importance. Such activity was very noticeable in Venice, where patrons—from 

parish priests to nobility and laymen—redecorated the churches of the city with new 

altarpieces and painting cycles. For instance, Giovanni Maria da Ponte was the priest of 

                                                      

68Lillywhite, The Counter Reformation and the Decoration of Venetian Churches 1563-1610, 26. 
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San Giacomo dell’Orio who commissioned the ceiling and wall paintings by Palma il 

Giovane in the Old Sacristy (figure 16), while the nobleman Don Cesare Carafa was the 

benefactor of Giovanni Contarini’s ceiling paintings for San Francesco di Paola.71 Each 

church’s program seems to have been “subject to negotiation,” meaning that there was 

not a uniform response to Trent.72 Rather, what was depicted on each church’s ceiling 

was based on each patron’s taste or interests. This is very evident in the images that can 

be found in the database, which is explained in depth in Chapter Two. 

The abundance of ceiling cycles in Venetian churches is a phenomenon that 

begins in the late fifteenth- and sixteenth-centuries. In addition, a great prevalence of 

painting cycles can be seen in ceilings and walls of many other Venetian institutions, 

such as the Ducal Palace and the notable cycle in the Scuola Grande di San Rocco. Some 

church cycles predate Luther and are not specifically tied to the Counter Reformation, so 

we cannot determine that Catholic reform thinking was responsible for the elaborate 

ceiling decoration. However, we do see a proliferation of ceiling cycles and an evolution 

in iconography of these painted cycles as the century develops which we can tie to the 

receptivity of patrons and artists to the Counter Reformation.   

Why did this increase of ceiling cycles occur in this particular period in Venice? 

Beyond the obvious example of the mosaic ceiling of Saint Mark’s Basilica, there is little 

evidence that there were ceiling cycles of any kind in Venetian churches prior to the 

Renaissance. Juergen Schulz attributes the Miracoli’s (figure 17) ceiling, the earliest 
                                                      

71Schulz, Venetian Painted Ceilings of the Renaissance, 63-64. 
72John O’Malley, “Trent Sacred Images and Catholics’ Senses of the Sensuous” in Hall and Cooper, eds., 
The Sensuous in the Counter-Reformation Church, 29. 
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cycle in this thesis, to antiquarian influences inspired by the Tuscan Renaissance.  In the 

highly competitive dynamics of Venetian painting, it seems apparent that the 

development of ceiling cycles in various venues during the sixteenth century became 

fashionable among patrons and painters.  There has been almost no research published in 

English on the wood carving of the ceilings, although Anne Schulz also notes that in 

1564—coincidentally the end of the Council of Trent— the Venetian woodcarvers guild 

was formed, which perhaps encouraged such work.73  We do know this was a period of 

affluence with conspicuous displays of wealth and great dedication to churches, a piety 

sometimes attributed to a belief that such expressions of piety might ward off plagues or 

military defeats.  However, and most important to this thesis, we know that Trent 

reinforced the adornment of churches with imagery.  In terms of Tridentine 

dogma, ceiling cycles were an excellent way to engage the viewer, to present a unified 

and clear program of liturgy, and to inspire the viewer to look heavenward and respond to 

a scene. The hierarchy of large and small paintings with clear, over-arching messages, 

enveloping the viewer in the scenes with dramatic, from the ground-up perspectives and 

multiple angles, can be considered in keeping with Tridentine approaches to religious art.

                                                      

73Anne Schulz, Woodcarving and Woodcarvers in Venice 1350-1550  (Florence: Centro Di, 2011), 45. 
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Chapter 2 

This chapter will focus on the process of building the visualization database and 

constructing the map.  It will consider why the exhibitions are relevant and the decisions 

that guided which tools could best show the content (see Table 1). The chapter will also 

address how photographing each painting in Venice helped to shape the database. The 

visual content in the project provides the viewer with imagery that in color and detail 

surpasses previous limited resources of visual information.  

On-site Study/Examination in Venice 

For the database, I photographed, studied, and recorded each painting 

individually, as well as collectively in the spaces in which the ceilings are located. I 

photographed 17 cycles in 14 churches (3 churches contained 2 cycles). If a ceiling cycle 

no longer exists in its original location, I visited the remaining parts of the cycle in its 

new location and considered it in relationship to its original configuration.  Such was the 

case for Paolo Veronese’s cycle for San Nicolò ai Frari (figure 18) that is now located in 

the Chapel of the Rosary at Santi Giovanni e Paolo. 

I took the photographs from multiple angles in each church so that I could 

understand the cycle as a whole as well as capture the individual components of the 
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ceilings.1 Some ceiling paintings were photographed multiple times in an effort to capture 

them in the most advantageous light for seeing details.  The process of photographing the 

ceilings made it obvious how difficult it is to see some of the images as an on-site visitor, 

and it underscored the merits of visualization and the creation of a database for these 

materials. In order to give the user a sense of each church, not only did I photograph the 

overall cycles and individual paintings, I also captured, for contextualization, the façade, 

the nave, and if located in the sacristy, the entrance into the sacristy from the nave. 

Arguably the close-up photographs in the database will allow for more successful 

viewing of the individual paintings than can be allowed on site. 

Database  

The purpose of the database is to be able to view all the Venetian sixteenth-

century church ceiling cycles in one online site, and to give the user a sense of the 

experience intended by the artist when viewing these ceilings in a church. Omeka is a 

content management system that allows for the compilation of visual data (photographs) 

and textual data (research) into one place. It was the best digital tool for this thesis project 

because it allowed me to put all of my data into one site in a systematic way, and to 

create a narrative of my research and findings.  

                                                      

1There were lighting and accessibility limitations preventing me from obtaining more polished images.  
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Omeka was important for the presentation of location and descriptive data and 

visual data in several ways. First, I was able to create collections of each church and its 

respective ceiling cycle(s). I was also able to upload flat file database tables created in 

Excel into Omeka, which is where most of the descriptive metadata was consolidated. 

Omeka made the data entry process much simpler because it supports batch-uploading 

“items,” which in this thesis are the paintings, into the Collections. Second, Omeka also 

links to CartoDB, a digital platform that enables mapping and analysis of data. CartoDB 

was extremely useful for uploading the overview and the exhibitions onto complex maps. 

Third, Omeka allowed for the creation of online exhibitions, each of which enables 

comparisons and contrasts of different churches to highlight the key themes of the thesis, 

as well as explanations of each of the maps associated with the exhibitions. Each 

exhibition is like a virtual museum installation: there is text explaining the overall 

concept of each exhibit, as well as photographs to accompany the text for each item 

chosen. With Omeka all of this information could be put in one place and viewed 

individually as well as collectively. 

Thus, I was able to create a single database with all of the information and 

photographs on the 14 churches and 17 ceiling cycles in Omeka, along with extensive 

historical information, in detailed caption form, on each church. The viewer can look at 

the collections on the churches and the cycles as well as the paintings (the items) inside a 

cycle collection. For example, Paolo Veronese’s Annunciation (figure 19) at the formerly 

known Santa Maria dell’Umiltà is an item that is part of the Santa Maria dell’Umiltà 
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Nave Cycle collection (figure 20). Having the cycles in one place allows the viewer to 

compare and contrast all of the cycles and to see an evolution of ceiling painting, from 

the first church cycle done in 1495 at Santa Maria degli Angeli (figure 21) to the last 

cycle, created right before 1600 in San Francesco di Paola.  Users can also explore an 

overview map, which spatially shows the user where all the churches are and connects 

them to the church and cycle collections.  

There are three exhibitions to view: Iconography, Placement of the Cycle in the 

Complex, and Patron of the Cycle. These three topics were chosen because they 

accentuate key themes surrounding the creation of ceiling cycles in Venetian Counter 

Reformation art: the importance of narrative religious imagery, the designated placement 

of ceiling cycles inside the church, and the various patrons supporting the commissions. 

The database helps the viewer visualize the church settings, while the exhibitions 

highlight key themes addressed throughout the database. The iconography and placement 

maps on the database also add clarity to the exhibitions.  

Excel  

The first step in developing the database was to consolidate all of the research into 

a flat file database in Excel. Excel was chosen because it allowed me to organize all of 

my research before transferring it to Omeka. Excel also enabled me to easily upload all of 

the data onto Omeka. This was a way to dissect all the information to see exactly how I 

wanted the information structured. The process began with making three spreadsheets, 



 

31 

 

each of which applies to the collections and items in Omeka — the churches and their 

cycles are each “collections” and the “items” are the individual paintings in each cycle.  

Each sheet is subdivided into various columns that provide more detail on the subjects of 

each sheet. The first sheet pertains to information on the churches themselves (see 

Appendix 1A). The first column has the Church Identification code to indicate each of 

the 14 churches. For example, San Francesco di Paola is Chu1. The second column gives 

the name of the church, and the third lists the alternative or Venetian name. For example, 

Santa Maria Assunta (second column) is also known as the Gesuiti (third column.) The 

user can search the database for either name. The fourth and fifth columns pertain to 

religious orders and church dedication. The contents of these two columns are helpful for 

the user to see which cycles relate to a specific religious order, such as the identification 

of Santa Maria dell’Umiltà as a Jesuit Church, or to know the holy figure to which the 

church had been dedicated. The order and dedication can explain why certain ceiling 

cycle subjects were chosen, such as the cycle of the life of St. Francis, the patron saint of 

the Franciscan Friars Minor, painted by Giovanni Contarini in San Francesco di Paola. 

The next two columns indicate the date(s) the church was renovated and a brief note on 

the renovation, generally related to the lapse of time between the renovation and the 

painting of the ceiling. Time lapses could have been a result of the availability of 

sufficient funds for the decoration, including the painted ceiling cycle. The patron of a 

cycle, if known, is the topic of the eighth column; this is important because it denotes 

who sponsored the program and who may have chosen the subject matter illustrated. The 
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ninth column designates if a church was destroyed or not, which is only applicable to 

three cycles in three churches: Santo Spirito in Isola (figure 22), Santa Maria dell’Umiltà, 

and San Nicolò ai Frari. The next four columns refer to the region, the location, and the 

church’s latitude and longitude points. The region denotes if the cycle is in the main 

center of Venice or on one of the Venetian lagoon islands, such as Santa Maria degli 

Angeli on Murano. The location refers to its district, or sestiere, in Venice or one of the 

other islands.2 The columns on latitude and longitude are there for mapping purposes, 

which will be further discussed in the map section.  There is also a column identifying the 

cycle name, such as the San Sebastiano Nave Cycle, and another on how many cycles are 

in the church as there can be more than one. The final column of this sheet includes the 

URL, which allows Omeka to access the information on the Excel sheet and insert it into 

each collection.  

The second Excel sheet, “Cycles,” (see Appendix1B) lays out the cycles in each 

church, with three categories that overlap with the first sheet, “Churches”: church name, 

the name of the cycle, and the patron of the cycle. The rest of the columns are unique to 

this sheet:  the painting cycle identification number, the number assigned to a church, and 

the number of cycles in the church all of which can be accessed as “Cycle ID (Chu1-

Cy1).”  (If there is more than one cycle in a church then the ID would read “Chu1-Cy2).” 

There is a brief description of the individual paintings (elaborated in Omeka):  the date 

                                                      

2Cannaregio, Castello, Dorsoduro, San Marco, San Polo, Santa Croce. 
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the cycle was painted, the number of paintings in the cycle, and the placement of the 

cycle inside the church, either in the nave or the sacristy. The insertion of a URL link on 

this sheet was needed in order to connect this data to the cycle’s collection.  

The third Excel sheet is an assembly of catalogue information or data on each 

painting in a cycle (Appendix 1C). The unique features of the sheet are: the painting ID 

with each painting in a cycle getting a different number (e.g. Chu1-Cy1-Pan1); the name 

of the painting, a very brief description including subject matter, the shape of the painting 

in case a user would like to search for paintings based on form, and the dimensions of the 

painting.3 There was the inclusion of the cycle URL link so when the painting sheet went 

onto Omeka it could connect each individual painting to its designated cycle collection.   

Once all the data was compiled, I uploaded each Excel sheet as a CSV (Comma 

Separated Values), which is the exchange of data between contrasting but somewhat 

similar programs, in order to transfer the data into Omeka. Part of the import process was 

to match the column names of the Excel sheets to the element names in Omeka in order 

for the data to be properly transferred (figure 23): Church ID became the identifier; the 

common name became the title—to add the Venetian name I hit “add import”—date 

consecrated, date renovated, and date destroyed all became date; patron became 

contributor; order became the source; dedication, renovation notes, and notes on the 

church are part of the description; region, location, latitude, and longitude became 

                                                      

3Many times the dimensions are not included but they are incorporated where known. 
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coverage; the number of cycles and cycle name became the subject. The elements for the 

collection cycles were not that different from those of the churches, except the title is the 

name of the cycle and the church name is now part of subject. The Church ID is replaced 

by the Cycle ID and the placement of the cycle in the church is listed under coverage, 

which refers to spatial location. The date the cycle was painted is listed under date 

column.  

For the paintings in Omeka, the title is the name of the painting and the subject 

includes the name of the cycle and church in which the painting is located. The 

description is a concise explanation of the painting, and the format denotes the shape of 

the painting and its dimensions. Last, the identifier refers to the painting’s ID, which 

includes the church in which it is located, the cycle, and the painting: Chu1-Cy1-Pan1. 

Collections  

A collection in a museum is typically a compilation of items, whether they are 

photographs, paintings, sculpture, or other media of certain eras or periods.  Similarly, a 

collection in Omeka brings together items selected and arranged by its creator. In this 

thesis, there is a collection overview, which gives a brief synopsis of the items inside the 

collection. Then, the viewer can explore each individual item in detail. The collection can 

be used to browse items and can also be searched in a non-traditional way via “tags” or a 

digital method of indexing information.  The tags allow the user to find an item based on 

its title, theme, object or figural type (e.g. artist, patron, or religious personage) in the 
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collection. The purpose of the collection in Omeka is to provide a new visual resource of 

each painting cycle, to impart didactic information on the items—and central to the 

premise of this thesis—to add another level of scholarship on these church cycles through 

visualization.  

Venetian Church Collection 

In Mapping All Above there are eighteen collections.4  There is one survey 

collection entitled Venetian Churches and then each of the 17 cycles in the 14 churches is 

an item. 5 Each item contains basic information on the church, from its name to its 

location. The purpose of the items is to provide context to each collection. The items are 

chronologically ordered, beginning with Santa Maria Degli Angeli of ca. 1495 and 

ending with San Francesco di Paola, dating from before 1600. Each church includes a 

brief description explaining when it was consecrated, which order founded it, and the 

holy figure to which it was dedicated.6 For some churches, for example the Oratorio dei 

Crociferi (figure 24), there is only an approximate consecration date.7 Also included is 

the patron and the state of the church today, if applicable.8 There is also a picture of the 

exterior (figure 25) of each church and the interior (figure 26) in each item intended to 

                                                      

4The collections are not in a particular order because it is based on the order in which they were entered. 
5For full information on what everything stands for see the section on construction of the database. 
6I was unable to find a consecration date for San Giacomo dell’Orio nor San Nicolò dei Mendicoli. 
7Schulz, Venetian Painted Ceilings of the Renaissance, 69. 
8There are some instances where I was unable to find the patron of the cycle: Santa Maria Degli Angeli, 
Santa Maria Visitazione, San Nicolò ai Frari, and San Nicolò dei Mendicoli.   
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take the user from the outside of the church to the inside and then to where the cycle is 

located. Every church has a web link to its respective cycle.  For example, if the user 

clicks on the Santa Maria degli Angeli Nave Cycle link, the user can progress from the 

church’s entrance to the cycle’s collection.  

Cycle Collections  

The seventeen church ceiling collections are devoted to each cycle and the items 

are the individual paintings within the cycle. Each cycle is its own collection, so if there 

are two cycles in a church, such as in San Sebastiano, they each have their own 

collection: San Sebastiano Nave Cycle  (figure 27) and San Sebastiano Sacristy Cycle 

(figure 28). Most of the cycle entries include a floor plan (figure 29), a photograph of the 

entrance (figure 30)—either the whole nave or a view outside of the sacristy— a 

photograph of the ceiling painting cycle with its architectural and decorative 

surroundings, and an overview of the whole ceiling (figure 31). I have also taken all of 

the individual paintings in some of the cycles that are part of the exhibitions and stitched 

them together. The individual paintings are overlaid over a faded image of the entire 

ceiling cycle to highlight the ornate framework and the paintings in their original context 

(figure 32). Otherwise, it would be very difficult to see all the paintings in an entire cycle 

due to the often difficult or contorted angles required to photograph the ceiling. In two 
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instances I was unable to obtain photographs: the New Sacristy in San Giacomo 

dell’Orio9 and a photograph of the entire interior of Santa Maria degli Angeli.10  

 Each cycle collection includes a brief overview of what the viewer will see, such 

as personages and narratives depicted, when looking at the individual paintings. Some 

descriptions accompanying the collection are more in depth than others because if a cycle 

was used in an exhibition I tried to avoid repeating content. For instance, in the case of 

the Santi Giovanni e Paolo Sacristy cycle, more can be read about the cycle in the 

exhibition on Placement of Cycles. In some instances, there was not much information on 

a cycle, such as the Choir Cycle at Santa Maria dei Miracoli (figure 33) and the New 

Sacristy Cycle in San Giacomo dell’Orio, so the description is a little shorter. The 

description in the cycle’s collection is important because it allows the user to understand 

the cycle as a whole, while the paintings are the individual pieces to the story. In some 

instances, such as the Oratorio dei Crociferi Nave Cycle, the figures in the tiny 

rectangular and triangular paintings are unidentifiable (figure 34), so I titled them based 

on their shape and ornament.11 Another instance where the identity of some of the figures 

in the paintings is unknown is at Santa Maria dei Miracoli: for its choir cycle, each 

painting is included in the collection even though there are certain instances when the 

identity of a figure was unknown. 

                                                      

9I was unable to gain access. 
10Photography is only permitted for a brief moment at the conclusion of mass. 
11Also, there are a few paintings missing from this cycle, as I was limited for time in this by-appointment-
only church. 
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Beyond seeing the more detailed description of the individual paintings or items 

provided in the overview, the user can see relationships between items in other ceiling 

cycles.  That is, by browsing the database via the on-line index or “tags,” the user can 

visualize how many of one item or subject there are in the ceiling cycle collections. For 

instance, if the user wanted to find all of the cycles containing images of the Virgin Mary, 

typing in ‘Mary’ would reveal that in this period artists produced abundant Marian 

imagery. This is another way to explore the iconography of the cycles to see how 

prevalent some iconographic imagery was during this time.  

Exhibitions  

After browsing the collections, the user can view three exhibitions:  Iconography, 

Placement in the Complex, and Patron. The purpose of the exhibitions is to present 

viewers with the key themes of the thesis and allow them to visualize the painting cycle 

in an exhibition setting.  For each exhibition I tried to replicate a ceiling as best as 

possible by visualizing the paintings on the website in the same order they would be 

viewed on site in the church. For example, I put the ceiling paintings in the nave at San 

Sebastiano (figure 35) in the order they would be seen as the viewer progressed from the 

entrance through the church.12 The exhibition sections also include two maps, one for 

Iconography (figure 36) and one for Placement in the Complex (figure 37), that allow the 

                                                      

12The only difference is they are horizontal, not vertical, because I was unable to vertically situate them. 
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user to see an overview of iconographic or placement patterns of the cycles.  All of the 

church names have a web link, so it is possible for the user to revisit and re-access 

information on any of the cycle collections.  

Iconography Exhibition 

The concept of the first exhibition is to highlight the iconographic themes of four 

ceiling paintings and their relationship to Catholic reform doctrines and the decrees of the 

Council of Trent, showing how much ceiling painting evolved from the 1520s to the far 

more elaborate narrative depictions of the 1570s. First, the user can look at the map that 

shows the iconography of all 14 churches (this will be further discussed in the Map 

section). Then, the user can look at the four churches chosen: Santa Maria Visitazione 

(figure 38), San Sebastiano, San Nicolò ai Frari, and San Giacomo dell’Orio. Each 

church was chosen to highlight a specific iconographic theme. The first cycle in Santa 

Maria Visitazione is the earliest of the four and represents isolated holy figures. The 

second cycle is an example of an Old Testament narrative in the nave of San Sebastiano; 

the third cycle in San Nicolò ai Frari depicts a religious narrative of St. Nicholas’s life; 

and the fourth cycle in San Giacomo dell’Orio is devoted to the Eucharist.  

The Jesuit church of Santa Maria Visitazione was best for the category on isolated 

holy figures because it is a clear example of portraiture per se rather than narratives of the 

individuals depicted; this is in striking contrast to the dramatic narrative cycle seen in San 

Sebastiano.  The ceiling cycle at Santa Maria Visitazione was painted ca. 1524 by Pietro 
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Paolo Agapiti. Except for the relatively small roundel in the center depicting the 

Visitation, this cycle does not include a narrative painting.  In addition, the specific 

relationship of the Visitation to the individual portraits, with some of the figures repeated, 

is not readily apparent. The inclusion of St. John Colombini is notable because he was the 

founder of the Gesuati Order, which was associated with this church.13 However, 

Colombini is not given priority in the cycle, whereas the hierarchical depiction of the 

patron saint of a church, particularly in the context of a narrative, is common in churches 

around the time of the Council of Trent.14  

The next example, San Sebastiano, was chosen because it has an explicit didactic 

function, which was an essential component of Counter Reformation art: to educate the 

illiterate through the narrative religious scenes depicted. The elaborate ceiling 

ornamentation of San Sebastiano also illustrates the wealth and power of the Catholic 

church and its lavish expression was in direct opposition to any Protestant church 

adornment of that time.15  The focus of this church, for the exhibition, is on the didactic 

Old Testament cycle in the nave dating from 1556. Paolo Veronese was the artist of this 

monumental cycle, and it put him at the forefront of artistic developments in his time.16 

The Old Testament was important to this period of religious reform because it provided 

                                                      

13Schulz, Venetian Painted Ceilings of the Renaissance, 73. 
14Such as, the three ceiling paintings dedicated to St. Nicholas at San Nicolò dei Mendicoli.     
15Madlyn Kahr, “The Meaning of Veronese’s Paintings in the Church of San Sebastiano in Venice,” 
Journal of the Warburg and Courtauld Institute (33), 1970, 239. 
16Kahr, “The Meaning of Veronese’s Paintings in the Church of San Sebastiano in Venice, 247. 
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the scriptural basis for Catholic teachings on the Eucharist.17 The theme of humility is 

clearly depicted in this cycle through the story of Esther, who was viewed as the Old 

Testament prefiguration of Mary. Esther is the protagonist who came from humble 

beginnings and became the queen of a kingdom; via faith and fortitude she was able to 

rescue her people from destruction.18  The three main paintings depict Esther Led to 

Ahasuerus, Esther Crowned by Ahasuerus, and Triumph of the Mordecai. Unlike Santa 

Maria Visitazione, San Sebastiano has a highly dramatic and clear visual program 

directly associated with the intentions of the Counter Reformation. 

The third example, San Nicolò ai Frari, was chosen because its ceiling illustrates 

the lessons of Session 25 at Trent, stressing the significance of depicting religious 

narratives of saints’ lives, in a manner that is more instructive than the rows of portraits 

in Santa Maria Visitazione. In opposition to the beliefs of Luther and other Protestants, 

Session 25 reinforced Catholic approval of the inclusion of saints’ images in churches.19 

The Council stressed that Christ was the one redeemer of humanity, but it was important 

to depict saints because they “worked as powerful intercessors for mankind.”20  In this 

church, executed no earlier than 1581, Paolo Veronese has portrayed scenes from St. 

Nicholas’s and St. Francis’s lives. Like his earlier execution of the nave cycle at San 

Sebastiano, this cycle indicates Veronese’s awareness of the decrees of Trent. The cycle 

                                                      

17Lillywhite, The Counter Reformation and the Decoration of Venetian Churches, 6. 
18Kahr, “The Meaning of Veronese’s Paintings in the Church of San Sebastiano in Venice,” 239. 
19Waterworth (editor and translator), The Canons and Decrees of the Sacred and Ecumenical Council of 
Trent, 234. 
20Lillywhite, The Counter Reformation and the Decoration of Venetian Churches, 7.  
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illustrates the New Testament scene of the Adoration of the Magi with four L-shaped 

Evangelists (figure 39) in each corner. When all the paintings in the cycle were in one 

place—two of the pieces are now in the Gallerie dell’Accademia in Venice—there were 

also two lobed roundels, one depicting the Stigmatization of St. Francis and the other 

illustrating St. Nicholas Acclaimed Bishop of Myra (now just a roundel).  

The last example, San Giacomo dell’Orio, was chosen because it emphasizes the 

preeminence of the Eucharist during this period and the one painting cycle, of these 

fourteen churches, that actually depicts the Blessed Sacrament. The iconography in 

Palma il Giovane’s The Four Evangelists and the Eucharist, found in the Old Sacristy of 

San Giacomo dell’Orio, is a direct reflection of the decrees from the Council of Trent. 

The first decree on the Eucharist was Session 13, which “reasserted the Catholic position 

on the Eucharist, confirmed dogma Real Presence, and transubstantiation.”21 The Council 

emphasized the seminal argument that Christ is present in the Eucharist, a point 

vehemently opposed by Luther and his followers. This is the first known ceiling painting 

in Venice to depict the Eucharist in two ways: as a sacrament and as a sacrifice of the 

mass.22 The Eucharist is not alluded to as in other paintings but it is actually represented 

in a glowing ciborium. The specific location of Palma’s painting cycle in a sacristy is 

                                                      

21Waterworth (editor and translator), The Canons and Decrees of the Sacred and Ecumenical Council of 
Trent, 76. 
22Lillywhite, The Counter Reformation and the Decoration of Venetian Churches, 7. 
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noteworthy as it is an area of the church with a Eucharistic function that was given 

prominence in the Tridentine era. 

Placement in the Complex Exhibition 

The second exhibition focuses on the placement of cycles inside churches. The 

exhibition addresses two locations: the nave and the sacristy. The map is an entryway 

into the exhibition, as it displays exactly where in Venice the nave and sacristy cycles can 

be found. The setup of the exhibition displays a floor plan and a photograph of where 

each cycle is within each building.   Again, this allows the user to visualize, for the most 

part, what they might see in person. The two examples of cycles in the nave are Santa 

Maria degli Angeli and San Nicolò dei Mendicoli, (figure 40) while the ones in the 

sacristy are Santa Maria Assunta and Santi Giovanni e Paolo (figure 41).  

The placement of paintings and ornament on the ceilings of the nave is logical in 

that it is the most publicly used area of any church. After Trent, measures were taken to 

open up the church’s nave to make the altar and the presentation of the Eucharist more 

visible to the parishioners.23  Particularly in the second half of the sixteenth century, 

elaborate ceiling painting programs evolved in the more opened-up naves of churches 

that could be viewed as responses to the decrees of the Council of Trent, as seen in San 

Nicolò dei Mendicoli, exhibited here. The reason Santa Maria degli Angeli and San 

                                                      

23Lydia Hamlett, “The Twin Sascristy Arrangement in Palladio’s Venice: Origins and Adaptations,” in 
Nebahat Avcioglu and Emma Jones, eds.,  Architecture, Art and Identity in Venice and Its Territories, 
1450-1750, Essays in Honor of Deborah Howard (Farnham: AshgatePublishing Limited, 2013), 120-121. 
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Nicolò dei Mendicoli were chosen is to illustrate two ceiling cycles in the nave that are 

about a hundred years apart and depict two very different scenes and approaches to 

religious art. This comparison shows the evolution of church ceiling painting from pre-

Counter Reformation times of the early 1500s to post-Tridentine years, when the decrees 

had affected the iconography of religious paintings.  The cycle in Santa Maria degli 

Angeli, dating from ca. 1495, illustrates the Coronation of the Virgin (figure 42) in the 

center of the ceiling surrounded by saints and personages of both the New and Old 

Testaments. In Santa Maria degli Angeli, the space the ceiling painting inhabits is 

relatively small and rectangular, while the nave of San Nicolò dei Mendicoli is narrow 

but much higher. The number of painting components in the two church ceilings is the 

most obvious distinguishing characteristic. Santa Maria degli Angeli has a central field 

with the Coronation of the Virgin and the attendant figures, who are surrounded by 26 

smaller square paintings of personages.24 The cycle venerating the life of St. Nicholas is 

depicted at San Nicolò dei Mendicoli, dating from the 1590s, and has 3 paintings, which 

succinctly and dramatically involve the viewer in episodes from St. Nicholas’ life.  The 

two ceiling cycles reflect the differences in style, approach and iconographic emphasis 

over the course of the century and over the course of the Catholic reform movement, as 

doctrines were reaffirmed and incorporated into artistic statements. The subject matter in 

the Santa Maria degli Angeli paintings is consistent with Catholic church practices and 

                                                      

24Schulz, Venetian Painted Ceiling of the Renaissance, 66. 
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decor; however by virtue of their scale and legibility, the viewer recognizes that they are 

not as instructive as other ceiling cycles in this thesis. Undoubtedly it was not lost on 

patrons, artists, and the church that when executing ceiling paintings, there were benefits 

to placing the religious images and elaborate narratives in fewer, larger scale 

arrangements in the naves to allow the viewer to better read and experience the church’s 

“visual” teachings.  San Nicolò dei Mendicoli reflects this Counter Reformation trend to 

educate the worshipers through more legible artistic means. 

There was also a noticeable development of ceiling cycles in the sacristy, a 

meeting place for the chapter of the parish and where preparations for the Blessed 

Sacrament were made.  The emphasis placed on the Eucharist, as well as the increased 

importance placed on sacristies during the Counter Reformation, could explain the 

attention paid to sacristy ceiling painting programs. The ceiling of Santa Maria Assunta 

of the late 1580s and Santi Giovanni e Paolo of ca. 1595 are included in this exhibition to 

show two different iconographic solutions to the representation of salvation.  In Santa 

Maria Assunta, Palma il Giovane depicts the Gathering of Manna, Elijah Fed by the 

Angel (figure 43), and David Given Shewbread by Ahimelech (figure 44), all of which are 

Old Testament versions of the Last Supper and the Eucharist.25 In Santi Giovanni e 

Paolo, Marco Vecellio’s Virgin and Sts. Dominic and Francis Interceding Before Christ 

the Judge (figure 45) is a New Testament depiction of the quest for redemption.  In 

                                                      

25Schulz, Venetian Painted Ceiling of the Renaissance, 69. 
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contrast to Palma’s cycle, Vecellio uses a special painting device to bring the work 

“closer” to the observer. His painting is placed in a stucco vault in a Roman quadro 

riportato manner. It is meant to look like a framed easel painting placed on the ceiling 

and the figures are rendered as if to be viewed at normal eye level. 

The two sacristies follow different formats as well. The main narratives of Santa 

Maria Assunta are situated in three compartments, surrounded by depictions of the 

Evangelists and Doctors of the Church. Vecellio provides an undramatic yet intimate 

single painting in the middle of the sacristy with a dialogue between St. Dominic, the 

patron saint of the Church’s Dominican Order, and St. Francis beseeching Mary to gain 

them entrance to heaven. 

Patrons Exhibition 

The concept of the third exhibition is to identify and compare the different patrons 

who commissioned these sixteenth-century ceiling paintings. It focuses on the patrons of 

San Francesco di Paola, San Giacomo dell’Orio, Santa Maria dell’Umiltà, and Oratorio 

dei Crociferi. Donors could be governed or motivated by piety and religious orders, by 

self-promotion of family or personal interests, and by a desire for visibility in Venetian 

society. Each example was chosen to denote a different type of patron—nobility, scuola, 
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lay person, doge—and to show their different responses to Tridentine reform through 

their iconographic choices for the ceiling cycles.26 

The first example is Don Cesare Carafa, a patron from a noble family in Naples 

who tried to establish a reputation in Venetian society. He is the son of Diomedis Carafa, 

a Roman Catholic bishop and cardinal.27 Not much is known about Carafa besides his 

long-term residence in Venice and his devotion to the Minim order.28 The main religious 

components of the cycle are three New Testament scenes: The Resurrection (center) 

(figure 46), Adoration of the Shepherds (entrance) (figure 47), and the Annunciation 

(altar) (figure 48), and the four side paintings each representing an Evangelist and a 

Doctor of the Church (figure 49).  The four corners of the ceiling illustrate narratives 

from the life of St. Francis of Paola, the patron saint and founder of the Minim order.  

The paintings closest to the entrance illustrate the saint humbling the Messenger of 

Ferdinand I of Naples (left) (figure 50) and St. Francis crossing the Straits of Messina 

(right) (figure 51). The corner paintings closest to the altar show St. Francis driving out 

the Evil Spirit of Guillaume Tuquimille (left) (figure 52) and grasping a burning stove 

before his death (right) (figure 53). In contrast to many of the ceiling cycles addressed in 

this thesis, the artist also gave prominence to heraldic, secular imagery, in ways almost 

equal to the religious scenes. The inclusion of the coat of arms of Carafa’s family and the 

                                                      

26See exhibition for full detail of the exhibitions. 
27Francesco Sansovino and Giovanni Stringa. Venetia: Citta nobilissima, et singolare, Descritta in XIII. 
Libri.(Venice 1581), 114. 
28Schulz, Venetian Painted Ceilings of the Renaissance, 63. 
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depiction of his family in certain paintings displays how proud he was of his ancestry 

(and that he wanted it known that he commissioned the ceiling). The inscriptions of his 

family members around the centerpiece read: Luigi Carafa Prince of Stigliano (d. after 

1574); Tiverio Carafa the Duke of Nocera (d. 1544); Olivierio Carafa Archbishop of 

Naples and Cardinal of SS. Pietro e Marcellino (d. 1511); and Giovanni Pietro Carafa 

(Pope Paul IV, d 1559).29  Members of the Carafa family also are represented in the two 

square paintings to the left and right of the Resurrection.  The one on the right, Two 

Armed Riders Leading an Attack against a Group of Turks, depicts two members of his 

family on horseback. The painting on the left, Three Armed Men Standing in Attitudes of 

Veneration, likely portrays three more members of his family.  While such self-

promotion was not unique to this cycle, Carafa’s overt emphasis on family extended 

beyond the ordinary. 

  The second example is the ceiling cycle commissioned by the Scuola Santissimo 

Sacramento, which was originally intended for the south right transept in San Giacomo 

dell’Orio.30 It reflects the growing number of scuole in Venice in general and 

significantly for this thesis it demonstrates the emphasis on the Holy Sacrament. The 

Scuole del Sacramento were devoted to the cult of the Eucharist and became prevalent 

during the Counter Reformation. By the mid-sixteenth century, this type of scuola was 

                                                      

29Schulz, Venetian Painted Ceilings of the Renaissance, 63. 
30It is now in the church’s New Sacristy. 
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present in almost all the parishes of Venice. They were “purely devotional in character”31 

in contrast to many scuole of the times that were fraternal organizations devoted to social 

welfare. The Scuole del Sacramento had ornately decorated altars where the Eucharist 

was kept between the Masses.  The Scuola of San Giacomo dell’Orio commissioned 

Paolo Veronese’s Holy Ghost Appearing to the Theological Virtues. This ceiling painting 

originally was placed in the right transept in order to adorn the space in front of the 

Chapel of the Blessed Sacrament. The cycle depicts a central oval filled with angels and 

the Holy Spirit flying over the figures. Surrounding the central painting are four doctors 

of the church: St. Gregory the Great, St. Jerome, St. Augustine, St. Ambrose. The 

inclusion of the Holy Spirit is a clear reference to the Eucharist, precisely what this 

scuola and its church represented.  

The third example was chosen because it exemplifies a lay procurator who 

commissioned the ceiling paintings at the Jesuit church of Santa Maria dell’Umiltà that 

clearly followed an iconographical ceiling program in correspondence with the decrees at 

the Council of Trent. It is not exactly known who made the donation, as the Jesuit 

Venetian benefactor wanted to remain anonymous. However, it is apparent in the 

ceiling’s program that the benefactor had a very close association with Jesuit beliefs. The 

historian Maurizio Sangalli believes the donor may have been the gentlewoman, 

                                                      

31Peter Humfrey and Richard MacKenney, “The Venetian Trade Guilds as Patrons of Art in the 
Renaissance,” The Burlington Magazine 128 (1986): 317. 
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Contarina Cavalli, who donated 7,000 ducats to the Jesuit College in Padua during the 

period.32 The cycle (located now in the Chapel of the Rosary of Santi Giovanni e Paolo) 

portrays, from entrance to altar, large-scale depictions of the Annunciation (figure 54), 

the Assumption (figure 55), and the Adoration of the Shepherds (figure 56). According to 

Carlo Ridolfi, the Jesuit fathers of Santa Maria dell’Umilità were so influenced by Paolo 

Veronese’s ceiling at San Sebastiano that they enlisted him to paint their ceiling. 

Apparently the order was intent on promoting their status in the Venetian Republic, so 

they hoped having a lavish ceiling would increase the visibility of their church and 

encourage more worshipers to attend their devotions.33  The Jesuits were one order that 

particularly felt imagery was a didactic instrument, and they used art as a transformative 

vehicle to make faith visible.34 By depicting the Virgin in all three New Testament 

scenes, the significance of the Virgin to the Jesuits was clearly illustrated. The 

Assumption illustrates Mark the Evangelist honoring the Virgin, which may be tied to a 

celebration of Venice, since Mark is the patron saint of the city.35 Mary’s wisdom is 

suggested by the inclusion of the Solomonic columns. The Jesuit’s concern for the poor is 

evident only in the Adoration of the Shepherds by the collapsed roof, which is supposed 

to cover the Holy Family.36 These luxurious and dramatic Veronese paintings served a 

                                                      

32Maurizio Sangalli, Cultura, politica e religion nella Repubblica di Venezia tra Cinque e Seicento: Gesuiti 
e Somashchi a Venezia, (Venice: Istituto Veneto di Scienze: 1999), 36, n. 170.  
33Carlo Ridolfi.,Le Maraviglie Dell’Arte Vol. 1 (Rome: Societa’ Multigrafica, 1965), 309.  
34Lillywhite, The Counter Reformation and the Decoration of Venetian Churches, 108. 
35Lillywhite, The Counter Reformation and the Decoration of Venetian Churches, 143. 
36Lillywhite, The Counter Reformation and the Decoration of Venetian Churches, 141. 
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purpose: they appealed to the imagination and activated the worshiper’s senses, both of 

which were “hallmarks of Jesuit devotional art.”37  

Doge Pasquale Cicogna (1585-1595) is the fourth example of a patron, chosen in 

order to illustrate the commission of a ceiling cycle by the ruler of Venice and its Church. 

This example of patronage is also unique because he commissioned the ceiling programs 

at both Santa Maria Assunta as well as Oratorio dei Crociferi; this is the only time in this 

thesis where a patron commissioned two ceiling cycles, each in a different church. The 

ceiling cycle at Santa Maria Assunta, which was discussed in the second exhibition on 

Placement in the Complex, indicates that the doge was clearly aware of the decrees set 

forth at Trent. As discussed, the paintings in the cycle are Old Testament scenes 

equivalent to the New Testament depictions of the Eucharist and Last Supper.  The 

paintings he commissioned for the Oratorio dei Crociferi are divided into two groups: 1) 

the founding of the Crutched Friars order as well as members of the Venetian state and 2) 

liturgical figures that could be found in chapels during this period.38  In the Crociferi, 

Cicogna had both the walls and ceiling decorated by Palma il Giovane, which is 

considered to be the largest production of his career.39 The walls are covered with 

paintings of scenes from Cicogna’s life (figure 57), while the ceiling depicts a large 

octagonal Assumption of the Virgin (figure 58) surrounded by oblongs of Angels holding 

                                                      

37Marcia B. Hall, “Introduction,” in Marcia B. Hall and Tracy E. Cooper, eds., The Sensuous in Counter 
Reformation Art (New York, Cambridge University Press, 2013), 10. 
38Stefania Mason Rinaldi, Palma il Giovane: L’opera complete (Milan: Electa Editrice, 1984), 138. 
39Rinaldi, Palma il Giovane: L’opera complete, 138.  
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musical instruments (figure 59) and square corner paintings of Angels on clouds (figure 

60).40  The Crociferi cycles are interesting because of the marriage of the life story of the 

doge with religious subject matter of a church dedicated to Mary.  That is, the cycles 

imply the close connection between, and the Venetian belief in, the doge as head of state 

and head of the Venetian Church.   

Maps  

The maps are connected to the database and add another essential visual 

component to this thesis. Carto DB is a database-driven resource for map-based 

exhibitions and is utilized for this thesis because it allows for the integration of external 

resources through an open-ended annotation interface.  It allowed for the maps to connect 

to the content management system of Omeka with relative ease. Typically, Carto DB and 

Omeka can function together or separately, as the map can stand on its own, but for the 

purpose of this thesis the map is a gateway into the visual and hard data. There are three 

maps on the database. The base map used for the Overview (figure 61), Iconography, and 

Placement in the Complex map is Lodovico Ughi’s 1729 map of Venice. One reason I 

chose this map is because, other than Santa Maria degli Angeli on Murano and Santo 

Spirito in Isola, Ughi included all of the churches, even the ones that were destroyed in 

the nineteenth century. Another reason I chose this historical map is because I was able to 

                                                      

40Rinaldi, Palma il Giovane: L’opera complete, 138. 
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georectify it, unlike Jacopo Barbari’s View of Venice, ca. 1500. Thus, I was able to 

digitally align the Ughi map with a contemporary map of Venice. 

 At first sight the maps are small in scale so the church cycles on the lagoon 

islands are visible to the viewer, but the user can zoom in on the maps for close details.  

The maps are interactive and each dot on the maps represents a church. The user can look 

at the map on its own page, and by clicking on the colored dots, the user is able to go 

directly to the Collections in Omeka.  For example, for the data in the Iconography 

Exhibition map I detailed whether it was New Testament, Old Testament, Both, Saints, 

Saints’ Lives, and Sacraments. The Iconography map also includes the date when a cycle 

was painted, who commissioned the work, and the cycle and church links to the items or 

collections. The data for the map on Placement in the Complex shows where the cycle 

was placed and also connects the church and cycle to its designated item or collection. 

Thereafter, I was able to publish the maps and upload them on Omeka.   

The first overview map is an interactive display that allows the users to see 

exactly where all of the sixteenth-century church ceiling cycles are located in Venice. It 

connects directly to the database and, as such, is a gateway to the information on the 

cycles and churches. The map encourages the user to understand Venice spatially, 

although there are two churches —Santo Spirito in Isola and Santa Maria degli Angeli on 

Murano—not directly on the map. Even though these two churches were not depicted on 

the Ughi map, I was able to show them by acquiring their modern day coordinates so 

their location would still be visible. Each church is marked by a dot that when clicked 
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shows the name of the church, the religious order, the consecration date, and the ceiling 

cycle(s) with which it is affiliated.  To learn more about the church or the cycle the user 

can click on the relevant link, which will lead to a display of the collection.  

The second map displays the iconographic patterns of all 14 churches. The 

Iconography map presents the six types of iconography that are pivotal to the ceiling 

cycles in this thesis. Each church on the map has a colored dot illustrating the type of 

iconography present at that church: the Eucharist (navy); Religious Narratives (orange); 

Isolated Holy Figures (green); Old and New Testament together (purple); New Testament 

(light blue); and Old Testament (yellow). The first layer of the map looks at all the 

churches that have cycles of Old Testament, New Testament, or both (figure 62). The 

second layer of the map shows which cycles depict Isolated Holy Figures, Religious 

Narratives, or the Eucharist (figure 63).  The best way to view the map is to examine one 

layer at a time, which is adjusted by clicking the small box in the top right corner labeled 

“visible layers.”  The map allows the viewer to visualize the placement of different types 

of ceiling paintings, both spatially and geographically. The user can click on one of the 

colored dots, obtain information about the cycle, and click on the link for a summary and 

photographs.  

The third and final map denotes the Placement in the Complex and is a gateway 

into the second exhibition of the same name. It allows the viewer to see how many cycles 

were in church naves, how many in the sacristy, and where in Venice the churches are 

located.  If the user clicks on the map for the churches on either the red dot, signifying the 
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nave or the blue dot denoting sacristies, an information box appears identifying where in 

the church complex the cycles are, as well as information on the church and their 

respective cycles. It also denotes that some churches, such as San Sebastiano, had cycles 

in the nave, and the sacristy. San Giacomo dell’Orio actually has two sacristies, an Old 

and a New, but the cycle in the New Sacristy moved from its original location in the 

south right transept of the nave between 1903 and 1912.41 

In closing the section on maps, a summary of the construction process using the 

platform of CartoDB that governed the appearance of the maps is useful. The first step in 

constructing the map was to find the latitude and longitude of each church.  I acquired the 

modern day points from http://www.latlong.net/ for all of the churches, including the 

destroyed ones, for which I used a rough estimate of where the church would have been 

today. For instance, I know San Nicolò ai Frari was in the present-day third cloister of 

Santa Maria Gloriosa dei Frari, so I obtained that coordinate. The next step was to 

georectify the historical Ughi Map of 1729 using QGIS. By doing so, I was able to align 

the historical map with the present-day map. Unfortunately, the only way the map would 

completely match up to the contemporary map was by selecting Helmert transformation, 

which allows parallel lines to remain parallel but slightly tilts the map. 

Once the map was georectified I was able to put it onto Geonode, a content 

management system solely for map and GIS data files. On Geonode, I first created a layer 

                                                      

41Schulz, Venetian Painted Ceilings of the Renaissance, 65. 
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for each map, which can only be used once on Carto DB. Once I created the layer of the 

Ughi Map, I was able to publish the map on Geonode and then change the base map on 

Carto DB. For example, the Overview of the Churches map includes the coordinates of 

the church, the order, church’s name, and the web link to the item so the user can go 

directly from the map to the selected church in Omeka; the same is true for viewing the 

cycles. I chose these categories because they allowed me to provide a synopsis for each 

church.  

Limitations on Tools 

Omeka was the best tool for constructing the database because it allowed me to 

compile all of my data in one place and to create the exhibitions. Without the exhibition 

tool, I would not have been able to show themes key to this thesis. However, with every 

tool comes a limitation, for which I had to find solutions. The two key limitations with 

Omeka for this project were (1) not being able to add an image to a collection the way it 

can be added to an item, and (2) not being able to put the original picture on Omeka due 

to size constraints. The first issue was overcome by putting all of the photographs for the 

cycle’s collection onto a separate web server, under http://people.duke.edu/~hmm23. 

Then, I was able to copy the URL, check the html box, put it inside the html source 

editor, and choose the width (90% or less). The next obstacle to overcome was the size of 

the images. Initially, my photographs were 4000 x 3000 pixels, which was far too large 

for Omeka and caused the photographs to sit sideways instead of upright. To fix this, I 
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exported the photographs from photos to finder, duplicated each photo, and reduced the 

size to about 2000 x 1870 pixels. 

Carto DB was the most useful tool for constructing the three map-based exhibits 

because it allowed me to display the maps online, which enabled them to become a 

gateway to the information in the database. However, the two limitations with Carto DB 

are the number of base maps allowed and the number of layers allowed on a map. Only 

one base map is allowed with the environment, which is why, at first, the Ughi map 

appeared by itself. Initially, I had all the points on a present-day map of Venice and had 

planned to overlay the Ughi map on top, but unfortunately that was not possible. In order 

to fix this, I was able to re-georectify the map and choose points on the contemporary 

map that were off the main island of Venice. Thus, I was able to create a background and 

overlay the Ughi map on top of it. The second limitation occurred when I was working on 

the Iconography map. Initially, I wanted each iconographic type to be its own layer. 

Unfortunately, Carto DB only allows four layers, so that is why one layer features the 

Old and New Testament and the other has Saints and Personages, Saints’ Lives, and 

Eucharist. For example, with Neatline—another mapping tool that is more narratively 

based— the number of layers is a non-issue, and I would have been able to overlay the 

Ughi map onto a current day map. Neatline allows more of a story to be told and has a 

timeline component, which is very useful for chronology. However, even though this 

digital tool also connects to Omeka, for my purposes Carto proved much better for 

displaying the iconographic and placement patterns I show. 
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Table 1: Flow Chart of the Entire Digital Process
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Chapter 3  

Findings  

The digital overview map clearly shows the abundance of church ceiling painting 

during the sixteenth century, which appears to be a Venetian phenomenon, as well as an 

affirmation of Catholic reform and Tridentine values. This is demonstrated in the 

iconography map and in the exhibitions, the evolving influence of Catholic reform and 

the Counter Reformation can be seen in the imagery of sixteenth-century Venetian church 

ceiling cycles. An analysis of the two layers of the Iconography map serves as a synopsis 

of how the visualization program provides novel, multiple ways of comparing and 

assessing Catholic reform and Counter Reformation imagery.  In addition, an 

examination of the Placement in the Complex map allows the user to recognize that the 

decoration of sacristies was probably a direct result of the emphasis on the Blessed 

Sacrament during the Tridentine period and as such, is an appropriate case study for 

visualization.   

The first layer of the Iconography map is devoted to Old and New Testament 

representations in the cycles, and it reveals several New Testament cycles along with four 

Old Testament scenes. The abundance of New Testament scenes might be related to the 

decrees set forth at Trent with their emphasis on the importance of the representation of 

the Eucharist, Mary, and the four Evangelists as intercessors. The church of Santa Maria 

degli Angeli and the Sacristy of San Sebastiano have both Old and New Testament 
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ceiling cycles. In the Tridentine era, these juxtapositions of biblical imagery were meant 

to demonstrate the symbolic relationship between the Old Testament as a direct precursor 

for events in the New Testament. This is particularly evident at San Sebastiano, where the 

nave and the sacristy cycles by Paolo Veronese were connected by the iconography.  The 

intricate display in the sacristy at San Sebastiano (c.1555-1556) connects it to the church 

interior in an absolute show of “Catholic spirituality of the Counter Reformation.”1 The 

program in the nave is entirely from the Old Testament with the three main scenes 

depicting the story of Esther, while the center painting in the sacristy, The Coronation of 

the Virgin, is from the New Testament.  The artist— and by extension the digital map—

makes a very specific link between both testaments: Esther is the Old Testament 

equivalent of and predecessor to Mary. The conjunction of the Old and New Testaments 

is also evident at Santa Maria degli Angeli (ca.1495). However, its representation is 

strikingly different from that of San Sebastiano executed decades later.  In Santa Maria 

degli Angeli, the Testaments are illustrated through the depiction of religious personages 

rather than didactic, narrative scenes. The Santa Maria degli Angeli ceiling cycle 

summarizes three periods of religious history: the ante legem (before the law), the sub 

lege (the legal period or Old Testament), and the sub gratia (era of the Gospel, New 

Testament) period.2 The New Testament narrative is limited to the center roundel of the 

Coronation of the Virgin, where the patroness of the church is crowned by Christ.3 

                                                      

1Kahr, “The Meaning of Veronese’s Paintings in the Church of San Sebastiano in Venice,” 235.  
2William Adams Brown, The Essence of Christianity: A Study in the History of Definition (New York: 
Charles Scribner’s Sons, 1913), 106. 
3Schulz, Sixteenth Century Ceiling Paintings of the Venetian Renaissance, 67. 
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Viewing Santa Maria degli Angeli in this map layer is revealing in two ways: (1) unless 

the user of the past or today was familiar with the three religious periods, they would not 

know this information without looking at the map and then clicking on the database in 

order to read more about the cycle, and (2), the easily facilitated comparison between San 

Sebastiano and Santa Maria degli Angeli reveals the dramatic evolution of Venetian 

ceiling painting over 60 years.  

Equally revealing is the second layer of the Iconography map, which illustrates a 

depiction of the Eucharist, one of the most important subjects addressed at the Council of 

Trent. For reasons not entirely known, the only instance where the Eucharist is 

specifically illustrated in a ceiling cycle is at San Giacomo dell’Orio. There is an 

occurrence at Santa Maria Assunta where the Eucharist is metaphorically depicted, but 

the three Old Testament scenes, Gathering of the Manna, Elijah Fed by the Angel, and 

David Given the Shewbred by Aimelech, are forerunners of the Last Supper and 

Eucharist.4 The second layer of the Iconography map is also devoted to Religious 

Narratives, which was also encouraged by the Council of Trent. It illustrates five cycles 

where religious narratives are depicted: San Nicolò dei Mendicoli, San Nicolò ai Frari, 

San Giuliano, San Francesco di Paola, and the choir of Santa Maria dei Miracoli. In some 

church cycles the patron saint of the church is depicted, as evident in San Nicolò dei 

Mendicoli, while in other instances the paintings display the narrative of a saint relevant 

to, or of interest to, a patron saint, such St. Francis and St. Clare in the choir cycle at 

                                                      

4Schulz, Sixteenth Century Ceiling Paintings of the Venetian Renaissance, 69. 



 

62 

Santa Maria dei Miracoli.  The depiction of the patron saint can also be woven into the 

overall cycle, evident at San Francesco di Paola, where four corner segments depict 

various scenes from the life of Saint Francis. In pre-Tridentine churches such as Santa 

Maria Visitazione, Santa Maria dei Miracoli, and Santa Maria degli Angeli, the paintings 

of isolated holy figures are much more repetitive, more closely resembling a catalogue of 

saints or other important personages than any sort of narrative. Hence, again the map 

layer shows the distinction between earlier cycles and later, more clearly didactic, 

narrative cycles.   

On the Placement in the Complex map, there are eleven churches where the 

ceiling cycle is placed in the nave while there are four churches where the cycle is placed 

in the sacristy. At San Giacomo dell’Orio there are two sacristies, a new and an old, each 

with a ceiling cycle even though the ceiling cycle in the new sacristy was originally in the 

south right transept of the church. As stated in the exhibition section, it makes sense that 

the nave would be elaborately decorated because it was the most visited part of the 

church. All of the ceiling cycles in the sacristy were executed during and after the 

Council of Trent and are all didactic cycles, such as The Virgin and Sts. Dominic and 

Francis Interceding Before Christ the Judge. The reason for the abundance in decoration 

of the sacristy during this period is most likely due to the emphasis placed on the 

Eucharist since it is where Mass is prepared and the Blessed Sacrament is kept.  



 

63 

Potential For Expansion of this Topic 

If I could expand this project, there are several topics I would address. Maurice 

Cope states that the reason for the influx of decoration in palaces and churches is because 

the Venetian approach stressed large painted adornment, while the Florentine and Roman 

approach emphasized architecture.5 Cope prompts the question: was the extensive and 

elaborate painting of ceilings only a Venetian phenomenon or are those just the most 

discussed? It would be interesting to contextualize such Venetian developments relative 

to those that took place, for example, in Milan under Carlo Borromeo (1564-1584) or in 

Rome under the papacy of Clement VIII (1592-1605). 

Another topic that has been minimally researched is the relationship between the 

ceiling paintings, their frames, surrounding armature, and/or woodcarving.  We do know 

that the wood carver’s guild was formed in Venice in 1564. 6  This raises the question as 

to what relationship existed between the design and fabrication of the church ceilings 

themselves in relation to the design and placement of the paintings.  The topic of the 

layout or configuration of ceiling painting cycles could also be expanded. The Placement 

of the Cycles exhibition addresses specific locations or areas of a church in which the 

paintings were sited. Did the design or ornamentation of a church ceiling dictate an 

artist’s placement of a painting cycle or conversely did the artist have influence on the 

design of the church ceiling to accommodate his proposed solution? Are there specific 

                                                      

5Maurice E. Cope, The Venetian Chapel of the Sacrament in the Sixteenth Century (Chicago: The 
University of Chicago, 1965), 265. 
6Schulz, Woodcarving and Woodcarvers in Venice, 45. 
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aesthetic, iconographic, and/or functional reasons for the placement of the paintings in 

relation to one another?  Does one saint, such as St. Mark the patron saint of Venice, have 

placement priority over another saint? Is the patron saint of a church placed in a better 

location than the other saints? 

For a richer visualization experience, it also would be interesting to transform 

standard art historical stylistic comparisons on the database to show at once the degree to 

which artists created experiential, religious environments through, for example, their 

handling of dramatic perspectives in ceiling cycles in an effort to engage the viewer.  

Moving beyond the parameters of this thesis on church ceiling cycles, other art 

historically based visualization projects could map entire interior spaces devoted to 

religious cycle programs, such as those at the Ducal Palace or the Scuola Grande di San 

Rocco. 

From a digital standpoint, it would also be useful to take a plan of each cycle and 

to code that plan to allow the viewer to click on each individual painting. By doing this, 

for example, the user could isolate all paintings of Evangelists or paintings of particular 

saints appear. This would give the user even more of an idea of all of the respective 

elements within each cycle, so, for example, there could be a plan of Santa Maria Assunta 

and if the user only wanted to see the center ceiling painting, Gathering of Manna, the 

user could click on it and only it would appear, providing greater control over the 

visualization process. This is one value of the website Mapping Titian 

(www.mappingtitian.org) by Jodi Cranston and Antien Knaap of Boston University, 

which was influential in structuring my database. Cranston and Knapp put all of Titian’s 
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paintings in one place, which is what I had wanted to do for the cycles in this thesis.  

Their project allows viewers to see the provenance and present location of all Titian’s 

paintings. Their database is useful as a structural model because it encompasses an 

interactive map with change over time features.  

Lastly, the digital treatment of this thesis could be converted into an application 

that allows users to select, for example, a church based on the iconography they want to 

see. The application could include the iconography map linked to the database, so once a 

user arrives at the church of choice, she is able to read about the cycle, see it on the 

screen, and compare it to the cycle experienced in person. It would encourage interest in 

many sites that generally go unnoticed, precisely because they are so hard to view in 

person. It is very difficult to view these cycles without craning the neck for some time; 

having the cycle on an application, possibly as a mirror, would greatly help.   
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Conclusion   

The visualization project is ultimately about the experiential and what the viewer 

takes away from looking at the cycles, which parallels the educational component 

intended during the sixteenth century.  That is, the process of photographing and 

visualizing the 17 ceiling cycles in this database ties neatly with an understanding of the 

visual agenda of the Counter Reformation.  For example, when viewing the ceilings 

through a camera lens in Santa Maria dei Miracoli, I was faced with recording a litany of 

images, the order or meaning of which was not readily discernible.  Conversely, when I 

photographed the nave of San Sebastiano, the intentions of the artist to involve the viewer 

were evident.  I knew immediately how to view and photograph the narrative that 

Veronese had hierarchically portrayed in the nave of San Sebastiano: the eye is first 

drawn to the three large, central depictions of the story of Esther followed by the 

progression of oblong shapes, three per side of the nave that contain the adoring garland-

bearing putti, and two oblongs with masks at the entry and altar ends of the cycle.  

Observation of ceiling details such as the small roundels of the Virtues and angels in 

spandrels surrounding the central ovals –which are far more readable and understandable 

as visualized on a database –complete the artist’s presentation of this Counter 

Reformation art program.  

In conclusion, this thesis demonstrates the importance of the partnership between 

traditional methodologies and digital applications as an approach to art historical research 

today.  Mapping All Above complements scholarly contributions to the art historical 
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understandings of the Counter Reformation period with a primary database collection of 

images of the 17 Venetian church ceiling painting cycles. It affords a completely new 

resource for and way of seeing and understanding the intentions of the church, the artists, 

and their patrons as they evolved in the sixteenth century.  The collection of hundreds of 

color images of the church cycles could be viewed as the foundations of a twenty-first- 

century digital catalogue raisonné.  The addition of the Carto DB Overview Map and 

three thematic, layered maps associated with exhibitions on Iconography, Patronage, and 

Placement in the Complex present patterns that I have investigated.  The site as a whole 

is a comprehensive visual resource that users can explore for further research and 

discovery. 
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Illustrations 

 
Figure 1: Paolo Veronese. San Sebastiano Nave Cycle Ceiling Overview . ca. 1556. 

San Sebastiano. (photo: H.Miers) 
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Figure 2: Paolo Veronese. San Sebastiano Sacristy Cycle Ceiling Overview. ca. 1555. 
San Sebastiano. (photo: H.Miers). 
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Figure 3: Paolo Veronese.  Santa Maria dell’Umiltà Nave Cycle Ceiling Overview. ca. 
1566. Santa Maria dell’Umiltà. (photo: H.Miers). 
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Figure 4: Paolo Veronese. Holy Ghost Appearing to the Theological Virtues. 1577. 
San Giacomo dell’Orio. (photo: Niero, Antonio. Chiesa di Sa. Giacomo dell'Orio. 

Venice: L. Salvagno, 1990). 
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Figure 5: Palma il Giovane and Leonardo Corona. San Giuliano Nave Cycle Ceiling 
Overview. ca. 1585. San Giuliano. (photo: H.Miers). 
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Figure 6: Palma il Giovane. Santa Maria Assunta Sacristy Ceiling Overview. 
ca. 1590. Santa Maria Assunta. (photo: H.Miers).  
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Figure 7: Palma il Giovane. Gathering of Manna. ca. 1590. Santa Maria Assunta. 
(photo: H.Miers).  
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Figure 8: Leonardo Corona and Francesco Montemezzano. San Nicolò dei Mendicoli 
Nave Ceiling Cycle. ca. 1596. San Nicolò dei Mendicoli. (photo: H.Miers).  
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Figure 9: Paolo Veronese. Stigmatization of St. Francis. ca. 1580s. San Nicolò ai Frari 
(now at the Gallerie dell’Accademia). (photo: H. Miers) 
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Figure 10: Paolo Veronese. St. Nicholas Acclaimed Bishop of Myra. ca. 1580s.  San 
Nicolò ai Frari (now at the Gallerie dell’Accademia). (photo: H.Miers). 
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Figure 11: Paolo Veronese. Assumption of the Virgin. 1555. San Sebastiano Sacristy. 
(photo: H.Miers).  
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Figure 12: Paolo Veronese. Adoration of the Magi. ca. 1580s. San Nicolò ai Frari. 
(photo: H.Miers). 
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Figure 13: Giovanni Contarini. Overview of the Nave Ceiling Cycle at San Francesco 
di Paola. ca. 1600. San Francesco di Paola. (photo: H.Miers). 
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Figure 14: Giovanni Contarini. Carafa Family Arms: Tiverio Carafa, Oliviero Carafa, 
Giovanni Pietro Carafa, Luigi Carafa (top left to bottom right). ca. 1600. San 

Francesco di Paola. (photo: H.Miers). 
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Figure 15: Giovanni Contarini. Two Armed Riders. ca. 1600. San Francesco di Paola. 
(photo: H.Miers). 
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Figure 16: Palma il Giovane. The Holy Sacrament with the Evangelists. San Giacomo 
dell’Orio. ca. 1575. (photo: H.Miers). 
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Figure 17: Pier Maria Pennacchi. Santa Maria dei Miracoli Nave Cycle Ceiling 
Overview. ca. 1515. Santa Maria dei Miracoli. (photo: H.Miers). 
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Figure 18: Paolo Veronese. San Nicolò ai Frari Nave Cycle Ceiling Overview. ca. 
1580s. San Nicolò ai Frari. (photo: H.Miers). 
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Figure 19: Miers, Henrietta. Screenshot of an Item Inside Santa Maria dell’Umiltà 
Collection. 2015. 
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Figure 20: Miers, Henrietta. Screenshot of Santa Maria dell’Umiltà Collection. 2015. 
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Figure 21: Niccolo Rondinelli. Santa Maria degli Angeli Nave Cycle Ceiling Overview. 
ca. 1495. Santa Maria degli Angeli. (photo: H.Miers). 
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Figure 22: Titian Vecellio. Santo Spirito in Isola Nave Cycle Ceiling Overview. 
ca.1544. Santo Spirito in Isola.  (photo: H.Miers). 
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Figure 23: Miers, Henrietta. Screenshot of a CVS Import from Excel to Omeka. 2015. 
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Figure 24: Miers, Henrietta. Screenshot of Oratorio dei Crociferi item in the Venetian 
Church Church Collection. 2015. 
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Figure 25: Miers, Henrietta. Screenshot of the Exterior of Oratorio dei Crociferi. 
2015. 
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Figure 26: Miers, Henrietta. Screenshot of the Interior View of Oratorio dei Crociferi 
in the Oratorio dei Crociferi Nave Cycle. 2015. 
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Figure 27: Miers, Henrietta. Screenshot of San Sebastiano Nave Cycle Collection. 
2015. 
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Figure 28: Miers, Henrietta. Screenshot of San Sebastiano Sacristy Cycle Collection. 
2015. 
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Figure 29: Miers, Henrietta. Screenshot of a Floor Plan in the Santi Giovanni e Paolo 
Sacristy Collection. 2015.  
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Figure 30: Miers, Henrietta. Screenshot of an Entrance to a Cycle in the Santi 
Giovanni e Paolo Sacristy Collection. 2015. 
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Figure 31: Miers, Henrietta. Screenshot of a Sacristy in the Santi Giovanni e Paolo 
Sacristy Collection. 2015. 
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Figure 32: Palma il Giovane. Overview of the Nave Ceiling Cycle at San 
Giuliano. ca. 1585. San Giuliano. (photo: H.Miers).  
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Figure 33: Marco Vecellio. Santa Maria dei Miracoli Choir Cycle Ceiling Overview. 
ca. 1580s/1590s. Santa Maria dei Miracoli. (photo: H.Miers). 
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Figure 34: Miers, Henrietta. Screenshot of an Unidentifiable Figure in the Oratorio 
dei Crociferi Nave Cycle. 2015. 
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Figure 35: Miers, Henrietta. Screenshot of the Alignment of Paintings in the San 
Sebastiano Exhibit Part of the Iconography Exhibition. 2015. 
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Figure 36: Miers, Henrietta. Screenshot of the Iconography Map as an Entry into the 
Iconography Exhibition. 2015. 
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Figure 37: Miers, Henrietta. Screenshot of the Placement in the Complex Map as an 

Entry into the Placement in the Complex Exhibition. 2015. 
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Figure 38: Pietro Paolo Agapiti. Santa Maria Visitazione Nave Cycle Ceiling 
Overview. ca. 1524. Santa Maria Visizatione. (photo: H.Miers). 
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Figure 39: Paolo Veronese. Mark the Evangelist. ca. 1580s. San Nicolò ai Frari (now 
at Santi Giovanni e Paolo). (photo: H.Miers). 
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Figure 40: Miers, Henrietta. Screenshot of the Nave Exhibit in the Placement in the 
Complex Exhibition. 2015. 

 

 

 

 

 

 

 

 

 



 

135 

 

 

 

Figure 41: Miers, Henrietta. Screenshot of the Sacristy Exhibit in the Placement in 
the Complex Exhibition. 2015.  
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Figure 42: Niccolo Rondinelli. Coronation of the Virgin. ca. 1495. Santa Maria degli 

Angeli. (photo: H.Miers). 
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Figure 43: Palma il Giovane. Elijah Fed by the Angel. ca.1590. Santa Maria Assunta. 
(photo: H.Miers). 
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Figure 44: Palma il Giovane. David Given the Shewbread by Ahimelech. ca. 1590. 
Santa Maria Assunta. (photo: H.Miers). 
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Figure 45: Marco Vecellio. Virgin and Sts. Dominic and Francis Interceding Before 
Christ the Judge. ca. 1595. Santi Giovanni e Paolo. (photo: H.Miers). 
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Figure 46: Giovanni Contarini. Resurrection. ca. 1600. San Francesco di Paola. 
(photo: H.Miers). 
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Figure 47: Palma il Giovane. Adoration of the Shepherds. ca. 1600. San Francesco di 
Paola. (photo: H.Miers). 
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Figure 48: Giovanni Contarini. Annunciation. ca. 1600. San Francesco di Paola. 
(photo: H.Miers). 
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Figure 49: Giovanni Contarini. Evangelist with a Doctor of the Church. ca. 1600. San 
Francesco di Paola. (photo: H.Miers). 
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Figure 50: Giovanni Contarini. Messenger of Ferdinand I of Naples San Francesco di 
Paola. ca. 1600. San Francesco di Paola. (photo: H.Miers). 
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Figure 51: Giovanni Contarini. St. Francis Crossing the Straits of Messina. ca. 1600. 
San Francesco di Paola. (photo: H.Miers). 
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Figure 52: Giovanni Contarini. St. Francis Driving out the Evil Spirit of Guillaume 
Tuquimille. ca. 1600. San Francesco di Paola. (photo: H.Miers). 
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Figure 53: Giovanni Contarini. St. Francis Grasping a Burning Stove Before 
his Death. ca. 1600. San Francesco di Paola. (photo: H.Miers). 
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Figure 54: Paolo Veronese. Annunciation of the Virgin. ca. 1566. Santa Maria 
dell’Umiltà. (photo: H.Miers). 
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Figure 55: Paolo Veronese. Assumption of the Virgin. ca. 1566. Santa Maria 
dell’Umiltà. (photo: H.Miers). 
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Figure 56: Paolo Veronese. Adoration of the Shepherds. ca. 1566. Santa Maria 
dell’Umiltà. (photo: H.Miers). 
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Figure 57: Palma il Giovane. Wall Paintings at Oratorio dei Crociferi. ca. 1585-1595. 
Oratorio dei Crociferi. (photo: H.Miers). 
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Figure 58: Palma il Giovane. Assumption of the Virgin. ca. 1583. Oratorio dei 
Crociferi. (photo: H.Miers). 
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Figure 59: Palma il Giovane. Angels with Instruments on Clouds. ca. 1583. Oratorio 
dei Crociferi. (photo: H.Miers). 
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Figure 60: Palma il Giovane. Angels on Clouds. ca. 1583. Oratorio dei Crociferi. 
(photo: H.Miers). 
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Figure 61: Miers, Henrietta. Screenshot of Overview Map. 2015.  
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Figure 62: Miers, Henrietta. Screenshot of the First Layer of the Iconography Map. 
2015. 
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Figure 63: Miers, Henrietta. Screenshot of the Second Layer of the Iconography Map. 
2015. 


