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ABSTRACT 

 
 
 Supervising Professor:  Dr. Mark Rosen 
 
 
 

This dissertation examines the art, literature, and history of the Basilica of San Domenico 

Maggiore in Naples, Italy, and the way in which this sacred space has been imbued with meaning 

by the Order of Preachers. The dissertation establishes a framework of sacred space theory and 

historical context of medieval and early modern Naples. It argues that places are sacrilized 

through a combination of person, place, and text—all three of which are evident at San 

Domenico Maggiore. It examines the pertinent first-person writings about the sacred space from 

the archives and guidebooks by both lay and Dominican authors. The dissertation discusses the 

early history of the Dominicans and their medieval iconography, paying particularly close 

attention to Thomas Aquinas and his tenure in Naples, but also to the ways that the Dominicans 

and their donors used imagery derived from the history and legends surrounding Aquinas’ life—

especially the years spent at San Domenico Maggiore—to decorate the space and to attract 

pilgrims. It explores the systems of early modern patronage of the sacred space by examining 

specific chapels and artworks. It examines the diffusion of the imagery of the Virgin of the 

Rosary in early modern Naples and the ways in which the Council of Trent influenced art-
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making in sacred spaces. It also provides a visual analysis of the Chapterhouse and Sacristy 

situated within the convent complex and demonstrate how the two spaces use Dominican and 

site-specific visual rhetoric to represent Dominican agency in these rooms. 
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INTRODUCTION 

 Every historical account of the Basilica of San Domenico Maggiore in Naples, Italy 

begins in essentially the same way. They all tell how Pope Gregory IX sent a group of the newly-

formed Order of Preachers to Naples in 1231 where they inhabited a tenth-century Benedictine 

monastery called San Michele Arcangelo a Morfisa.1 Because Gregory IX made this order in the 

form of a Papal Bull, copies of which are still visible in Naples at the Archivio di Stato di 

Napoli, it is the first uncontested piece of information that one can relay about the convent 

complex.  

 The Dominicans of San Domenico Maggiore have always been proud of this fact because 

it shows that their convent was the first Dominican space to be established in Southern Italy. 

Apart from historical interests, the ubiquitous repetition of this fact also serves another purpose, 

which may or may not be intentional: to sacralize this space.  

 The history of the complex of San Domenico Maggiore reflects the history of the City of 

Naples in many ways. Founded as a Basilian monastery called San Michele Arcangelo a Morfisa 

during the Byzantine rule of Naples, it later became a Benedictine monastery under the Normans 

and a Dominican Monastery under the Swabians. Under the Angevins Saint Thomas Aquinas 

named the monastery complex the seat of the School of Theology of the University of Naples. It 

was under the Spanish Viceroys that Raphael, Titian, and Caravaggio completed paintings for 

                                                 

1 Gerardo Imbriano, Complesso Monumentale di San Domenico Maggiore in Napoli: Guida storico-artistica 
(Napoli: Biblioteca Domenicana, 2015), 2; Vincenzo Maria Perrotta, Descrizione storica della chiesa, e del 
monistero di S. Domenico Maggiore di Napoli (Napoli: Dai Torchi di Saverio Giordano, 1828), 2; Raffaele Maria 
Valle, Descrizione Storica, Artistica, Letteraria della Chiesa, del Convento e de’ Religiosi Illustri di S. Domenico 
Maggiore di Napoli dal 1216 al 1864 (Napoli: Stamperia del Vaglio, 1854), 21.  
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the church, all of which have since been relocated to museums. Also under the reign of the 

Spanish Viceroys the massive Baroque restructuring of the church was begun and, in 1706, the 

Neapolitan painter Francesco Solimena was commissioned to decorate the ceiling of the Sacristy 

with one of the most complete displays of Dominican Baroque rhetoric. Under the Kingdom of 

the two Sicilies many guidebooks to the church were published for travelers on the Grand Tour 

and under the newly unified Kingdom of Italy, Benedetto Minichini, a politician and a devoted 

patron of San Domenico Maggiore, was successful in declaring the Church and Monastery a 

national monument. 

 The earliest section of the structure (pre 1283) encompasses all or most of the area from 

the Cappella di San Domenico [Fig. 1: 12a] to the Cappellone del Crocefisso [Fig. 1: 7].2 The 

shape of this area is irregular, with chapels that do not conform to any one shape or size. These 

irregularities were included in the Angevin basilica for a few reasons: the desire to conserve the 

memory of the previous phases of the complex, to save a location that was important to the life 

of Thomas Aquinas in the complex, and to allow the friars more locations in which to 

simultaneously celebrate the Mass.3 It is very likely, although impossible to know with absolute 

certainty, that the original church extended all the way to the (now) Cappella di San Carlo 

Borromeo [Fig. 1: 5], with other locations destroyed in the building of the Angevin church.4 

                                                 

2 Imbriano, Complesso, 22. 
3 Claudio Grimellini, "Il Complesso conventuale di San Domenico Maggiore: le Vicende Costruttive tra VIII e XVI 

Secolo," in La Fabbrica di San Domenico Maggiore a Napoli: Storia e Restauro, ed. Orsola Foglia and Ida 
Maietta (Napoli, Prismi Arte'm: 2016), 38. 

4 Grimellini, “Complesso,” 41. The exceptions were the atrium/entryway where is the staircase of Alfonso 
d'Aragona, the Cappella di San Giacinto, and the Cappella di San Bonito (Petrucci/Santa Maria delle Grazie; Fig. 
1: 12b). 
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 The second wave of construction, from the thirteenth century, most likely included the 

Cappella Petrucci (Madonna delle Grazie) [Fig. 1: 12b], the vestibule [Fig. 1: 12] connecting the 

old San Michele to the new San Domenico [Fig. 1: 12], the Cappella di San Giacinto [Fig. 1: 11], 

and the entryway to the Cappellone del Crocesfisso, known as the Cappella Marramaldo or 

Vergine della Rosa [Fig. 1: 7 vestibule].5  

 The construction of the basilica proper was begun in 1283.6 The basilica, not including 

the original church of San Michele, is a mostly symmetrical building with a few chapels that 

appear larger than the rest. In fact, the Cappella di Santo Stefano (dell'Immacolata) [Fig. 1: 18] 

and the Cappella della Madonna di Zi' Andrea [Fig. 1: 27] were not enlarged until the 

seventeenth century, at the request of their patrons.7 Furthermore, the staircase connecting Piazza 

San Domenico with Cappella Petrucci and the Vestibule [Fig. 1: 12b/12] was not built until the 

fifteenth century.8 The very regular, predictable, Angevin design of San Domenico Maggiore, 

therefore, contrasts sharply with the odd, irregular portion comprising the original church of San 

Michele and the fifteenth-century staircase. While the section encompassing the original church 

is anomalous, to say the least, in sacred architecture, it is safe to accept that it was always part of 

the design of the Angevin Basilica.   

                                                 

5 Grimellini, “Complesso,” 38-41. 
6 Vittorio Gleijeses, Chiese e palazzi della città di Napoli (Napoli: Società editrice napoletana, 1978), 84. “Si decise 

quindi di ampliare il complesso, con l’aiuto del futuro Carlo II d’Angiò, che nel 1283 era vicario del regno...nel 
1289, Carlo II diede incarico agli architetti francesi Pierre de Chaul e Pierre d’Angicourt di accelerare i lavori, che 
si potrassero comunque fino al 1324.” 

7 Perrotta, Descrizione, 16-18 and 34-35. 
8 Perrotta, Descrizione, 71. 
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 The Basilica of San Domenico Maggiore merits extensive study for many reasons. In 

many ways San Domenico is the quintessential Christian sacred space. The people, rituals, and 

texts associated with San Domenico Maggiore are extraordinary, making the basilica worth an 

extensive study of this type. San Domenico enjoys a considerable amount of local fame, even 

though it is one of a vast number of sacred spaces in Naples. Furthermore, except for a few 

decades in the eighteenth century, it is one of the older continuously operated sacred spaces in 

the Christian tradition, currently housing a number of Dominican friars—a rare instance of 

sacred continuity. Lastly, the extensive royal, papal, and secular attention this convent has 

received, as well as its religious and historical importance to the Dominican Order, have all 

contributed to the immense collection of documentation available for study. San Domenico 

Maggiore's history began before the Order of Preachers came into existence, and the Basilica has 

outlived many other sacred Neapolitan spaces—a phenomenon that is largely due to the efforts 

of the Dominicans to keep the space relevant in changing times. 

 In his hasty support for the new religious order, Pope Gregory IX chose a pre-existing 

monastic complex for the friars to inhabit—one that was already home to a cloistered community 

of Benedictines—and had served a sacred purpose for centuries. The Order of Preachers and its 

founder, Dominic de Guzman, represented a new kind of religious order, one that would work 

outside of the cloister, preaching among the common people. The new preaching friars were 

never meant to share San Michele with the well-established Benedictines for long. In fact, in just 
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over two decades, in 1255, Pope Alexander IV rededicated the church to Saint Dominic and the 

Order of Preachers.9  

 San Domenico Maggiore has been renovated as many times as the Kingdom of Naples 

has changed regimes but, despite consistent changes in the politics of Naples and the 

architectural styles favored by Neapolitans, the one constant, since the thirteenth century, is that 

the church complex has remained in the hands of the Dominican Order. The Dominican 

influence is visible throughout the church and monastery.  

 The Ordo Praedicatorum, or Preaching Order, was quickly established in Naples. Naples 

had been, since ancient times, a port city—Church tradition holds that even Saints Peter and Paul 

came through the city before their separate arrivals in Rome. Nevertheless, being a port city 

meant that it was subject to foreign, and therefore potentially heretical, influence. Unlike the 

secular clergy, who were subordinate to the Bishop and other local church hierarchy, the friars 

could infiltrate the city relatively free of local politics to be neutral, yet effective agents of the 

Church (and by extension, the Pope). The same historians mentioned at the beginning of this 

Introduction unfailingly add that Pope Gregory IX sent those first Dominicans to Naples to 

convert heretics and sinners, and as the first Dominican convent in Southern Italy, it led the way 

in doing so in the entire region.10  

 Despite its foreign influence, Naples was one of the largest Christian cities in medieval 

Europe, which made it an ideal location for the Order of the Preachers, who sought out densely 

                                                 

9 Perrotta, Descrizione, 4. 
10 Perrotta, Descrizione, 2. “Napoli non andò esente da’guasti che in quell’epoca apportavano alla fede ed ai costumi 
varie geni d’eretici. Ond’è che nel 1231 il Sommo Pontefice Gregorio IX inviò in questa città i nostri primi religiosi, 
perchè colloro predicazione dissipassero gli errori e convertissero gli eretici ed i peccatori.” 
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populated areas and intellectual hubs. Holy Roman Emperor Frederick II Hohenstaufen (1194-

1250) founded the University of Naples in 1224, considering the city to be the intellectual capital 

of the Empire. In 1239 at the age of fifteen, the Benedictine oblate Thomas Aquinas (1225-1274) 

moved to Naples to continue his education at the University. It was during this time that he met 

the Dominicans at San Michele Arcangelo a Morfisa. In 1244 Aquinas went against his family’s 

wishes to become a Benedictine—instead becoming a Dominican. In just over twenty years since 

its founding, the Dominican order had taken over the monastery and recruited many new friars.  

 San Domenico Maggiore continued to grow in importance throughout the second half of 

the thirteenth century. As they preached and interacted with the community, the Dominican friars 

began to attract large numbers of people to their sermons, creating a need for the expansion of 

the building. In addition, in 1272 Thomas Aquinas returned to Naples and San Domenico 

Maggiore, which he designated as the seat of a new studium generale and the University of 

Naples school of Theology. During the last few years of his life at San Domenico Maggiore, 

Aquinas finished writing his best-known work, the Summa Theologiae (1265–1274) and taught 

classes. It was reported that many miracles occurred around Aquinas during this time, which 

contributed to the monastery’s growing reputation. The expansion of San Domenico Maggiore 

finally began in 1283 with the help of the future Charles II of Anjou (1254-1309), who oversaw 

the project until his death.11  

                                                 

11 Gleijeses, Chiese, 84. “Si decise quindi di ampliare il complesso, con l’aiuto del futuro Carlo II d’Angiò, che nel 
1283 era vicario del regno...nel 1289, Carlo II diede incarico agli architetti francesi Pierre de Chaul e Pierre 
d’Angicourt di accelerare i lavori, che si potrassero comunque fino al 1324.” 
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 The Angevin establishment of San Domenico Maggiore as a royal church and convent 

meant that, despite the lack of Neapolitan dynastic continuity, the sacred space retained an 

elevated status through many shifts in power. After the Angevins, the house of Aragon took 

control from the middle of the fifteenth century to the beginning of the sixteenth when Naples 

became a Spanish Viceroyalty. For one year, in 1647, Naples became a republic, but fell back to 

the Spanish Viceroys as the Kingdom of Naples until 1713. The Austrians had control for 

another twenty years until when the city fell under the Bourbon dynasty, which lasted until 1806, 

interrupted for less than a year (in 1799) by the Neapolitan Republic. The French took over the 

Kingdom of Naples for a decade until Ferdinand I Bourbon instituted the Kingdom of the two 

Sicilies in an attempt to re-consolidate the Neapolitan and Sicilian kingdoms. The Kingdom of 

the two Sicilies lasted until the unification of Italy under King Vittorio Emmanuele of Savoy in 

1860.  

 Sacred space theory, although a relatively new discipline, can help illuminate the reasons 

why this monastic complex was chosen in the first place, why it continued to be patronized by 

secular patrons, and why and how the Dominicans sought to imbue the space with their own 

history and meaning. I will give a brief historiography of relevant sacred space theory, and I will 

discuss several points about how sacred sites are chosen, how sacred spaces are imbued with 

meaning, and how they are continually sacralized by their patrons.  

 Theorists of sacred space seek to draw universal conclusions about the “sacred” nature of 

places, sites and buildings. One of the first theorists to pursue this line of inquiry was the Swiss 

psychiatrist and psychotherapist, Carl Jung (1875–1961), who studied the rituals within a sacred 

space for their archetypal nature, arguing that holy temples and sacred writings make doctrines 
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“accessible to every believing heart.”12 The Romanian historian and writer Mircea Eliade (1907–

1986) also theorized a “sacred centre,” which stemmed from the idea that for the religious person 

the world is divided into sacred and profane spaces.13 More recently, Jonathan Z. Smith, a 

scholar of comparative religion, examined the relationship of ritual to place. Smith challenges 

the notion that spaces are innately sacred; he argues that temples are built at central places 

“where a king or god happens to have decided to take up residence,” and that this presence 

infuses the space with meaning.14 Building on Smith, Jeanne Halgren Kilde, a scholar of the 

Christian tradition, argues that reverent acts sacralize places.15  

 What these theories share is the understanding that sacred space is established by an 

agent with the capability to act upon the environment—that sacred space is made sacred by 

people, rituals and texts. This dissertation focuses on the monastic complex of San Domenico 

Maggiore in Naples, which has been imbued with meaning by the Order of Preachers, who 

perform their faith in this space. The Dominican Order's understanding of the importance of 

people, rituals, and texts in establishing this convent complex creates a framework through 

which sacred space theory can help to understand the development of this building over time. 

 The Basilica of San Domenico Maggiore is the subject of this study because the people, 

rituals, and texts associated with it have left many interesting and compelling historical, 

rhetorical, and visual clues as to how the sacred space has been an iconic, monumental, and 

                                                 

12 C. G. Jung, The Archetypes and the Collective Unconscious (Princeton: Princeton University Press, 1969), 7.  
13 Mircea Eliade, The Sacred and the Profane: the Nature of Religion (New York: Harper & Row, 1961), 20. 

14 Jonathan Z. Smith, To Take Place: Toward Theory in Ritual (Chicago: University of Chicago Press, 1987), 22.  
15 Jeanne Halgren Kilde, Sacred Power, Sacred Space: An Introduction to Christian Architecture and Worship 

(Oxford: Oxford University Press, 2008), 46.  
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living work of sacred architecture. The past inhabitants of the convent and the patrons of the 

church have left an overwhelming amount of cultural and material patrimony for future 

generations to cite and analyze. Religious and secular leaders have taken interest in this place, 

causing it to accrue a considerable amount of local fame. As an active center of learning, which 

was associated with many important first and second generation Dominicans including the 

Order's greatest theologian, and coopted by successive waves of Neapolitan dynasties, San 

Domenico Maggiore occupies an important intersection between political, religious, and cultural 

realms in early modern Naples.  

 Pope Gregory IX chose a pre-established holy place with the infrastructure to support the 

Dominican community of friars. Before that, however, it was the so-called Basilian (Greco-

Roman) monks who chose the sacred site for their monastery. Unfortunately the only records of 

these first monks are from later sources, and many of these sources repeat variations of the same 

information. There are two theories for how the monastery originally got its name. According to 

the more popular theory, San Michele Arcangelo a Morfisa was originally named for a family 

who patronized the building of the church and the hospital by the same name.16 According to 

another story, Morfisa is a Latinised form of morphos, which is a near equivalent of the Latin 

forma.17 This theory suggests that the original monastery was constructed on this site because of 

                                                 

16 Perrotta, Descrizione, 1. 
17 Benedetto Minichini, Per Dichiarare Monumento Nazionale la Reale Chiesa di S. Domenico Maggiore di Napoli: 

Voto Storico ed Artistico Ragionato alla Commissione Municipale per la Conservazione dei Monumenti (Napoli: 
Tipografico Cmm. Gennaro de Angelis e figlio, 1886), 90. “Dissero pure l’abazia de illis Morfisa, ma non fu 
messo in chiaro se con questo aludessero ad alcuna famiglia così denominata, e benmerita della fondazione della 
Badia, o piuttosto col Sommonte la dissero così dal greco μορφη ossia bellezza, mentre la parola forma vuol dire 
in latino oltre ad alter significazioni anche bellezza, quindi Virgilio pulcherima forma, formosa puella ec. ec.” 
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the site's beauty. In fact, the location is on a hill that would overlook the Bay of Naples and the 

rest of the historic city center if the line of sight were not blocked by the many tall buildings that 

were added in subsequent centuries. It is very easy to imagine that the original monastery would 

have had a clear view to the Bay of Naples and to Vesuvius, making it a truly picturesque, and 

even sublime, place and therefore an ideal location whence to construct a holy temple. 

 This dissertation on the Basilica of San Domenico Maggiore will examine how the three 

fundamental elements of person, ritual, and text are woven into the complex history of the site. I 

believe, as my title suggests, that the triad of “person/ritual/text” are fundamental building blocks 

of art, tradition, and power. If person/ritual/text are the “what” of sacred space, then 

art/tradition/power are the “how.” The “what” must exist before the “how” can take effect. Each 

element of the triad has multiple components, which inform the understanding of a sacred space. 

 The first part of the triad concerns the people who are involved in establishing and 

maintaining a sacred space, both actively and passively. This dissertation will discuss the roles 

that many people played in establishing this sacred space, either purposely or by chance. Cioffari 

and Miele discuss the importance of "person," especially in establishing cloistral settings.18 They 

explain that a convent will seek to connect its origins, as much as possible, to "the origins of the 

Order and therefore to its founder or another charismatic figure."19 Coleman and Elsner similarly 

explain that, "The process of establishing a pilgrimage site often involves the fixing of the 

charismatic influence of a holy event or person within a given space," but sacred sites can also 

                                                 

18 Gerardo Cioffari and Michele Miele, Storia dei Domenicani nell'Italia Meridionale (Napoli: Editrice Domenicana 
Italiana, 1993), 16. 

19 Cioffari and Miele, Storia, 16. 
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experience sacralization by association with the life or death of a holy person—including as the 

location of a holy person's relics.20  

 San Domenico Maggiore, as can be seen in the second chapter, concerning the medieval 

Dominicans, was not directly touched by Saint Dominic, but rather by one of the founder's 

associates, Tommaso d'Agni. Shortly after the convent's rededication to the Dominican Order 

another Tommaso (Aquinas) would come to live at San Domenico Maggiore and would forever 

become associated with the convent as its most important "charismatic figure." Other influential 

(holy) people have been the friars themselves, and particularly the ones who became local, and 

even canonical saints, such as Tommaso d’Agni, Guido Marramaldo, "Zi' Andrea," and 

Tommaso Ruffo, all of whom will be discussed in this dissertation.   

 The other group of people important to the establishment of a sacred space, and to a 

convent in particular, are its patrons. In general the patrons are those who ensure that the space 

has enough material wealth to sustain itself, both on the most basic level and on a more 

superficial level. Contributions from patrons can go to feeding and clothing the friars, to 

decorating the space, or to anything in between. This dissertation will go into depth about the 

ways in which the secular patrons—royal and noble, foreign and local—of San Domenico 

Maggiore supported the community of friars and added to the glory of the sacred space. 

 One of the ways that the aforementioned people—both Dominican and lay—acted upon 

the space was through rituals. Rituals, the second part of the triad, are not possible without the 

people who work as agents of the sacred space. The rituals at San Domenico Maggiore take 

                                                 

20 Simon Coleman and John Elsner, Pilgrimage: Past and Present in the World Religions (Cambridge: Harvard 
University Press, 1995), 134. 
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many forms, such as masses, chapter, burial and other funerary rites, feasts and processions, and 

even canonizations. Many of these rituals call for participation from both the friars and their lay 

patrons. San Domenico Maggiore, for instance, was the location of the Dominican General 

Chapter of 1600, when the most important Dominican leaders in the world gathered there to 

discuss pressing issues, such as the execution of Giordano Bruno. The basilica was also home to 

the Confraternity of the Rosary, the religious society whose annual processions circled the 

convent complex as they wound through the streets of Naples every October. 

 Text, the third part of the triad, serves a number of different purposes and is manifested in 

a variety of ways. Perhaps the most obvious way is to dictate and record the rituals performed in 

the space. For example, a missal dictates the process of the mass for both the priest and the 

participants, while an epitaph records and commemorates a funerary rite. Text can also refer, in 

the case of Christianity, to scripture and to doctrinal tradition. All Christian spaces are founded 

on the information that has been passed down through text, which brings up the important point 

that texts, just as rituals, are created by people and for people.  

 One of the most important categories of text that comes out of San Domenico Maggiore 

is in the archival documents, which were stored and consulted on site until the first Monastic 

Suppression of the nineteenth century. The archive includes many kinds of religious and lay 

documents spanning from papal Bulls to leger books, and from legal contracts to letters to and 

from kings. The archive of San Domenico Maggiore, now found in the Naples State Archive, 

represents the fastidious record keeping of the friars. These documents are consulted throughout 

the dissertation and their function as sacralizing texts is the focus of the chapter called "Writing 

San Domenico." 
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 Another important function of text in sacred spaces is as a means by which to record 

one's experience of a place, especially for pilgrims. Pilgrimage has been defined by Palmira 

Brummett as “a form of travel with the stated intention of appreciating, experiencing, and 

conveying sacred space.”21 Many times pilgrims will use text to record their unique and shared 

experiences of a place. Medieval and early modern pilgrims did this by keeping written 

documents of their religious travels, while modern pilgrims will often take photographs and 

create albums. Images, therefore, can also be used to document experiences of pilgrimage, and 

are just as important as writing to defining the role of "text" in sacred spaces. 

 This dissertation assumes a definition of sacred (visual) art—defined broadly as religious 

material culture—as "text." Just as writing can be informative, rhetorical, eulogistic, devotional, 

and documentary, so can other (visual) media.22 Additionally, artworks are "read" for meaning, 

as are texts. David Morgan notes, "Images shape religious meaning by working in tandem with 

other artefacts, documents, and forms of representation, such as texts, buildings, clothing, food, 

and all manner of ritual."23 By this explanation, images and written texts have the same function 

in a religious setting—to shape religious meaning. The Dominican Order has a strong tradition of 

reverence for the power of the image.  

 There are a few early primary sources that explain art-making in Dominican spaces. 

Geraldo di Frachet discusses how, "in the cells [the friars] had in front of their eyes images of 

                                                 

 21 Palmira Brummett, The ‘Book’ of Travels: Genre, Ethnology, and Pilgrimage, 1250-1700 (Boston: Brill 
Academic Publishers, 2009), 2.  

22 Music is another art form that can easily fall within the definition of text, but which falls outside the scope of this 
study. 

23 David Morgan, The Sacred Gaze: Religious Visual Culture in Theory and Practice (Berkeley: University of 
California Press, 2005), 52. 
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[the Madonna] and of her crucified son, so that reading, praying, and sleeping they could watch 

them and be watched by merciful eyes."24 Lippini comments that this passage from Frachet  

...demonstrates the first source of that religious taste—of that cult of the beautiful that 
distinguishes the Dominican Order. The friars surrounded themselves by beautiful things; 
it was the only luxury that those paupers of Christ could concede themselves, and in 
every convent they had schools of painting, of miniatures and writing; they decorated the 
cells with delicate faces of the Madonna, and what an immense irreparable damage for 
Art and Culture was the Monastic Suppression that profaned so many sanctuaries of art, 
the true museums, and dispersed those very rich libraries and not less rich archives where 
so many generations of the Greats had formed...It seems that Beato Angelico had this 
passage of the Vitae Fratrum in mind while frescoing the cells of San Marco in Florence, 
transforming all of his spirit of priest and artist into those frescoes.25   
 

 The frescoes by Fra Angelico at San Marco in Florence are exceptional in terms of how 

well acquainted their author was with Dominican teachings, but Fra Angelico was not the only 

Dominican artist working in Dominican spaces. At San Domenico Maggiore in Naples there are 

works by Dominican artists, commissioned by Dominican patrons, and espousing Dominican 

themes. Several of these works of art, many of which are known for miraculous happenings, 

have gone on to become very famous, and have even attracted pilgrims to San Domenico 

Maggiore. 

 David Summers discusses how sacred places become pilgrimage locations.26 His theories 

revolve around the idea of the "sacred centre"—which is "defined by the intersection of the 

                                                 

24 Geraldo di Frachet, Storie e leggende medievali: Le “Vitӕ Fratrum,” trans. P. Pietro Lippini (Bologna: Edizioni 
Studio Domenicano, 1988), 213. Episode 189. "Nelle celle, poi, avevano davanti agi occhi le immagini di lei e del 
suo Figlio crocifisso, affinché leggendo, pregando e dormendo potessero guardarle ed essere riguardati con occhi 
di misericordia." 

25 Frachet, Storie, 213-214. My translation. Lippini (translator and annotator) is quoting Taurisano, Il libro d'Oro 
Domenicano, 254, an anonymous volgarization of the Vitae Fratrum from the fifteenth century, reprinted in Rome 
in 1925. 

26 David Summers, Real Spaces: World Art History and the Rise of Western Modernism (London: Phaidon Press, 
2003), 131. 
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ordinary by the extraordinary. An epiphany or omen, a miracle, sign, birth, death, calamity, or 

prodigy may call for the articulation of a centre."27 He notes, however, "A singular manifestation 

is forgotten if the place is not marked."28 In the case of a pre-existing image that "commits" a 

miracle, the image becomes a "centre" and is inherently its own marker.   

 Both sacred and secular travel are discussed in this dissertation. The primary motivation 

behind both sacred travel (pilgrimage) and secular travel (tourism) is to see something that one 

cannot see at home. For the Grand Tourists whose itineraries included stops in Naples, the 

diffusion of a decadent Baroque style combined with sunny weather, an ominously beautiful 

volcano, picturesque ruins, and a population described as both "sunny" and "volcanic" were all 

reasons to visit. From a religious standpoint, Naples was a city of miracles. Perhaps the most 

important miracle, the liquefaction of the blood of San Gennaro happened several times a year in 

the cathedral. San Domenico Maggiore was also known for miraculous occurrences, many of 

which involved images. 

 There are a number of allegedly "miraculous" images either housed in or created for San 

Domenico Maggiore. In this dissertation I discuss three in some depth. The first, both 

chronologically and in terms of importance, is the crucifix that "spoke" to Saint Thomas Aquinas 

[Fig. 5]. This image has become famous through the saint's hagiography and the efforts of the 

image's loyal devotees to memorialize it. The second miraculous image is the panel painting of 

the Madonna dell'Umiltà with Dominican Donors attributed to the Maestro delle Tempere 

                                                 

27 Summers, Real Spaces, 131. 
28 Summers, Real Spaces, 132. 
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Francescane [Fig. 35]. Many of the Dominican authors speak generally about the many blessings 

that the image has bestowed upon the faithful.29 The third miraculous image is the Madonna di 

Zi' Andrea, a wooden sculpture by Pietro Ceraso, which was said to have not only saved many 

people from the plague of 1656, but also to have exacted a vendetta on an unsuspecting and 

unbelieving doctor [Fig. 34]. There are many documents about this statue, both from the archive 

and inspired by popular devotion. 

 These miraculous images are documented by many travelers to San Domenico Maggiore, 

and apart from being art objects in their own right, serve to remind the visitor to the basilica that 

the Order of Preachers, while deeply invested in the creation of art for both enjoyment and 

devotion, is still an Order of faithful men and women. Some of the most important and 

influential Neapolitan masterpieces were commissioned for altars at San Domenico Maggiore, 

although many of these works have now been placed in museums for safekeeping. It is important 

to remember that these works originally served devotional purposes for the patrons and friars at 

San Domenico Maggiore. I have attempted to situate these works historically and theologically 

in my discussion of the art and patronage of the convent complex.  

 This dissertation moves mainly chronologically, covering all the aforementioned periods. 

Each chapter focuses on different people, rituals, and texts to help illuminate the many ways in 

which the space has been sacralized over time. The purpose of this methodology is to 

demonstrate the many ways that the people (friars and patrons) of San Domenico Maggiore have 

sanctioned and performed rituals and commissioned and created texts (including artworks) for 

                                                 

29 Perrotta, Descrizione, 47. "La suddetta Immagine era allora tenuta in sommo culto e venerazione, e molte grazie 
ne riportavano i fedeli." 
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and about the convent. The dissertation shows how, even though the history of the space spans 

many years, and even though the space would have had nuanced meaning for each generation 

that lived and worshipped in it, the dynamics of art, power, and tradition continuously work 

together to sacralize the space.  

 The first chapter follows a historiographical model, laying the foundation for the many 

texts that will be referenced in this dissertation. Most of these texts were created in Naples, and 

many at San Domenico Maggiore, from the thirteenth through the nineteenth century. The 

chapter surveys the evolution of primary sources—up to and including Grand Tour travel writing 

and modern conservation rhetoric—by diverse authorial voices. It relates the people and their 

texts back to the sacred space, discussing the rhetorical bias of the authors, as Dominicans, 

travelers, or inhabitants of San Domenico Maggiore, and establishes a framework for 

understanding these documents as primary historical sources. 

 The second chapter discusses the influence of the first Dominicans, both those who lived 

at San Domenico Maggiore and abroad, and the early Dominican texts and iconography. The 

chapter also discusses the importance of the Virgin Mary to the Order and focuses on the 

iconographic and historical legacy of Thomas Aquinas in the context of San Domenico and 

Naples.  

 The third chapter discusses the fifteenth- and sixteenth-century patronage of San 

Domenico Maggiore. In particular, the chapter focuses on the importance of Christian burial as a 

ritual involving both friars and patrons and the ways that written and visual texts are used for 

these rituals. The chapter focuses on the dynamics of power in Naples and in the Seggio di 
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Nido—the noble district where San Domenico is located—and the ways in which both royalty 

(especially Alfonso I d'Aragona) and nobility demonstrated their interest in the convent. 

 The fourth chapter discusses the unique cultural climate of the Neapolitan Counter-

Reformation, picking up where the previous chapter left off in the sixteenth century and moving 

through most of the seventeenth century. The chapter begins with a discussion of the Dominican 

influence on the Council of Trent and in turn examines the influence of the Council on the 

Dominican Order. In particular, a few very important figures emerged from the Council whose 

influence, combined with the pre-existing Dominican influence in Naples, caused an explosive 

growth of the local devotion to the Virgin of the Rosary. 

 Out of the discussion of the Cult of the Virgin of the Rosary comes the fifth chapter, 

which examines two of the most important spaces in the convent complex of San Domenico 

Maggiore. The chapter discusses how both spaces—the late-seventeenth-century Chapterhouse 

and the early-eighteenth-century Sacristy are a product of Counter-reformation piety yet both 

also look forward to the eighteenth century and the rise of tourism in Naples. 

 This dissertation considers the critical role that San Domenico Maggiore has played 

throughout the history of the Dominican Order. It examines the Basilica's role as an established 

sacred space in a rapidly changing Naples and traces the evolution of the complex from its 

founding to the present day, considering it still as a living convent. It discusses the ways that the 

friars of San Domenico Maggiore have interacted with the other citizens of Naples, helping to 

shape Neapolitan piety, local traditions, and even religious iconography.
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CHAPTER 1 

WRITING SAN DOMENICO MAGGIORE 

 This chapter examines the tradition of writing about San Domenico Maggiore by 

reviewing its many layers of text: the diverse archival materials, the Neapolitan guidebooks of 

the seventeenth and eighteenth centuries, and the nineteenth century writings, which span many 

genres, by the friars and their affiliates. These writings include many diverse authorial voices and 

many purposes for writing. While all of the sources share the same basic goal of recording the 

history of the convent, they all do so in different ways and from different points of view. The 

writings of the Dominican friars for themselves and other visitors to the city and to San 

Domenico Maggiore provide some of the most fertile ground for analysis.  

  Writing about the church and monastery causes an ongoing sacrilization of the space, in 

a similar way that rituals such as daily mass or burial sacrilize the space. These "texts" and 

rituals speak to the agency of the Order of Preachers, who were the ones performing the rituals, 

teaching, writing, and assigning chapels to patrons who would fill them with artworks. The 

Order of Preachers, the Dominicans, unlike traditional monks, preached and ministered to the 

community, who in turn became their patrons. The art commissioned for the church, therefore, 

was meant to be semi-public and to bring visitors into the church. The Dominican friars, who 

have a strong sense of their Order’s founding and history, also have a reputation for being 

particularly successful at writing about themselves, as can be seen in even the earliest documents 

produced by members of the Order. 

 The Dominicans of San Domenico Maggiore had the most to gain from establishing their 

convent as a preeminent sacred site in Naples. Beginning in the eighteenth century, with the end 
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of the viceregal period and the interruption of Spanish reign by the Austrian Hapsburgs, the local 

Dominican authors began writing about their space like never before, while publishing these 

works for the consumption of the general public. Then, in the nineteenth century, the friars took 

it upon themselves to make their church even more prominent by publishing (art) historical 

guidebooks to the church and by undertaking a campaign to have the complex declared a 

National Monument by the Italian State after 1870. 

 There have been several notable Dominican friars of San Domenico Maggiore who have 

participated in the tradition of guidebook writing. While these accounts have many aspects in 

common, their focus on the illustrious and holy people who have sacrilized this space stands out. 

These people have been an integral part of the traditions of the convent complex since its 

founding—whether they were royalty, nobility, or members of the Order. The authors 

highlighted these people's various roles in the patronage of the site. In no other place is this more 

apparent than it is in the archive. 

 By far the most important Dominican texts were and still are found in the archive.30 The 

archive of San Domenico Maggiore, once found within the walls of the monastic complex, is 

now part of the Corporazioni Religiosi Soppressi at the Naples State Archive. In 1809, under the 

leadership of Gioacchino Murat, the Kingdom of Naples experienced the rigorous suppression of 

the religious orders and the government's appropriation of all their homes and other possessions. 

By this time the friars of San Domenico Maggiore were already hosting a number of Dominicans 

                                                 

30 Monasteri Soppressi, Naples: Archivio di Stato, Buste 929-1866. 
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from other Neapolitan convents due to the political unrest beginning at the turn of the century.31 

The Suppression of San Domenico Maggiore, which was officially declared August 7, 1809, 

forced the friars to find new living situations—some with their families and others in churches 

that needed extra help.32 It was on January 18, 1820 that 48 friars, most from other convents, in 

the presence of King Ferdinando I di Borbone, resumed life at San Domenico Maggiore.33  

 The unification of Italy brought about another Monastic Suppression, but this time the 

friars would not be able to completely recover from the damages. On February 17, 1861, the 

second monastic suppression was ordered, but the specific order to clear out San Domenico 

Maggiore came on September 24, 1865.34 Thanks to the mediation of Cardinal Sanfelice, the 

friars were able to reenter the convent in 1885, but San Domenico Maggiore was never the same 

again.35 

 Miele says that, among other things, the population of the convent was forever seriously 

reduced, and that a total of only seven friars reentered in 1885.36 The author gives three main 

reasons for this permanently reduced number of friars: fewer spaces for the friars to use, the 

transfer of the archive to the State Archive of Naples, and the dispersal of the once-grand 

                                                 

31 Michele Miele, "I domenicani di San Domenico Maggiore nel corso dei secoli. Cifre e ruoli," in La Fabbrica di 
San Domenico Maggiore a Napoli: Storia e Restauro, ed. Orsola Foglia and Ida Maietta (Napoli, Prismi Arte'm: 
2016), 194. 

32 Miele, “I domenicani,” 194. 
33 Miele, “I domenicani,” 195. 
34 Miele, “I domenicani,” 196. 
35 Miele, “I domenicani,” 197. 
36 Miele, “I domenicani,” 197. 
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library.37 Two of these reasons are decidedly "intellectual" and deal with the theme of this 

chapter—Dominican writings. With these reasons, Miele, a Dominican, underlines the 

importance of the archives to the friars.  

 The archive, visible today at the Archivio di Stato di Napoli (ASN), is full of everyday 

materials that one would expect such as expense books and lists of friars, but it also preserves 

copies of papal bulls, indulgences, letters from royalty, descriptions of chapels, and local 

histories. The histories and descriptions of chapels are some of the most compelling documents. 

While the earliest original documents are from the fourteenth century, there are also 

transcriptions of earlier documents, including that of the original papal order to send the first 

Dominicans to San Domenico Maggiore. According to the archive, the documents range from 

1306 to 1809.38 San Domenico Maggiore is one of the most "documented" churches in the State 

Archive with 271 volumes—second only to the 411 volumes relating to the Certosa of San 

Martino.39  

 One genre of document found in the archive is the "Campione," which refers to the fact 

that the book offers a sampling of information. Each campione typically addresses information 

collected in the convent for several years and includes information about its finances and 

possessions. Information about the chapels, therefore, can be found in these collections as the 

chapels are both sources of income and possessions of the convent. There are several early 

                                                 

37 Miele, “I domenicani,” 197. 
38 Amelia Gentile and Iolanda Donsi Gentile, Catalog: Archivio di Stato (Napoli: Archivio di Stato, 2012), 114. 

Although I have found copies of letters by Carlo II from 1295 and 1303 (ASN, Busta #656, p. 39-40). 
39 Archivio di Stato, 114-122. 
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campioni, dating from as early as 1533, still in the archive. There are early books referred to as 

accounting books, but the first time a book is referred to as a campione is in Busta 447-453.40 

The Campione from 1682, which is heavily cited by subsequent chapel inventories, has as its 

focus chapel concessions.41 It only minimally discusses the artworks created for the chapels, 

however, focusing on the other possessions of the convent. 

 A turning point in the production of the campioni is in the giant, three-volume set from 

1716.42 These volumes, though neither the oldest nor the newest found in the archive, are by far 

the most comprehensive. The handwriting in these volumes is highly legible and penned with 

careful attention to clarity and organization. The titles and headings include elegant, calligraphic 

letters. Unlike other archival documents, which were seemingly written in haste, the author of 

these volumes slowly gathered the information and planned the layout of the pages before 

beginning to write—even leaving space for references, many of which he never had a chance to 

include and are therefore left blank. It is clear that the friar who compiled these books set out to 

create a readable, scholarly reference, with mentions of other archival documents so that his 

successors could cross-reference his sources. This three volume Campione from 1716 represents 

the first attempt to compile all relevant information about the complex into an easily consultable 

summary for an audience of scholarly Dominicans. 

 Vladimiro Valerio, in his essay “Representation and Self-Perception: Plans and Views of 

Naples in the Early Modern Period,” discusses the connection between the visual representations 

                                                 

40 Monasteri Soppressi, Busta 382.  
41 Monasteri Soppressi, Busta 453. 
42 Monasteri Soppressi, Buste 425, 426, and 427. 
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(city plans, maps) of Naples and the phenomenon of travel writing.43 Valerio asserts that during 

the last decade of the seventeenth century “there was a substantial renewal in the arts and in the 

city’s ability to imagine and represent itself.”44 One of his main arguments is that the spread of 

guidebooks around the same time confirms the success of the Neapolitan renewal.45 Guidebooks, 

which had previously not been a popular genre in Naples, suddenly became common during the 

seventeenth century. Valerio attributes this phenomenon to “the enlightened policy of Viceroy 

Carpio, which was so successful that his Spanish, Austrian, and Bourbon successors embraced it, 

laying the foundations for Naples’s development into one of the essential stops on the 

eighteenth- and nineteenth-century Grand Tour.”46  

 Some of the most important Neapolitan guidebooks were published at the beginning of 

the seventeenth century. Enrico Bacco’s highly influential Descrittione was first published in the 

second decade of the century, while Cesare d’Engenio Caracciolo’s Napoli Sacra made its debut 

less than ten years later.47 Bacco’s guidebook saw many printings throughout the century, and 

the seventh edition was published in 1671—concurrent with the large-scale baroque renovation 

of San Domenico Maggiore by Tommaso Ruffo. It is very likely that the San Domenico 

renovations began as a response to the urban renewal and the steadily-growing influx of foreign 

visitors to the city.  

                                                 

43 Vladimiro Valerio, “Representation and Self-Perception: Plans and Views of Naples in the Early Modern Period,” 
in A Companion to Early Modern Naples, ed. Tommaso Astarita (Leiden: Brill, 2013). 

44 Valerio, “Representation,” 79. 
45 Valerio, “Representation,” 80. 
46 Valerio, “Representation,” 81. 
47 1616 and 1623, respectively. 
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 By the last decade of the seventeenth century the genre of guidebook writing had been 

firmly established—Carlo Celano’s influential Le Notizie del bello, dell'antico e del curioso 

della città di Napoli having been published in 1692. A few years later, at the turn of the century, 

the friars of San Domenico Maggiore decided to renovate the church’s sacristy, employing one 

of the most important baroque Neapolitan painters, Francesco Solimena, to fresco the ceiling. It 

would be a mistake to say that the correspondence of major artistic and architectural renovations 

in and around the city with the influx in guidebook writing is a coincidence. Instead, these two 

phenomena seem very much to grow together. 

 San Domenico Maggiore had already been established as one of the more important 

churches of Naples. The basilica complex was uncontestably religiously, artistically, and 

historically significant. Some of the most important early modern artworks were commissioned 

for its chapels, and royalty had been interred within. The church had been mentioned in all the 

most important seventeenth century guidebooks. With all of this fame and fortune it seems that 

the Dominican friars had nothing left to prove. Contemporary political events, such as the 

Counter-Reformation, the Grand Tour, the Monastic Suppressions, the Risorgimento, and the 

Unification of Italy, can help explain the dramatic increase in this period of literary output. 

 It was not until the nineteenth century that the Dominican-produced literature at San 

Domenico Maggiore reached a major turning point. During this century the genre of the church-

specific guidebook took off. It is also the century of the Monastic Suppression, during which the 

friars of San Domenico Maggiore were forced to leave the monastery for twenty years, and a 

consequence of which was the movement of the archives to the State Archive of Naples and the 

dispersion of the immeasurably important library. 
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 In 1828, eight years after the end of the first Monastic Suppression, Vincenzo Maria 

Perrotta set out to give a very short and portable yet complete history of San Domenico 

Maggiore. Perrotta, a friar of San Domenico Maggiore, was the first person to write a true 

guidebook devoted to the church and convent. He begins the book, in the Preface, with the 

comment that he cannot believe that until that moment no other friar had attempted to record the 

history of San Domenico Maggiore.48 He explains, "The archive was full of them: Chronicles, 

Boxes, Necrologies, Account books, Record of Counsels that had taken place about interesting 

affairs of the Monastery," all waiting for the friars or other interested parties to make a study of 

them.49 

 Perrotta explains that there were so many sources, including a number of older friars with 

memories of the recent past, available to whomever would have liked to write the history, but 

then intones that, "Now, however, everything has changed."50 He refers, of course, to the 

recently ended Monastic Suppression, but does not mention it by name and instead assumes that 

his readers would have been cognizant of this sad fact. 

 About the "changes" he explains that "a portion of the manuscripts have been destroyed, 

a part dispersed, and a part transferred to the Public Archive. Dissipated are the monastic 

                                                 

48 Vincenzo Maria Perrotta, Descrizione storica della chiesa, e del monistero di S. Domenico Maggiore di Napoli 
(Napoli: Dai Torchi di Saverio Giordano, 1828), III. "Reca invero maraviglia il riflettere come sinora niuno de' 
nostri Confratelli entrato sia nell'impegno di dar fuora una qualche Descrizione Storica della nostra Chiesa per 
tanti titoli augusta, e del nostro Monistero, ricco di preziose memorie, che tanta relazione hanno colla storia 
patria." 

49 Perrotta, Descrizione, III. "L'archivio n'era pieno. Cronache, Platee, Necrologj, Libri d'introito e d'esito, Registri 
de' Consigli che tenevansi su degli affari interessanti del Monistero, tutto era pronto a' religiosi per aver notizia di 
checchessia ad ogn'istante." 

50 Perrotta, Descrizione, IV. 
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libraries, the older printed books—even the most precious—in the midst of the political unrest 

suffered by our country."51 He explains, with a tone of bitterness, how the craze for the "new 

pamphlets" had caused the common person to condemn these libraries and old tomes and how 

"well-known public and private misfortunes" had caused many of the patriarchs and their 

studious endeavors to be forgotten.52  

 The tone becomes stronger in the next paragraph as Perrotta continues to explain his 

motives for undertaking this project.53 He underlines his reasons by calling out the "pernicious 

ignorance," which had begun to disseminate as a result of the Monastic Suppression, and the 

"uncertain and doubtful responses—of those who should have been able to clarify certain 

things—given to inquiring minds.”54 Perrotta is also very clear about relationship of the purpose 

of this book to its intended audience. He explains that this book, "especially as much as it regards 

the Church, is meant to serve overall as a guide and as a manual to interested parties" and not as 

a "scholarly book."55 He also very clearly states that his goal is to "satisfy the public," a 

comment that initially seems to place the "public" in a position of importance, but upon closer 

                                                 

51 Perrotta, Descrizione, IV. "Ora però tutto è cangiato. De' libri manoscritti parte n'è stata distrutta, parte dispersa, e 
parte trasferita nel Pubblico Archivio. Dissipate le Biblioteche monastiche, i libri stampati di vecchia data, anche i 
più preziosi, in mezzo al disordine sofferto dal nostro paese." 

52 Perrotta, Descrizione, IV. "...ed alla manìa per i liercoli nuovi, sono stati barbaramente condannati a morire per 
mano del rivendugliolo, e del pizzicagnolo, Le ben note sventure private e pubbliche infine han portato via, anche 
pria del tempo, tanti Uomini venerandi, i quali ricchi di notizie acquistate per lungo studio davan ragione di tutto." 

53 Perrotta, Descrizione, IV-V. "Ecco perchè una perniciosa ignoranza s' è cominiciata a spargere su di siffatte cose; 
e risposte incerte e dubbiose riscuotono tutto giorno i curiosi, anche da coloro che dovrebbero essere in grado di 
darne ragione. Ed ecco nel tempo stesso il motivo d' un desiderio comune di un qualche opuscolo ragionato, che 
diradasse tali tenebre, e desse su di tutto ciò de' lumi sufficienti." 

54 Perrotta, Descrizione, IV-V. 
55 Perrotta, Descrizione, VI. "...questo libretto...specialmente in ciò che riguarda la Chiesa, è destinato a servire 

piuttosto di guida e di manuale a' curiosi, che di libro di studio, me ne sono astenuto." 
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examination clearly refers back to his comments about both the curiosity and the ignorance of 

the common person.  

 Perrotta's most significant contribution is that he is the first person—lay or ecclesiastic—

to create a monograph about San Domenico Maggiore. He explains that his book is not 

"scholarly," yet it is the first accessible and usable chronology about the church for future 

scholars. Furthermore, he cites his sources as would a historian—the archives, art historian De 

Dominici's Vite de' Pittori, Scultori, ed Architetti Napoletani, Cesare d'Engenio Caracciolo, and 

Carlo Celano "among others"—situating his work in the tradition of writing about Naples, while 

explaining that by focusing on San Domenico Maggiore and consulting other texts, he is able to 

include many more details than any of the other sources.56 

 It is fair to assume, then, that the Dominicans at San Domenico Maggiore, who were 

extremely proud of both their religious and intellectual tradition (especially as fighters of 

heresy), would have been even more sensitive than other Orders to the Protestant tourists’ 

accusations of superstition based on a general lack of religious education. The history of 

education at San Domenico Maggiore was a major theme of the works of the Neapolitan secular 

guidebook writers, all of whom deemed this part of the convent complex's history important 

enough to be included in their records. 

 The non-Dominican guides to Naples written by Neapolitans share many of the same 

facts about San Domenico Maggiore, including its intellectual tradition—connections to 

education in general and the University of Naples in particular—and its relationship to important 

                                                 

56 Perrotta, Descrizione, III-VII. 



 

29 

Neapolitan families and holy people. They do this with a primary goal of promoting the city as 

both intellectually and religiously enlightened—two things which, as the authors show, are not 

mutually exclusive. 

 Predating Perrotta’s site-specific guidebook, Enrico Bacco's Descrittione from 1616 

proudly boasts about the religious presence in Naples, painting the city as a hub of religious 

activity and even listing the numbers of holy orders at each institution. At the top of this list is 

San Domenico Maggiore with its 150 friars—more than any other Dominican institution, but not 

the most populated convent in the city.57 Bacco's emphasis is mainly on the people of Naples and 

its sacred places. He mentions the impressive numbers of religious orders, the noble families, the 

royalty, and even the saints whose relics can be found in the city. While Bacco only makes a few 

references to San Domenico Maggiore, he does list important families of the noble seggi, 

including the Seggio di Nido where the convent is located, and makes mention of nobleman 

Guido Marramaldo's final resting place at San Domenico in the section devoted to the burial 

places of saints in Naples.58 

 It is notable that of all the important people associated with the convent complex, that 

Bacco chose to mention Guido Marramaldo. Blessed Guido was a homegrown saint from a noble 

family. His family was from the Seggio di Nido and is listed in Bacco's section on the important 

families of the seggi, even though he notes that the Marramaldi were by that time extinct.59 The 

                                                 

57 Enrico Bacco, Cesare D'Engenio Caracciolo, and Eileen Gardiner, Naples: An Early Guide (New York: Italica 
Press, 1991), 8. 

58 Bacco, Naples, 19. 
59 Bacco, Naples, 27. 
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editors explain that Bacco's guidebook is "a form of rhetorical praise for his city"—emphasizing 

the secular nature of the Descrittione, but insofar as it exalts the people of Naples it also takes 

part in the act of sacrilizing the city.60 

 Cesare d'Engenio Caracciolo's Napoli Sacra from 1623, on the other hand, is very 

obviously a guidebook to the sacred sites of Naples, and as such provides a thorough description 

of San Domenico Maggiore, highlighting the important people and artworks in the convent 

complex. Caracciolo's title page can help modern readers understand, at a glance, how both he 

and Bacco viewed "the sacred" during the early seventeenth century—with many overlaps to 

what is now considered "secular" or "profane." His title page emphasizes, for example, "the 

foundations of all the Churches, Monasteries, Hospitals, and other sacred places of the City of 

Naples and its Hamlets...all the Bodies, and Relics of Saints and Blesseds found there, with a 

short summary of their lives, and of the pious works they performed there."61  He also discusses 

the "Epitaphs and Inscriptions in these [sacred] places."62 Furthermore, he explains why these 

(Neapolitan) people are both noteworthy and holy by providing their hagiographies and 

biographies as well as epitaphs or inscriptions on their tombs.  

                                                 

60 Bacco, Naples, liii. 
61 Cesare D’Engenio Caracciolo, Napoli Sacra (Naples, Italy: Francesco Buonocore,1623). “Napoli Sacra di D. 

Cesare d'Engenio Caracciolo, Napolitano. Ove oltre le vere origini, e fundationi di tutte le Chiese, Monasterii, 
Spedali, & altri luoghi sacri della Città di Napoli, e suoi Borghi. Si tratta di tutti li Corpi, e Reliquie di Santi, e 
Beati vi si ritrovano, con un breve compendio di lor vite, e dell'opere pie vi si fanno, si descrivono gl'Epitaffii, & 
Inscrittioni sin hora sono, & erano per l'adietro in detti luoghi. Si fa anco mentione di molt'altri huomini Illustri, sì 
per santità di vita, e dignità, come per lettere, & armi, pittura, e scoltura, havendosi contezza di molte recondite 
historie cosi sacre, come profane. Con dui trattati brevi, uno de Cemeterii, e l'altro dell'Ordine di Cavalieri. Opera 
un pezzo sa desidertata, ma hora la prima volta vede le luce delle stampe. Utile non men che necessaria non solo à 
Napolitani, e Regnicoli, ma anco à gl'altre Nationi.” 

62 See previous note. 



 

31 

 Caracciolo includes even more seemingly secular details in his sacred guide. He says that 

he mentions, "many men who are illustrious as much for their holiness of life and their dignity, 

as for their learning and warfare, painting and sculpture, taking into full account many esoteric 

tales—both sacred and profane."63 Caracciolo, like Bacco, devotes pages to describing important 

Neapolitans, but the difference is that Caracciolo's guide proclaims itself as sacred while Bacco's 

guide does not. Both authors, however, employ the same tactic of describing the illustrious men 

to sacrilize their city. 

 In 1692 Neapolitan Canon Carlo Celano published his Notitie of the City of Naples.64 

Celano's guide represents a turning point in the production of Neapolitan guidebooks. His work 

is one of the first that claims to be for the use of travelers and foreigners, and focuses on the sites 

to be seen in the city. He gives a bibliography where he cites other authors and even archives, 

including the Archive of San Domenico Maggiore.65 The guidebook also plays a part in this 

study of travel literature created about the city of Naples as a precursor to the writings of 

religiously affiliated authors and as an extension of the earlier works, which address various 

aspects about the history of Naples as a whole, without focusing on a specific site. As a Canon, 

and as a citizen of seventeenth-century Naples, it is no surprise that Celano's rhetoric has a 

sacred bias. His discussion, however, in many ways comes across more as a lay history than that 

of his secular predecessors. He begins the guide, for example, with the mythological founding of 

                                                 

63 See note 61. 
64 Carlo Celano, Delle notizie del bello, dell'antico, e del curioso della città di Napoli, ed. Giovanni Battista Chiarini 

(Napoli: Tipo-Litografia e Libreria di L. Chiurazzi, 1870).  
65 Celano, Notizie, front matter. 
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the city.66 Some of the highlights of his information about San Domenico Maggiore include 

information about the church's origin as San Michele a Morfisa, the concession of the church to 

the Dominicans, Carlo II's role as early patron, the "portrait" of Saint Dominic brought to Naples 

by Tommaso Agni [Fig. 11], the devastating effects of the sixteenth-century earthquakes, the 

seventeenth-century remodel of the church under Tommaso Ruffo, and short descriptions of 

many chapels.67 It is worth mentioning that Neapolitan nobleman Giovanni Battista Chiarini 

reprinted Celano’s guidebook in 1870 with extensive notes.68 Chiarini adds many details, most 

of which reflect events that occurred since the original publication of the book, particularly about 

San Domenico Maggiore. 

 Roughly a decade before the second Suppression, Benedetto Minichini published 

Raffaele Maria Valle's unfinished treatise on the art and history of San Domenico Maggiore. 

Valle was a Dominican and the prior of San Domenico Maggiore until his death in 1854. Valle's 

Historical, Artistic, and Literary Description of the Church remains one of the most thorough 

"guides" to San Domenico Maggiore, and as a monograph on the Church follows the precedent 

set by Perrotta several decades earlier.69 

 Valle's Description begins with an introduction that presents his thoughts on the historic 

role of religious orders in art-making and patronage. He explains, for example, how "the 

medieval ecclesiastics, but specifically the monks, were the only enthusiasts and the only 

                                                 

66 Celano, Notizie, 2-4. 
67 Celano, Notizie, 109-116. 
68 This is the edition that I am using. 
69 Raffaele Maria Valle, Descrizione Storica, Artistica, Letteraria della Chiesa, del Convento e de’ Religiosi Illustri 

di S. Domenico Maggiore di Napoli dal 1216 al 1864 (Napoli: Stamperia del Vaglio, 1854). 
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custodians of the sciences, of letters, and of the arts."70 Later he adds that, as guardians of the 

aforementioned studies, the ecclesiastics were also "very generous protectors of artists," which 

he means in a financial sense, and that "the monuments erected in every time and in every place 

in Christendom are a testament to those who, for unholy study, negate the influence of our 

Religion on the three sister arts: architecture, sculpture, and painting."71 Then, Valle immediately 

uses the above comments to justify his decision to study art as a means by which to "admire the 

sacred flame, which has always ignited the arts and Christians, so that they could reach a level 

untenable to the pagans."72 With this passage Valle reveals that his true interest in this study is in 

the art and architecture of San Domenico Maggiore, which he believes to be not only divinely 

inspired, but also a powerful teaching tool for students of religion.  

 Valle also shows awareness, as do other Dominican authors, of the importance of both 

person and place to a discussion of sacred art. He explains multiple times that he is writing a 

history of the place and the important people who have lived there, but at the same time he is 

also discussing the "beginning and end" of sacred art—to be spiritual.73 Valle, therefore, 

produces a "text" about this sacred space, focusing on art (visual texts), people, and the rituals 

                                                 

70 Valle, Descrizione, 10. "...gli ecclesiastici, principalmente i monaci del medio evo, furono i soli cultori e i soli 
depositarii delle scienze, delle lettere, e delle arti..." 

71 Valle, Descrizione, 10. "Finalmente per questa cagione gli ecclesiastici furono sempre predicatori cultori ed 
amatori delle scienze, delle lettere, delle arti, e munificentissimi proteggitori degli artisti...ed i monumenti eretti in 
ogni tempo, ed in ogni luogo della cristianità, smentiscono le dicerie di coloro, i quali per empio studio negano 
l'influenza della nostra Religione nelle tre arti sorelle, l'architettura, la scultura, e la pittura." 

72 Valle, Descrizione, 10-11. "Non rechi dunque meraviglia, se mi prese vaghezza rivolgere i miei studii all'arte, in 
quel tempo che avanzava alle molteplici mie oratorie fatiche, ed alle altre gravissime cure del santo ministero, 
congiugendo così lo studio religioso all'artistico nel fine di meglio vedere ed ammirare la divina fiamma, che ha 
sempre avviato le arti appo i cristiani, ond'è che poterono aggiugnere all'altezza cui non era dato a' pagani di 
condurle." 

73 Valle, Descrizione, 13. "...affatto spirituale è il principio ed il fine dell'arte cristiana." 
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performed there—making his work, by the definition given in this essay, a true history of the 

sacred space. 

 Valle, like Perrotta, is very clear about the purpose of this text and its intended audience. 

He directs the work to "the Neapolitan public and my fellow friars," and says that its purpose is 

"to illustrate a local monument, and for the recognition of the Order and for that house to which I 

belong to my highest honor."74 Valle is proud to be a resident of San Domenico Maggiore. He is 

also arguably proud to be "Italian," a relatively new identity that was developing during the 

Risorgimento.  

 Valle writes with a nationalist agenda. Valle, differently from Perrotta (who discusses 

Neapolitan art) and from the later Minichini (who uses a decidedly nationalistic tone), discusses 

his homeland in vague, but inclusive, terms—as a unified "Peninsula," without ever specifically 

mentioning Italy as a nation. He does this so that he can discuss the superiority of "Italian" 

religious art, including the art of Florence. He shows how the art of Naples is the art of Italy. 

 The Italian peninsula, argues Valle, is the home of the best art and architecture, especially 

as it is Catholic. He makes several allusions to Religious Italian (Catholic) art. About the art of 

"Catholic Christianity" he says, "considered for their greatness and majesty, for their religious 

                                                 

74 Valle, Descrizione, 16. "Nulladimeno mi auguro che il pubblico napolitano ed i miei religiosi confratelli vogliano 
accogliere di buon animo questa mia scrittura qualunque siasi, dettata dall'amore, a fine d'illustrare un patrio 
monumento, e dalla sentita riconoscenza per quell'Ordine, e per quella casa cui appartengo con altissima mia 
onoranza." 
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influence, and their moral scope, offer a worthy, if not necessary, study for every ecclesiastic."75 

Again and again Valle stresses the didactic potential of the arts.  

 Benedetto Minichini, who was responsible for posthumously publishing Raffaele Maria 

Valle's Description, several decades later published his own treatise on the cultural patrimony of 

San Domenico Maggiore.76 The translated title of Minichini's work is "To Declare the Royal 

Church of San Domenico Maggiore of Naples a National Monument: An (Art) Historical 

Offering Directed to the Public Commission for the Conservation of Monuments." The title 

makes immediately clear the purpose, audience, and subject of the treatise; it is not a guidebook 

for the general public, but rather a treatise of conservation rhetoric.  

 Insofar as the scope of the work is to recognize the importance of the cultural patrimony 

of San Domenico Maggiore, the treatise shares many characteristics of an (art) historical 

guidebook of a sacred space. It emphasizes important dates, people, rituals, and "texts"—both 

literary and visual. Minichini, a "correspondent" of the Royal Academy of Archaeology and Fine 

Arts, employs a nationalistic tone, describing the importance of San Domenico Maggiore to 

Naples but more importantly to the newly unified Italy. 

 Minichini's work fundamentally differs from the Dominican guidebooks, therefore, in 

many ways. While the secular guidebook writers discuss the history and the works contained 

within for the greater glory of Naples, and the Dominican authors for the glory of the Order and 

                                                 

75 Valle, Descrizione, 14. "...le arti belle del cristianesimo cattolico; le quali considerate nella loro grandezza e 
maestà, per la influenza religiosa, e lo scopo morale, offrono studio degno, se non si voglia necessario, per ogni 
ecclesiastico." 

76 Benedetto Minichini, Per Dichiarare Monumento Nazionale la Reale Chiesa di S. Domenico Maggiore di Napoli: 
Voto Storico ed Artistico Ragionato alla Commissione Municipale per la Conservazione dei Monumenti (Napoli: 
Tipografico Cmm. Gennaro de Angelis e figlio, 1886). 
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the Church; Minichini does the same for the sake of the Church and for, as he demonstrates, the 

glory of Italy.  

 Minichini discusses the virtues of the newly unified Italy. His word choice in the 

introductory paragraph reveals much about his agenda. Minichini begins the treatise by calling 

San Domenico Maggiore:  

A noble trophy of homeland and Italian history and a hub of splendors and cherished 
traditions, a rich progressive museum of artistic assets from the schools of over six 
centuries, an academy ever-flowering with truth and useful doctrines, an inoffensive 
grandeur of religious acts with the purpose of exhorting and inspiring the sublime even in 
the common citizen, and without a doubt always celebrated in and outside of Naples, is 
the Royal Church of San Domenico Maggiore; which for these reasons is a monument in 
every way celebrated, majestic, revered, and worthy of being preserved, protected, and 
under every guise safeguarded, for the greater prestige and splendor of our Italy, which 
rightly takes care of its national monuments as such.77 
 

 In this passage Minichini only vaguely mentions the religious past of the Church, using 

words like "cattedra," which have both religious and secular meaning, to emphasize San 

Domenico Maggiore's role as an institution of higher learning and  "pompa non volgare" to 

explain that the works of the friars, more sophisticated than their seemingly-religious purpose, 

inspired the sublime even in the lowest of Naples' citizens.78  

 Minichini ends the introductory paragraph with an appeal to the Commission's 

nationalism. He summarizes the triumphs, which he has already stated, of San Domenico 

                                                 

77 Minichini, Per Dicharare, 3. "Un nobile trofeo di patria ed italiana istoria emporio di fasti e tradizioni gratissime, 
un ricco progressivo museo di pregi artistici su le scuole di oltre a sei secoli, una cattedra mai sempre fiorente di 
verità e dottrine utilissime, una pompa non volgare di atti religiosi diretti a moralizzare ed ispirare al sublime 
anche quelli del basso popolo, è fuor di dubbio quella sempre celebrata in Napoli e fuori, Reale Chiesa di S. 
Domenico Maggiore; che perciò è monumento per ogni riguardo illustre, maestoso, venerando, e degno di essere 
conservato, protetto, ed in ogni guisa garantito, a maggior lustro e splendore di nostra Italia, che giustamente 
prende cura di cosifatti nazionali suoi monumenti." 

78 Minichini, Per Dichiarare, 3. 
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Maggiore and says how it deserves to be protected. Instead of focusing on the fact that it should 

have been protected because there were still friars living there, or because it was a place of great 

religious significance, Minichini highlights the fact that it is of great value to the Nation as a 

jewel of cultural patrimony—as a national monument. And, as Minichini continues, it is a 

monument that will bring glory to Italy—a country that takes care of its monuments.  

 Minichini focuses on several aspects of the Church in order to demonstrate its importance 

to the Commission: important events that took place there (ritual), important people who are 

buried there (person), and important works of art and inscriptions that were commissioned for 

the Church (text). In this way, even though Minichini's scope is secular, he still inadvertently 

highlights the aspects that are important to the Basilica insofar as it is a sacred space.  Out of the 

many reasons why Minichini states that San Domenico Maggiore should be declared a national 

monument, perhaps his most compelling reason is the fact that so many important Neapolitans 

are buried there—and royalty in particular.  

 In 1887, one year after Minichini's treatise on San Domenico Maggiore, Fra Leopoldo 

Ruggiero, a Dominican of the convent, published the little-known text on the "Madonna of Zi' 

Andrea."79 This short booklet, The Church of San Domenico Maggiore in Naples and the 

Madonna of Zi-Andrea Venerated There: a Historical Reference, tells the story of the famed 

image of the miraculous Madonna of the Rosary, but also gives a history of the convent complex.  

 While this is clearly a booklet for devotees of the statue of the Madonna of the Rosary, 

and as such takes on a devotional tone, Ruggiero insists that he is giving a "historical account" of 

                                                 

79 Leopoldo Ruggiero, La Chiesa di S. Domenico Maggiore di Napoli e la Madonna di Zi-Andrea ivi venerata 
(Napoli: Tipografia dell’Immacolata nell’Abolita Piazza a Forella, 1887). 
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events that took place at San Domenico Maggiore.80 Only a small portion of the book is 

dedicated to explaining the history of the site, and it is not immediately apparent why Ruggiero 

would feel that this information is necessary in this type of treatise. The history of the medieval 

Dominicans seems to have very little to do with the events surrounding the beginnings of the cult 

of the Madonna di Zi' Andrea. 

 Ruggiero, like the other Dominican authors discussed in this essay, was powerfully aware 

of the history of his Order. He was a preacher and teacher as well as a spiritual director. His 

many roles as a Dominican friar would have blurred the lines between the sacred and the 

profane—where intellectual pursuits were just as "sacred" as religious ones, and Theology was a 

science. There are, therefore, several reasons to include a historical account, beginning with the 

city's Greek pagan foundation, in a religious text. 

 A primary rhetorical reason is to build credibility. Late nineteenth-century Italy had 

already seen the results of the Enlightenment and was still under the influence of the neoclassical 

revival. Both movements had arisen as reactions to the excesses of the excessive Rococo in art 

and architecture and the dogmas of the Counter-reformation. Europe saw an interest in 

archaeology, history, and (Greek) philosophy. In 1850 Travaglini had "restored" San Domenico 

Maggiore by covering it with white stucco. His sixteen page manifesto, Illustrazione di un 

Progetto di Restauro della Chiesa di San Domenico Maggiore, explains how his restoration 

takes San Domenico Maggiore back to its Gothic structure as envisioned by its original architect, 

                                                 

80 Ruggiero, Zi-Andrea, 6. "notizie storiche" 
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Masuccio.81 Simplicity was fashionable. Saints, gilded vaults, and tales of miracles were not. 

Naples, the city known for its hundreds of beautiful churches, experienced a spiritual crisis, 

especially among enlightened University students.  

 Ruggiero's rhetoric repeatedly emphasizes "history" and "fact." The story of the Madonna 

di Zi' Andrea, in fact, is largely a historical account. The statue, which first existed as a real, 

tangible, work of art, would later become associated with its miracles. At the beginning of its 

existence, however, it was considered to be "flawed" at best, and "ugly" at worst. Furthermore, 

the story of the very real plague that swept across Naples, killing so many of its citizens, was a 

distinct part of Neapolitan history. The history of the image is also the history of seventeenth-

century Naples. The story of the miracle is enveloped in and corroborated by the actual events of 

the plague. Post-Enlightenment Naples valued emphasis on fact and historicism. 

 This is not to say that Naples had completely lost its religious spirit. Nineteenth-century 

Naples was still a thriving hub of spiritual activity and even produced new saints during this 

period. During this time Neapolitan Saints Caterina Volpicelli and Ludovico di Casoria founded 

new holy orders. Most importantly, however, Bartolo Longo emerged on the scene as a spiritual 

figure. Longo, now known for his role as the founder of the Shrine of the Virgin of the Rosary in 

Pompeii, had an enormous influence on Leopoldo Ruggiero's booklet produced for San 

Domenico Maggiore. 

 Bartolo Longo's story has many overlaps with the history of San Domenico Maggiore. 

Longo, a lawyer and Dominican tertiary, frequented the friars of San Domenico Maggiore. In 

                                                 

81 Federico Travaglini, Illustrazione di un Progetto di Restauro della Chiesa di San Domenico Maggiore (Napoli: 
Dal Grande Stabilimento Tipografico Coster, 1849), 5. 
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fact, it was Alberto Radente, Prior of San Domenico Maggiore before the second Suppression, 

who was Longo's confessor until the former's death in 1885.82 Radente also procured the image 

of the Madonna of the Rosary for Longo that would later become popularly known as the 

Madonna di Pompei [Fig. 27].83  

 The story of the Madonna di Pompei has several notable overlaps with the story of the 

Madonna di Zi' Andrea. Not only do both images have as their subjects the Virgin of the Rosary, 

but they also have similar origin stories involving friars of San Domenico Maggiore.84 The 

Madonna di Zi' Andrea, discussed in Chapter 4, was one of the most important images of the 

Virgin of the Rosary in Naples. The statue had a rich history, was considered "miraculous" by 

the Neapolitans, and was doubly important to the Dominicans of San Domenico Maggiore 

because of its provenance from the convent and because of its Dominican subject.  

 In 1876 when Bartolo Longo founded the Shrine of the Virgin of the Rosary in Pompeii 

with the help of San Domenico Maggiore's Father Radente, the Madonna di Zi' Andrea was 

suddenly faced with a sacred competitor. The Shrine at Pompeii quickly became a popular 

pilgrimage destination and the two images had much in common. For example, the image of the 

Virgin of the Rosary, now known as the Madonna di Pompei, which Radente procured for 

Longo's Shrine was,  Zi' Andrea's Madonna, initially undervalued by its owner for aesthetic 

reasons. Father Andrea di Sanseverino and Father Alberto Radente were both responsible for 

                                                 

82 Gerardo Cioffari and Michele Miele, Storia dei Domenicani nell'Italia Meridionale (Napoli: Editrice Domenicana 
Italiana, 1993), 16. 

83 Francesco Pipitone, “La Supplica: ecco la storia della Madonna di Pompei,” Vesuviolive.it, May 7, 2015, accessed 
May 22, 2017, http://www.vesuviolive.it/ultime-notizie/societa/89321-la-supplica-la-storia-della-madonna-
pompei/. Image sourced from website. 

84 See Chapter 4 for stories of Zi' Andrea and Pompei Madonna. 
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procuring images of the Virgin of the Rosary, and in both cases the recipients of these images 

were initially extremely disappointed. The intended owner of the Madonna di Zi' Andrea was so 

disappointed that she gave the statue back to the friar. Longo simply sent his painting for 

restoration. 

 In 1885 Longo had already procured the image for the Shrine, and in 1887 Ruggiero 

published his booklet. The Dominican Order in Campania was about to experience a renaissance, 

and Ruggiero (among the other authors mentioned in this chapter) wanted to ensure that San 

Domenico Maggiore would once again come to be seen as a preeminent Dominican space and 

pilgrimage location.  

 Through their writings the Dominican friars of San Domenico Maggiore and other 

interested parties continued to imbue the convent complex with meaning. Across difficult 

political times, an influx of skeptical tourists to the city, and a historical struggle for important 

patrons, the successful friars continued to prove themselves to their city, their rulers, and the 

other holy orders. They continued to actively establish their convent as a pilgrimage destination, 

and they were able to regain control of the sacred space even when the number of friars had 

drastically and dangerously dwindled. These friars carefully and methodically wrote about their 

history and their convent and saved and copied important documents in their archive. They 

understood the importance of the texts discussed in this essay as not only a part of the patrimony 

of the convent, but also as a dynamic element of a sacred space. 

 These texts will be referenced throughout the dissertation as primary and secondary 

historical accounts and as rhetorical treatises about the Basilica and the city of Naples. Not only 

do these sources play an important role in the historiography of the sacred space, but they also 
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function as important components of the triad of person, ritual, and text. They provide important 

information about the art, architecture, and chapels, give various insights into the traditions of 

the Order and of the site, and reference both the power of the sacred space and the "powers" that 

have imbued the space with meaning. The extensive literary tradition of this sacred space is one 

of the unique aspects of this site—warranting a study of this type. Another unique detail of the 

site is its founding and its relationship to some of the most important people in medieval Europe, 

a fact that will be discussed in the next chapter. 
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CHAPTER 2 

THE FOUNDERS AND THE LEGACY OF THOMAS AQUINAS 
 

 This chapter examines the ways in which the struggle for power between the newly 

ascendant Order of Preachers and secular authorities affected the Order of Preachers’ social and 

political status in Naples during the thirteenth century. The “new” friars, who had been sent to 

Naples by the Pope in 1231, took an active role in their community and throughout Europe, 

setting them apart from traditional monastics and causing secular political rulers to feel 

threatened by their activism. This chapter discusses, in a historical context, the observable visual 

currents of this new social tension in a sampling of artworks produced before 1450 at San 

Domenico Maggiore. By observing this backdrop and considering it as vital in understanding 

these works, I will discuss the works thematically and stylistically, particularly as they present 

Dominican themes. The most prevalent Dominican themes of early artworks at San Domenico 

Maggiore address devotion to Mary and to the Order's founders—particularly Saints Dominic 

and Thomas Aquinas. 

 The first section demonstrates how the newly-created Order of Preachers, since the time 

of its founding, already had a strong sense of identity, which stemmed in part from the belief that 

the Order had been divinely ordained by the Virgin Mary. The early importance of the Virgin to 

the Order can be seen in a number of Dominican primary sources, which demonstrate the 

medieval precursors to the Rosary prayer. The next section shows how Neapolitan Dominican 

friars and the papacy fell in and out of favor with the secular kings as the Popes worked to help 

stabilize the Order in Southern Italy. The third section discusses the time that Thomas Aquinas 

spent at San Domenico Maggiore and his legacy. The fourth section discusses the earliest 
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examples of Dominican iconography at San Domenico Maggiore, particularly as these images 

relate to Saints Dominic and Thomas Aquinas, but also how they were influenced by Marian 

devotion. The chapter highlights the importance of individual people to the convent, hinting at 

the ways that the friars and their patrons used the early history of the Order and the sacred space 

to strengthen the reputation of the Basilica and to attract pilgrims to the space. 

 

The Early Dominicans and Their Marian Foundation 

 The members of Order of Preachers have always had a strong identity, which was 

relatively consistent between Dominican hubs. Luigi Salerno says that the Dominican Order’s 

primary role was to instruct Christians in the truth of the faith, to advance theological studies in 

densely populated areas, especially in conjunction with local universities, and to defend the 

Church from heresies.85 These three objectives will be discussed in relation to Naples, but they 

also existed elsewhere. In the early Dominican documents there is a universal awareness of 

certain tenets of the Order's founding. One of the most interesting documents comes from 

Aquitanian Dominican Geraldo di Frachet's Vitæ Fratrum from the thirteenth century. The work, 

a compilation of many narratives, demonstrates that the early Dominicans believed that the 

Order, even before its birth, had already been in the "divine mind," and in some ways had 

already been announced to mankind, particularly through the predictions of the Sacred Scripture 

                                                 

85 Luigi Salerno, La Basilica di S. Domenico Maggiore in Napoli (Napoli: Tip. Laurenziana, 1977), 7.  
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and other prophesies.86 For the friars the Order was a way to bring back the way of life of the 

original Apostles.  

 Frachet and his fellow friars saw the Virgin Mary as being responsible for the creation of 

the Order, and, as Lippini explains, "with a series of miraculous episodes" he "brings to light the 

mediation of the Blessed Virgin, recalls her tenderness, remembers her constant remedies, all 

while evidencing the reciprocal affection that her friars showed her," especially through the 

implementation of the nightly Salve Regina prayer.87 Mary becomes the true protagonist of the 

first part of the Vitæ Fratrum, according to Lippini, who annotates the 1998 edition, but it is 

apparent that her reach extends to every facet of Dominican life—from the moment the friars 

wake up until the moment they go to sleep.88 

 It would be difficult to exaggerate the importance of the Virgin Mary to the Order. Even 

a glance at the Vitae Fratrum's chapter titles underscores this importance.89 Mary is called 

"nube," as in the cloud that protects mankind from God's anger.90 She is called "propiziatorio" 

because, thanks to her, God's contempt for mankind's sins is tempered.91 Frachet again 

underlines that Mary is intercessor and the greatest benefactor in favor of mankind, and it is 

thanks to her support that the full effects of God's justice is softened—that is until the sinners do 

                                                 

86 Geraldo di Frachet, Storie e leggende medievali: Le “Vitӕ Fratrum,” trans. P. Pietro Lippini (Bologna: Edizioni 
Studio Domenicano, 1988), IX. 

87 Frachet, Storie, IX-X. 
88 Frachet, Storie, X. "Maria diventa così la vera protagonista di questa prima parte." 
89 "L'Ordine impetrato della Madonna," "L'Ordine previsto prima del suo sorgere," "L'Ordine già previsto nella S. 

Scrittura," "Presagi su alcuni conventi in particolare," "Dio ha speciale cura dei Frati Predicatori," "Speciale cura 
della Madonna per l'Ordine," "Il canto della Salve Regina nell'Ordine."  

90 Frachet, Storie, 17. 
91 Frachet, Storie, 17. 
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not cause themselves to be condemned; and through her prayers many blessings are conferred on 

the world.92 

 This rhetoric is very similar to the rhetoric of the Rosary prayer, where Mary is also seen 

as Mediatrix—and to the teachings of Saint Thomas Aquinas on the Virgin Mary. Frachet gives 

many examples of Mary as intercessor/mediator, but one of the most enlightening is episode 261, 

about the efficacy of the "Sign of the Cross" and "Ave Maria." Consequently, the Ave Maria is 

the prayer that is repeated the most during the recitation of the Rosary—50 times. Frachet's 

account proves that the prayer was already considered to be effective early in the history of the 

Order of Preachers. 

 Episode 261 recounts that near the time of the Order's founding, a young friar was 

physically attacked by the Devil.93 He crossed himself, saying "in the name of the Father, in the 

name of the Son, in the name of the Holy Spirit," and as he invoked each person of the Trinity, 

the Devil got weaker and weaker. Once the Devil had completely let go of him, he was so afraid 

that he just sat there, piously reciting the Ave Maria (also called the Salutazione della beata 

Vergine), which made the Devil even angrier, leaving the dormitory while turning over tables 

and making a giant racket. When the Devil came to him again he immediately crossed himself 

and began to recite the Ave Maria, which he had already seen was a powerful prayer against 

evil.94  

                                                 

92 Frachet, Storie, 17. "...la Beata Vergine Maria, è premurosa interceditrice presso il Figlio e piisima ausiliatrice a 
favore del genere umano. Grazie al suo patroncino il rigore della giustizia di Dio viene addolcito, affinché i 
peccatori non si dannino; e per l'isistenza delle sue preghiere molte grazie vengono conferite al mondo." 

93 Frachet, Storie, 285. 
94 Frachet, Storie, 285-287. 
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 In the Vitæ Fratrum there are many references to prayers, in addition to the Ave Maria, 

that were popular with the early Dominicans and that later became part of the Rosary prayer. The 

Salve Regina also holds a prominent place in Frachet's writing about the Order. The Dominicans 

were used to saying this prayer at the end of Compline, before they went to sleep. The prayer 

acknowledges the role of Mary as the Queen of Heaven, another tenet of the Rosary prayer, 

which can be seen in the final glorious mystery of the Coronation of the Virgin.  

 The Gloria Patri also plays a role in the Vitæ Fratrum. In episodes 149 and 152 there are 

instances of friars who believe in the power of this prayer. In episode 149 Giordano di Sassonia 

explains his "Acrostic to Maria."95 He begins with Ave maris Stella and ends with a Gloria Patri 

and an Ave Maria, but the "acrostic" is as follows: Magnificat, Ad dominum cum tribulare, 

Retribue, In convertendo, Ad te levavi. It is possible to think of this as a precursor to the Rosary, 

as it has several points in common. Not only is it a supplication to the Virgin, but it also includes 

the Gloria Patri and the Ave Maria, both of which figure prominently in the Rosary. 

 In episode 152, instead, Giordano di Sassonia tells the friars in Paris about a vision he 

had, when the Virgin and Child appeared in the church at the Feast of the Purification.96 As the 

friars began to recite the Gloria Patri, both the Madonna and her son kneeled, holding hands, 

while she blessed the friars.97 Frachet includes these episodes to confirm the role of the Madonna 

                                                 

95 Frachet, Storie, 180. 
96 Frachet, Storie, 182. 
97 Frachet, Storie, 182. "...vide la Madonna col Figlio accostarsi all'altare; si sedette sulla poltrona che vi era 

preparata e si mise ad osservare i frati che, come si usa, erano rivolti all'altare. Quando poi, giunti al Gloria Partri, 
essi si inchinarono, lei prendendo la mano del Figlio benedisse loro e tutto il coro." 
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as benefactor of the Order, but it is also interesting to note the continuity present in the Order and 

the Order's self-awareness. 

 This compilation of episodes from the history of the Order of Preachers and from notable 

Dominicans is important for a number of reasons. It shows how, early on, the Order of Preachers 

already believed that their Order was divinely ordained. It illustrates their early devotion to the 

Virgin Mary and some of the titles they bestowed upon her. Furthermore, it demonstrates that 

even if the Rosary was not codified until the sixteenth century, that many of the ideas were 

already widely spread early on. It also demonstrates that the Neapolitan friars were "on the 

map"—San Domenico Maggiore is mentioned by Frachet multiple times. 

 In episode 48, for example, Frachet tells about a friar at San Domenico Maggiore who is 

tempted to leave the Order but has a vision that he is in the choir with his fellow friars, who are 

all dressed in their white habits and singing, "Don't leave me, holy Father."98 In his vision he said 

that god responded, "It is not I who leaves you, but it is you who leaves me."99 When the friar 

awoke he felt consoled and determinedly continued in the Order.100 In episode 146, instead, a 

possessed friar in Bologna called out to Maestro Giordano, who was at that time preaching in 

Naples, at San Domenico Maggiore.101 

 Later, in episode 278, while in Naples Fra Nicola di Giovinazzo had a dream that he was 

in the capitolo, preaching to his brothers, saying, "Brothers, our fathers in founding this Order 

                                                 

98 Frachet, Storie, 43. 
99 Frachet, Storie, 43. 
100 Frachet, Storie, 43. 
101 Frachet, Storie, 176. 
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proposed that no one should leave, neither for the temptations of the flesh, nor for the love of 

worldly things, nor for the suggestions of demons or of men, that I am sure are more difficult, 

but even these can be overcome through a love of God."102 

 In another episode involving Fra Nicola di Giovinazzo, episode 385, a novice in Naples 

who had never been to confession was told by a demon disguised as an angel that he should take 

a vow of silence.103 Nicola di Giovinazzo convinced him that this was the Devil's trick and the 

young man began speaking again, confessed, and died shortly after.104 

 The fact that San Domenico Maggiore is mentioned by Frachet multiple times is 

significant in that it acknowledges the importance of the church and convent to the Order, even 

though it was not a place directly connected to the Order's founder. Without a doubt, Bologna 

and Rome were much more important cities to the Order's early history, and many of the stories 

in the Vitæ Fratrum and other thirteenth-century sources took place in those cities. Naples was, 

however, the most important city to the Order in the South. The fact that Frachet's account was 

compiled from stories that were solicited from members of the Order for the General Chapter 

means that the Dominicans in Naples already played a major role as part of the Order's corpus.  

 Furthermore, the fact that the Roman Curia had been moved to the city after Federico II's 

death and that Innocent IV died there while on a trip to hold counsel with Federico's successor 

Manfredi also played a large part in the inclusion of Naples in the early histories. At the time 

Naples was associated with persecution against the friars. Frachet says that even Innocent IV had 

                                                 

102 Frachet, Storie, 301-302. 
103 Frachet, Storie, 404. 
104 Frachet, Storie, 404. 
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been influenced by some prelates against the Order—prelates who took restrictive measures 

against the friars, threatening them with strict reprimands.105 Lippini adds that Pope Innocent's 

Bull from November of 1254 prohibited the religious from publically celebrating Mass in their 

churches on "festive" days, from confessing the faithful without the permission of the parish 

priest, and from preaching in their churches before a certain time or when the bishop was 

preaching in the cathedral, among other restrictions on pain of excommunication.106 

 The Order of Preachers, therefore, had reason to associate the Kingdom of Naples with 

this early discrimination. It was clear, in fact, to the thirteenth-century friars, that the Pope had 

been overly influenced by the King, who felt threatened by the success of the mendicant Orders. 

Frachet had gone to Naples with some friars including the new Master General, Umberto de 

Romans, to take part in the Curia. He recounts that the Pope was so determined in his decision 

that neither prayers nor reasoning could change his mind.107  The friar states that he and his 

confrères were all discouraged and bitter as the Pope had already publically read the Bull and 

dispersed copies.108 One friar, probably Umberto de Romans, not knowing what else to do, 

supplicated himself "to the glorious Virgin, and kneeling in front of the altar and the image of 

her, he entrusted her with the Order, asking her with tears and great compunction of heart, to 

come to its aid in such a decisive moment."109 Frachet recounts that the Virgin responded, "At 

this very moment the Order has been freed," alluding to, as Lippini suggests, the illness and 

                                                 

105 Frachet, Storie, 77. 
106 Frachet, Storie, 77. 
107 Frachet, Storie, 77. 
108 Frachet, Storie, 77. 
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death of Innocent IV and the quick election of Alexander IV and his immediate overturning of 

Innocent's Bull with his own Nec insolitum.110 

 The above scene, also known as Episode 57, not only takes place in Naples, placing 

Dominican protagonists at the scene of the political unrest, but it probably also involves the 

soon-to-be rededicated church of San Domenico Maggiore—at that time still called San Michele 

Arcangelo a Morfisa and home to the Benedictines. It would be less than one year later that Pope 

Alexander IV would rededicate the Church/Convent to San Domenico.  

 

Political Unrest 

 As mentioned in the introduction, young Federico II established the University of Naples 

in 1224. It is likely that he wished to encourage his loyal subjects to stay in his kingdom to study 

instead of attending the University of Bologna, which was already well-established. During the 

time that Federico II was focusing his attention on the Kingdom of Sicily, including Naples, 

Pope Honorius III had been continuously requesting that Federico launch a new crusade. In a 

treaty with Honorius III from 1225, the Treaty of San Germano, Federico agreed that he would 

either begin his crusade by the summer of 1227 or be excommunicated. Federico II felt even 

more pressure to undertake the sixth crusade when Honorius III died and Gregory IX became 

pope in 1227, and in September of that year he finally left for the Holy Land. A plague erupted 

while at sea; Federico took ill, and went to Pozzuoli to recover. Gregory IX saw these events as a 

pretext and started Federico’s excommunication according to the treaty of 1225. By March of 
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1228 the excommunication was finalized. In this same year Federico finally undertook the sixth 

crusade as he had promised to Honorius III. After the crusade was completed, in July of 1230, 

Pope Gregory IX, aided by a trusted Dominican, Guala de Roniis, and Federico II met again to 

work out the Peace of San Germano, which dissolved the Emperor’s excommunication. Just one 

year later, in 1231, that Pope Gregory IX sent a Dominican envoy to Naples to “convert heretics 

and sinners.”111 

 These events surrounding Naples’ ruler's temporary excommunication, the Dominican 

involvement in Federico’s excommunication and reconciliation, and Pope Gregory’s decision to 

establish his beloved Dominicans in Naples should not be viewed as coincidence. It is reasonable 

to believe that part of Pope Gregory IX’s motivation for sending a group of Dominicans to 

Naples was based on his own past history with both the Order and the young king of Naples. The 

Dominicans, who already had a history of combatting heresy, could keep a close watch on 

Federico and the kingdom and report back to the Pope if they witnessed any problems. The 

University of Naples, furthermore, as an institution of higher learning that was unaffiliated with 

the papacy, was a potential starting point for new heresies. The Pope ensured that theological 

studies would be propagated in the appropriate ways by sending the educated Dominicans to be 

near the University. 

 Another concern of the papacy was almost certainly Federico II’s relationship with the 

Saracens and Jews in his kingdom. In fact, around the time of the Treaty of San Germano, 
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Federico had granted the city of Lucera to the Sicilian Saracens.112 Federico, who spoke Arabic, 

had a history of friendly dealings with Saracens, having concluded the sixth crusade with a 

diplomatic agreement with the Ayyubid sultan Al-Kamil. Also in 1231 were promulgated the 

Constitutions of Melfi, Federico II’s new legal code for the Kingdom of Sicily. These 

constitutions affected clerics in several ways. They were no longer allowed to acquire lands or 

pass judgement on heretics, and were made to sell their inheritances. Friars retained many 

privileges, but being an imperial institution of divine law, even heresy was considered a crime 

against the State.113  

 Federico initially did not seem bothered by the arrival of Franciscans and Dominicans in 

the South.114 Cioffari describes the complex relationship between the mendicant newcomers and 

Federico:  

The problem arose when Gregory IX began to unconditionally support them, even against 
the protests of the local bishops. His relationship with the Dominican Order followed the 
wake of his relationship with the Papacy. When he was on good terms with the Pope, he 
favored the Dominicans, but during tense times he opposed them. It could not have been 
otherwise—Gregory IX decidedly turned the Dominicans' identity from being 
predominantly preachers to being used by the popes as defenders of the Church and as 
inquisitors.115 
 

                                                 

112 Gerardo Cioffari and Michele Miele, Storia dei Domenicani nell'Italia Meridionale (Napoli: Editrice 
Domenicana Italiana, 1993), 17. 

113 Cioffari and Miele, Storia, 17. 
114 Cioffari and Miele, Storia, 17. 
115 Cioffari and Miele, Storia, 17. “Il problema nacque invece quando Gregorio IX cominciò ad appoggiarli 

incondizionatamente, anche contro le proteste dei vescovi locali. Il suo rapporto con l’Ordine domenicano seguì la 
scia dei rapporti col papato. Favoriva i frati nei momenti di distensione col papato, li avversava nei momenti di 
tensione. Nè poteva essere altrimenti, in quanto Gregorio IX diede una svolta non indifferente al modo di essere 
dei domenicani che da prevelentemente predicatori vennero utilizzati dai papi soprattutto come difensori della 
chiesa ed inquisitori.” 
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 Federico reacted favorably to Pope Gregory’s announcement in 1233 that he would send 

Dominicans to Lucera, the Saracen city in Sicily, and in 1238 Federico took under his protection 

another group of Dominicans who had been entrusted by the Archbishop of Arles with a mission 

to preach against heresies.116 By 1240, however, Federico felt that the friars in his kingdom were 

potential provocateurs of civil disobedience and banished most of the Dominicans and 

Franciscans from his kingdom.117 Federico did not seem to have a problem with the holy orders 

themselves, but with those friars who, with the excuse of preaching the Gospel, attacked the 

king’s politics.118  

 Federico II worked hard to remain neutral in the eyes of the Dominicans, and for the most 

part succeeded.119 In 1245, however, Pope Innocent IV invited the Dominicans to the first 

council of Lyon to help with the excommunication of Federico. The Dominicans faced hardship 

at the hands of the king’s many still-loyal subjects over the next few years in Federico II’s 

kingdom. In his last few years of life Federico completely gave up his nonpartisan standing with 

the Dominicans, and stated, as Cioffari quotes Huillard-Bréholles (1859), that the Order had 

“moved away from the spirit of their religious profession, dedicating themselves instead to 

temporal affairs, becoming involved in disputes among earthly princes.”120 

                                                 

116 Cioffari and Miele, Storia, 18. 
117 Cioffari and Miele, Storia, 18. 
118 Cioffari and Miele, Storia, 18. 
119 Cioffari and Miele, Storia, 18. 
120 Cioffari and Miele, Storia, 19. “…affermando che si erano allontanati dallo spirito della loro professione 

religiosa, dedicandosi invece ad affari temporali, coinvolgendosi nelle contese fra principi della terra, dum facti 
sunt contra nos disseminatores zizanie, perjurii suasores.” 
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 It is worth noting that the subsequent popes as well as kings supported the early 

Dominicans of Naples. Popes Innocent IV in 1246 and Alexander IV in 1255 sought to increase 

offerings for the construction of San Domenico Maggiore, conceding indulgences to donors.121 

The funds they raised were modest compared to the Angevin patronage of the following years, 

however. It was probably sometime during Alexander IV’s papacy, after the rededication of the 

convent to Saint Dominic, that San Domenico Maggiore was given the title regio convento, 

signalling the site's status as belonging, if only in name, to the Crown.122  

 The two decades before Angevin rule in Naples reflect a unique political climate. When, 

in 1251, the people of Naples organized a successful public insurrection against Corrado IV, 

Federico II’s successor, Naples became a commune under the protection of Pope Innocent IV. 

Corrado regained power of Naples in 1253 after the city was weakened by plague and famine, 

but Innocent IV resumed his position as protector of the city in 1254 from the time of the death 

of Corrado until his own passing in December of the same year. That same December the papal 

conclave was held in Naples and Alexander IV was elected as the next pope. Alexander IV 

eventually returned to Rome as the army of Manfredi, Corrado’s brother, moved toward Naples 

and ultimately took the city. The pope continued to champion the holy orders throughout his 

papacy, but he was particularly influenced by the Dominicans Albert the Great and Thomas 

Aquinas, with whom he spoke often.123 

                                                 

121 Cioffari and Miele, Storia, 31. 
122 Cioffari and Miele, Storia, 31. Cioffari's source is Antonio Lusitano (1267), as seen in Valle, p. 61. The title 

"Royal Convent" simply means that it was founded by a king. 
123 Alexander IV commissioned Albert the Great to write the Speculum. 
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 When Carlo I d’Angiò come to power in 1266 the situation began to improve for the 

Dominicans in Southern Italy. Not only did Carlo I give back items to churches that were taken 

by Federico and his son Manfredi, but he also invited the friars to his court, allowing them to 

become spokesmen between the king and the Order.124 Carlo sent the friars throughout his 

kingdom to ensure that his subjects were faithful to both the king and the Pope, making them 

agents of both the State and the Church. This responsibility came with both advantages and 

disadvantages: free movement throughout the kingdom and economic security on one hand and 

persecution of both political (Ghibelline) and “true” heretics on the other, which caused the 

Dominicans to once again compromise their religious mission, most notably with the 

Dominicans’ infamous role in the Inquisition, when the vast majority of inquisitors were plucked 

from the Order.125  

 

The Legacy of Saint Thomas Aquinas 

 Thomas Aquinas only spent a total of four or five years at the monastery over the course 

of his life.126 Because the original medieval sources did not survive the Monastic Suppression, 

and are only quoted in later sources, we must rely on the Dominicans' writings, which generally 

agree on details about Thomas Aquinas’ tenure at San Domenico Maggiore.   

                                                 

124 Cioffari and Miele, Storia, 19-20. 
125 Cioffari and Miele, Storia, 21. 
126 Gerardo Imbriano, Complesso Monumentale di San Domenico Maggiore in Napoli: Guida storico-artistica 

(Napoli: Biblioteca Domenicana, 2015), 2-3. 
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 Biographies of Aquinas indicate that his family pushed him toward the Benedictine Order 

from the time that he was a child.127 It is notable that the young Aquinas was exposed to the 

Dominican Order at the then-Benedictine San Michele Arcangelo a Morfisa. Salerno tells that 

Aquinas was encouraged by one of the Dominicans residing at the monastery, Giovanni di San 

Giuliano, to join the Dominicans and not the Benedictines as his family had wished.128 In 1244, 

as a nineteen-year-old student of the University of Naples, Aquinas joined the Dominican Order 

at San Domenico Maggiore. 

 Aquinas returned to San Domenico Maggiore twice. After time spent in Paris and 

Cologne, he came back between 1259 and 1261 to continue writing the Summa Contra Gentiles. 

After periods at Dominican convents in Orvieto, Rome, and Paris, he returned in 1272 to help 

establish, at the monastery, the School of Theology of the University of Naples and to continue 

writing the third part of the Summa Theologiae.129 Aquinas left in February of 1274 to attend the 

Council of Lyon and died along the way at Fossanova Abbey.130 

 Aquinas lived and worked in a number of monasteries in different cities, but his presence 

at San Domenico Maggiore is an integral part of Neapolitan history and of the foundation story 

of the monastery. Aquinas studied at the University of Naples, founded by Federico II. He was 

introduced to the Dominican Order under unique circumstances at San Michele. By founding the 

School of Theology of the University of Naples at San Domenico Maggiore he propagated an 

                                                 

127 Raimondo Spiazzi, San Tommaso d’Aquino: biografia documentata di un uomo buono, intelligente, veramente 
grande (Bologna: Edizioni Studio Domenicano, 1995), 309. 

128 Salerno, La Basilica, 8. Salerno does not identify his source. 
129 Salerno, La Basilica, 8.  
130 Salerno, La Basilica, 8.  
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important aspect of the mission of the Dominican Order—to advance theological studies in urban 

areas by partnering with local universities.  

 Aquinas came back to Naples in 1272 to teach at the University, and in fact taught in the 

hall at San Domenico Maggiore that is now called the Aula di San Tommaso.131 Gleijeses 

comments that the theologian had a precise plan: to use his doctrine to arouse enthusiasm in the 

young people to lead them to the Truth.132 There were discordant voices about the direction that 

the Dominican Order should take, but immediately after the death of Aquinas the General 

Chapter assumed a favorable position to the Aristotelian-Thomistic direction and at the 

beginning of the fourteenth century added sanctions against those who did not accept the 

doctrine of Saint Thomas.133 Once the Studium Generale of Naples had unanimously accepted 

Thomistic doctrine, Naples became the most important center of Thomistic studies, while the 

center of the opposing teachings was Paris, where the Franciscans and Augustinians fought 

against the teaching of Aristotelian ideas to student theologians.134 

 Thomas Aquinas’ last years in Naples were devoted to preaching, another fundamental 

aspect of the Dominican Friars’ mission. Aquinas spent 1273 preaching about the Passion and 

Resurrection of Christ, while his Lenten sermons that year focused on explaining the Ten 

Commandments, the Creed, the Our Father, and the Hail Mary—not in Latin, but in the dialect of 

                                                 

131 Vittorio Gleijeses, Chiese e palazzi della città di Napoli (Napoli: Società editrice napoletana, 1978), 74. 
132 Gleijeses, Chiese, 74. “Tommaso d’Aquino tornò nella nostra città nel 1272 con un programma ben preciso: 

entusiasmare i giovani con la sua dottrina per portarli a contatto dalla verità.” 
133 Gleijeses, Chiese, 74-75. 
134 Gleijeses, Chiese, 75. 
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the Neapolitans.135 It was at this time, during a period of intense Christological reflection and 

writing, that Aquinas would begin his mornings, before attending Matins with the other monks, 

by praying in front of an icon of the Crucifixion [Fig. 5], which was probably created just after 

the first Dominicans arrived in Naples, in the original chapel of Saint Nicholas.136 The 

eyewitness account of Brother Dominic of Caserta, who was at that time the sacristan of San 

Domenico Maggiore, says that one morning Aquinas was praying in front of the Crucifix when 

he suddenly felt lifted from the ground and attracted to the Crucifix, which told him, “You have 

written well about me.”137 A copy of this Crucifix remains in what is now called the “Chapel of 

the Crucifix” (Fig. 1: 7) for pilgrims, but the original is preserved in Aquinas’ cell in the 

monastery complex along with several manuscripts, a prayer book that would have been in use at 

the monastery while Aquinas lived there, and a reliquary containing a piece of the Saint’s arm 

bone.138 

 In 1323 Pope John XXII canonized Saint Thomas and in 1567 Pope Pius V declared him 

a Doctor of the Church. A copy of the Papal Bull from 1567 can be found in Naples at the 

Church of Pio Monte. In 1605 the Diocese of Naples declared Thomas Aquinas a patron saint, 

                                                 

135 Spiazzi, San Tommaso, 309. 
136 The chapel now named for Saint Nicholas could not have been the one where Aquinas was praying because it 

was not original to San Michele Arcangelo a Morfisa. The Capellone of the Crucifixion was probably the location 
of the miracle, as the Carafa discovered in the fifteenth century. 

137 Quoted in Spiazzi, San Tommaso, 309. 
138 Bianca de Divitiis, Architettura e committenza nella Napoli del Quattrocento (Venice: Marsilio, 2007), 144-145; 

Perrotta, Descrizione, 131. De Divitiis says the original Crucifix was probably in the Chapel by 1430. Perrotta  
mentions the artistic attention that Tommaso Ruffo gave to the cell in 1652, leading me to believe that the original 
Crucifix was moved to the cell at some point in the second half of the seventeenth century. This relic of the 
humerus was a gift from the Jacobin abbey in Toulouse, where the rest of his remains are. 
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after Saint Mary of the Assumption and Saint Januarius (Gennaro).139 Sixteenth- and 

seventeenth-century Naples was proud to call Aquinas a patron as San Domenico Maggiore had 

already done for many years.140  

 In The Cult of the Saints (1981), Peter Brown discusses the ways that Christian holy 

places would emphasize their connections with saints in order to establish themselves as 

pilgrimage locations. Churches and shrines would emphasize their relation to saints’ deaths, 

since the grave of a holy person was, to early Christians, the most obvious meeting place of 

Heaven and Earth.141 The events surrounding Aquinas’ death (and most of his life) took place in 

locations away from Naples and San Domenico Maggiore. He died on the way to Lyon at a 

Cistercian monastery and is buried in France. Other European cities also emphasize their 

connections: Paris, Cologne, Orvieto, Rome, and Toulouse all make claims to the Saint.  

 Many important moments in Aquinas' life, however, took place at the monastery. I will 

demonstrate how the Basilica of San Domenico encouraged the legend of Saint Thomas—

particularly his adherence to the tenets of the Dominican Order (preaching and scholasticism)—

by commissioning many works of art to remind the monks and visitors of his achievements. In a 

basilica dedicated to Saint Dominic and the Order of the Preachers, the iconography of Saint 

Thomas Aquinas becomes of primary importance.  

                                                 

139 Saint Dominic was not named a patron of Naples until 1641. 
140 In the seventeenth century alone, the diocese added 30 other patrons. Naples now has a total of 52 patron saints—

more than any other city in Italy. This trend began with the declaration of Thomas Aquinas in 1605. 
141 Peter Brown, The Cult of the Saints: Its Rise and Function in Latin Christianity (Chicago: The University of 

Chicago Press, 1981), 1. 
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 The city of Naples also sought to further its connection with Aquinas, although by 

different means. Naples has long been known for its unique “Cult of the Saints.” By the 

eighteenth century the city of Naples claimed more than fifty patron saints—more than any other 

city. The Cathedral of Naples was originally dedicated to the Virgin of the Assumption, la 

Vergine Assunta, but was popularly associated with the famous San Gennaro, whose miracles 

were said to protect the city from natural disasters. These two saints were the first patrons of 

Naples, but Saint Thomas Aquinas became the third official patron saint in 1605. 

 There are also many potential economic motivations for emphasizing a saint’s connection 

to a specific space. Not only would more pilgrims make the journey to the site in an attempt to 

become physically closer to the saint, but more donors would also contribute monetary and 

artistic gifts. The movement from the establishment of a pilgrimage location to donor solicitation 

is cyclical. Establishing a church or shrine as a pilgrimage location relies on the ability to explain 

why a location is important. Just as the legend of Saint James and the mysterious appearance of 

his body in Spain was used to create one of the most important pilgrimage sites in western 

Christianity, other spaces have also sought to emphasize their connections with important people 

and relics.  

 Pilgrims will only undertake a journey once the spiritual importance of a particular site is 

established. They are some of the first donors to a site, but they also hope to bear witness to 

things that they are unable to see in their ordinary lives. Therefore, a sacred site becomes more 

desirable if pilgrims feel that they are seeing and feeling something unique, while donors are 

more likely to donate if they feel that their good works will bring them spiritually and physically 

closer to the saint, and therefore to more prayers by visitors. Pilgrims who travel to specific 
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sacred sites to pray and venerate holy people will contribute to the sacralization of an entire 

space. Their prayers are a motivation for donors to be buried in an established sacred site. The 

issue of pilgrimage and patronage is cyclical. 

 A prime example of significant artistic patronage adding to the overall importance of a 

sacred space is the role that the frescoes by late Duecento and early Trecento artists have played 

in maintaining the Basilica of Saint Francis in Assisi as a primary pilgrimage site, even to secular 

“pilgrims.” The fact that Saint Francis of Assisi’s life and death took place in the town and the 

saint’s relics remain under the altar of the basilica already marked the site as a pilgrimage 

location, but the cycle of the life of Saint Francis in the upper church has become an inextricable 

part of the ritual of pilgrimage to the site, and to the diffusion of the stories and legends of his 

life. Patrons, both secular and religious, are called to beautify pilgrimage spaces in ways that 

speak to their significance and that will continue to draw larger crowds and (hopefully) increased 

funds. 

 Another function of artistic projects in sacred spaces is the glorification of the donor. In 

instances where medieval and early modern donors were not specifically promised spiritual 

rewards like time off purgatory or plenary indulgences for artistic commissions, the donors could 

still expect other heavenly rewards. In many cases tombs and donor portraits inside churches 

specifically ask that visitors pray for the soul of the departed donor. In other cases the fact that a 

family has donated artwork to a sacred space provides a strong enough implication that the 

family or its individual members should be remembered by those enjoying the benefits of a 

space’s beautification. The many family chapels still visible in San Domenico Maggiore speak to 

the building’s historical past and its role as the home of Saint Thomas. 
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 One of the best examples of a family chapel that uses the narrative of Thomas Aquinas to 

glorify the donors is the Chapel of the Crucifixion [Fig. 1: 7 and 6], patronized by the highly-

influential Carafa family in the fifteenth century, recently examined in depth by Bianca de 

Divitiis.142 Her thesis is that the Carafa used Aquinas's hagiography to glorify their family name. 

The family's resting places are to the right of the miraculous crucifix, which “constitutes the first 

attempt by this family to connect itself to the figure of a Saint, anticipating the history of the 

Succorpo di San Gennaro."143 The Carafa were able to forever associate the event with the 

chapel by moving the holy relic, the icon of the Crucifixion, into this space in the early fifteenth 

century.144   

 The Cappella d'Aquino [Fig. 1: 8] is another chapel that has posthumously become 

associated with the time that Thomas Aquinas spent at San Domenico Maggiore. The chapel has 

belonged to the d’Aquino family since the early Trecento.145 Still visible on the right side is the 

tomb of Giovanna d’Aquino (d.1343), countess of Mileto and Terranova and the first wife of 

Ruggiero Sanseverino [Fig. 8]. There are also two tombs on the left side belonging to other 

(distant) relatives of Thomas Aquinas: Tommaso (d.1357) and Cristofaro (d.1342) [Fig. 7]. The 

two sets of wall tombs are separated by a wide space where there is an entrance to the sacristy 

and a marble altar. 

                                                 

142 De Divitiis, Architettura. 
143 De Divitiis, Architettura, 159. 
144 De Divitiis, Architettura, 144-145. 
145 Perrotta, Descrizione, 56; Raffaele Maria Valle, Descrizione Storica, Artistica, Letteraria della Chiesa, del 
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 At the time of the chapel's concession to the d'Aquino family it was called Santa Maria 

della Pietà dei d'Aquino. The archival documents suggest that the chapel continued to be referred 

to as the Pietà until 1623.146 Busta 533, citing an unknown Libro dei Defunti from the archive, 

catalogs Gaspare (d.1530), Francesco (d.1607), and Giovanni (d.1623) as being entombed in this 

chapel under the name of the Pietà. Since there were no other records of deaths or entombments 

in this chapel after 1623, what probably happened was that the friars began to refer to the chapel 

simply as the Cappella d'Aquino, which would have still been an accurate title, but that could 

have transformed into Cappella di San Tommaso d'Aquino, especially given its proximity to the 

Cappellone del Crocefisso [Fig. 1: 8 and 1: 7, respectively]. 

 Commissioned for the lunette above the tomb of Giovanna d'Aquino was the Madonna 

dell’Umilità or Mater Omnium panel (c.1345), which gained a considerable following in the 

years after it was installed [Fig. 4].147 For centuries the panel was thought to have been painted 

by Simone Martini, but Bernard Berenson definitively attributed it to Roberto d'Oderiso.148 The 

Mater Omnium was a completely appropriate subject for the tomb of a pious noblewoman in a 

Dominican space. Interestingly, this panel was preceded by another Marian image in the same 

place. Although Giovanna was the first known d'Aquino to have been entombed in this chapel, 

there is evidence of earlier decoration in this space. Upon removal of the Mater Omnium a fresco 

painted in the style of Cavallini was revealed underneath [Fig. 8]. The fact that this earlier fresco 

                                                 

146 Monasteri Soppressi, Busta 533, page 10. 
147 Now at the Museo di Capodimonte. 
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is off-center is an indication that the Trecento tomb had been built around a large fresco, sparing 

parts of the original image. The fresco, visible in the lunette since the removal of the Mater 

Omnium in 1999, has yet to be attributed. 

 Another chapel associated with Aquinas was originally the cell where he lived during his 

second stay at San Domenico Maggiore [Fig. 3]. The cell, now a chapel located in the cloister 

known coloquially as the "Cloister of the Statues," like the Cappellone del Crocefisso, is 

associated with actual life events of the Saint, but has taken on its own meaning over hundreds of 

years. The cell took its current form in 1747, under the design of Muzio Nauclerio.149 

 In the past century Gleijeses discussed the importance of access to Saint Thomas’ relics 

for pilgrimage to the church. He mentions that the architecturally and historically unique sacristy 

of San Domenico Maggiore has a corridor leading to the Dominican convent and to the cell 

where Saint Thomas lived.150 Gliejeses proposed that the Dominicans could make a small 

“Thomistic museum” and the corridor could be an exhibition place for old objects and artwork of 

the convent, just as the other section of corridor had already been used for this purpose.151 This 

space is, in fact, now a museum. 

 Thomas Aquinas' cell is in the main portion of the monastery, in the same cloister as the 

refectory, chapterhouse, and library [Fig. 3]. It is unclear when exactly the friars began using the 

cell as a chapel, but it is likely that it has been in use since at least, but more probably before, 
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1720 when the renovation began.152 Also unclear is the date when the public gained access to it, 

but its inclusion in Perrotta's Descrizione suggests that nineteenth-century visitors would be 

allowed access to the space.153 The entrance of the cell is decorated with precious marbles, and 

the bust of the saint is a work by Matteo Bottiglieri from 1720 [Fig. 12].154  

 Upon entering the cell, the visitor can see two small rooms, both of which contain a 

number of relics and art objects. The room on the left side currently houses a medieval hymnal, a 

silver bust of the saint, a handwritten document by the saint, and a copy of the Papal Bull of 

Pope Pius V from 1567 that proclaims Aquinas a Doctor of the Church [Fig. 14]. In the small 

room on the right side is displayed the original miraculous Crucifixion that was on display in the 

Carafa Cappellone. The image is displayed on a dressed altar, where the friars would 

occasionally say mass. Also in this chapel are the famous eighteenth century portrait of Aquinas 

by Francesco Solimena and the reliquary of Aquinas' left humerus, below the portrait.    

 

Early Dominican Iconography 

 One of the best-known recent studies of Dominican iconography is William Hood’s 

article, “Saint Dominic's Manners of Praying: Gestures in Fra Angelico's Cell Frescoes at S. 

Marco.”155 Hood argues that the non-Biblical figures painted by Fra Angelico for San Marco in 

Florence draw heavily on the Dominican treatise De modo orandi, which details the nine ways 
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that Saint Dominic was said to have prayed. The treatise is by an anonymous author and was 

written sometime during the second half of the thirteenth century. It would be irresponsible to 

attempt to draw a direct connection between Fra Angelico’s frescos in Florence to the artworks 

found in Naples’ San Domenico Maggiore for many reasons. A fundamental difference is that 

Fra Angelico was a Dominican friar, painting in a Dominican space, for a Dominican audience. 

The fourteenth- and fifteenth-century artworks in San Domenico Maggiore were mostly by 

“foreign” (non-Neapolitan) artists and commissioned privately by chapel owners. Hood’s work, 

however, is still important to an understanding of Dominican visual rhetoric, especially as it 

establishes that early on the Order of Preachers already had a complex and methodical mode of 

image-making. 

 Before the miraculous image of the Crucifixion, now associated with Aquinas and the 

Carafa Chapel, became known for its miraculous episode, it was already one of the earliest 

artworks with Dominican devotion as its theme [Fig. 5]. It is a traditional Duecento crucifixion, 

with the Virgin Mary at Christ's right and John the Apostle at his left. Two angelic bodies fly 

over the cross. Notable are the two smaller, kneeling figures at either side of Christ's feet. These 

figures are dressed in black and white Dominican habits and lifting their hands in the orans 

position. It is possible that these figures represent Saints Dominic and Peter Martyr, the two 

earliest Dominican saints, both canonized within a few years of their deaths.156 The cross is on 

the hill of Golgotha, and the skull of Adam can be seen, as expected, peeking out of the hill. 

Therefore, the panel almost perfectly follows the traditional iconography of the Crucifixion, 

                                                 

156 Dominic died in 1221 and was canonized in 1234. Peter Martyr died in 1252 and was canonized in 1253. 
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except for the addition of the two Dominicans, which was an important innovation for the panel's 

Dominican audience. While there are no sources to confirm the date or patron of the panel, it was 

probably one of the first images made for the newly-rededicated church, commissioned by the 

Dominicans. The inclusion of the two Dominicans confirms an early awareness of a canon of 

Dominican images, which would soon be enriched by the iconography of Thomas Aquinas. 

 Like all Dominican saints, Thomas Aquinas is almost always depicted in his black and 

white Dominican habit. Holy Dominicans also share other iconographic aspects. Most 

Dominican saints, for example, are depicted holding books because most of them were also 

writers and professors. Many of the saints of the Order are also depicted with some kind of 

flame, flare, star, or sun. This symbolism goes back to the story of Dominic's mother's dream that 

she gave birth to a puppy who "burnt all the world," but the star also refers to the symbolism of 

the Virgin, and the flame to the Holy Spirit and the passion of the friars.157 Saint Dominic is 

shown with light, either as a flame or a star, coming out of his head, but Saint Thomas Aquinas is 

shown with different variations of a Sun or an angelic face on the front of his habit, which speaks 

to his title as the Doctor Angelicus. In other depictions of the Angelic Doctor he holds a 

monstrance or sometimes a church building. The portrait by Solimena in Aquinas' cell shows the 

saint with a sun on his chest and a quill in his hand as the Holy Spirit descends to give him 

inspiration [Fig. 14] much like in Fabrizio Santafede's altarpiece [Fig. 43]. 
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 The Brancaccio Chapel, known popularly as the Cappella degli Affreschi [Fig. 1: 3 and 

10], houses one of the most important and best-preserved Trecento fresco cycles in Naples. The 

frescoes were commissioned by then-Cardinal Landolfo Brancaccio in the first decade of the 

fourteenth century and painted by Roman artist Pietro Cavallini. Cavallini’s frescoes represent 

one of the first large-scale artistic projects for the newly-rededicated San Domenico Maggiore. 

Cavallini came to Naples to work in the court of Carlo II in 1308, the same year that he received 

the commission from Cardinal Brancaccio for his family chapel in San Domenico Maggiore.158 

At that time, especially during the life of Carlo II, the Basilica was still known both officially 

and colloquially as Santa Maria Maddalena, after the King's patroness.  

 Cordelia Warr and Janis Elliott, are hesitant to make any positive attributions to Pietro 

Cavallini, even though he is documented in the city in June and December 1308.159 Other places 

where he is thought to have worked are the Sant'Aspreno Chapel in the Duomo and in the old 

church of Santa Maria Donna Regina.160 Warr and Elliott also discuss the enormous impact that 

Cavallini's style had on other artistic creations in Naples.161 The facts that Cavallini was 

documented in Naples, that he came there to work in the Angevin court, and that the Brancaccio 

family had personal ties to the court leaves little doubt that the Brancaccio frescoes are by 

Cavallini. 

                                                 

158 Cordelia Warr and Janis Elliott, Art and Architecture in Naples, 1266-1713: New Approaches (Chichester, U.K.: 
Wiley-Blackwell, 2010), 3. See also Cathleen A. Fleck, "The Rise of the Court Artist: Cavallini and Giotto in 
Fourteenth-Century Naples" from the same edited volume. 

159 Warr and Elliott, Art and Architecture, 3. 
160 Warr and Elliott, Art and Architecture, 3. 
161 Warr and Elliott, Art and Architecture, 3. 
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 The Brancaccio Chapel frescoes depict scenes from the lives of Mary Magdalene, John 

the Evangelist, and Saint Andrew, but also include depictions of Dominican saints, but of 

particular interest to this study is the Crucifixion, grouped with the other scenes from the life of 

Saint John the Evangelist [Fig. 9]. This scene, which is found at eye-level on the left side of the 

chapel, immediately conjures images of the Crucifixion associated with Thomas Aquinas. The 

iconography is remarkably similar. Mary stands at the crucified Christ's right (viewer's left) 

while John the Evangelist is on his left (viewer's right). Also pictured are two Dominican saints, 

one on each side of the fresco. The Dominican next to Mary is Saint Dominic, while the figure 

next to John is Peter Martyr. These two full-sized figures in their black and white habits set a 

much different tone than the miniature Dominicans in the Duecento panel. These two figures are 

large—taller than either Mary or John—and their alignment with the two monumental 

architectural elements emphasizes their role in the image as founding fathers of the Order.162 

 As can be seen in the Brancaccio Chapel frescoes, there was an early tradition of images 

of Saint Dominic. One of the earliest images of the founder of the Order can be traced to the 

founding of San Domenico Maggiore. According to tradition, this panel depicting Saint 

Dominic, called both a "precious image" and an "exceptional image," was painted from life—a 

portrait—and brought to Naples in 1231 by Fra Tommaso Agni da Lentini and the other friars 

who founded San Domenico Maggiore [Fig. 11].163  

                                                 

162 An interesting topic for further study is whether the Crucifixion panel associated with Thomas Aquinas in any 
way influenced this scene. Cavallini uses the same iconography as the panel with Dominican saints on either side. 

163 Perrotta, Descrizione, 68; Gleijeses, Chiese, 51. 
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 This panel, which has only recently been placed on display again, shows a “realistic” 

portrait of a holy man.164 The image of Dominic de Guzman is not simply a type, but instead 

portrays distinguishable facial characteristics, which corroborates the story that the image may 

have been painted from life. At the same time, the panel is gilded and Dominic’s tonsured head 

is circled by a nimbus, typically reserved for those figures who are already recognized as saints 

of the Church. The painting, or “portrait,” does resemble a Greek icon in many ways, one of 

which being that tradition holds that icons are based on actual likenesses of holy people.165 The 

facial characteristics, in fact, show some similarities to Giovanni da Taranto’s 1305 panel, 

originally made for the church of San Pietro Martire in Naples and now at the Museo di 

Capodimonte [Fig. 15]. Of course there is no reason why the gilding and the nimbus could not 

have been added at a later date, after the canonization of Saint Dominic. The tall and narrow 

shape of the image suggests that it was meant as a panel for an iconostasis or a triptych. There is 

no evidence, other than the tradition of the Dominicans, to suggest that the panel was created as a 

stand-alone image, although Imbriano proposes, and I agree, that a polyptych including this 

image would have been grand enough to use on an important altar.166 

 Whatever the provenance of this image, it is still of extreme importance to the Order of 

Preachers.167 The legend that emerged to explain the interesting characteristics of the image—

                                                 

164 Perrotta, Descrizione, 68-69. Perrotta describes the panel in the Chapel of San Domenico (Fig. 1: 12a). 
165 For example, tradition maintains that holy images of Mary and infant Jesus were based on the original painting 

by Saint Luke and images of adult Jesus on Saint Veronica’s veil. 
166 Gerardo Imbriano, Ricerche Iconografiche su San Domenico de Guzman (Napoli: Biblioteca Domenicana, 2015), 

48. This is another area for further research. It would be interesting to survey all the Neapolitan and Spanish 
collections for other 90 cm panels. 

167 Imbriano, Ricerche, 48. Imbriano provides a historiography of this image.  
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that it must have been a portrait, from life, of the Order's founder, brought to Naples by 

Tommaso Agni—helped to create a physical tie, which connected the convent complex to the 

founding of the Order. The fact that a first generation disciple of Dominic physically carried this 

image, which was a first generation image of Dominic, to Naples and the new Dominican 

convent, would have created a surrogate relationship for the phenomenon described by Miele and 

Cioffari—that convents find ways to connect themselves to the founders of their Order.168 

 Agni's role in establishing the Dominican presence in Naples was only the first of his 

notable accomplishments. Agni would later go on to a variety of important positions within 

Church leadership, including as Bishop of Bethlehem and then as a Papal legate to the Holy 

Land. His reputation was initially built upon his relationship to Saint Dominic and his role as a 

first generation disciple of the Order's founder, and these connections first made him worthy in 

the Pope's eyes to be entrusted with the important task of establishing a Dominican presence in a 

powerful yet complex city like Naples. His subsequent status was further elevated, however, by 

his other roles in Church leadership, and his reputation from the events that took place after he 

had left San Domenico Maggiore. He managed to win the confidence of several Popes, thereby 

creating a lasting legacy that the friars of San Domenico in Naples would use as a reference point 

when discussing much repeated foundation story of their convent. 

 Tommaso Agni was the official founder of the convent, but other Dominicans, like 

Thomas Aquinas, would also come to be associated with San Domenico Maggiore. These 

Dominican friars who are associated with the reestablishment of San Michele Arcangelo a 

                                                 

168 Cioffari and Miele, Storia, 16. 
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Morfisa as a Dominican space, were, along with the rulers of the Angevin Dynasty, the most 

important figures of the convent's early years. In the next few centuries the works of art created 

for San Domenico Maggiore would continue to reflect many of the ideas discussed in this 

chapter, but the Seggio di Nido would play an increasingly important role in the patronage of the 

convent. Additionally, the focus would shift from the emphasis on people who actually lived and 

studied at San Domenico Maggiore to an emphasis on the people who were buried in the convent 

complex.
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CHAPTER 3 

FRANCE, ARAGON, AND THE SEGGIO 

 This chapter discusses the dynamics of power at San Domenico Maggiore in the fifteenth 

and sixteenth century, during the Neapolitan Renaissance. One of the ways that powerful 

families patronized sacred spaces was through the rituals of Christian burial. At many convents, 

San Domenico Maggiore included, these burials and the concessions of family chapels to 

wealthy families provided income for the maintenance of those convents. These funds were of 

particular importance to churches run by mendicant orders like the Dominicans.  

 This chapter begins by revisiting the role that Carlo II played in the early expansion of 

the basilica. It examines the way that the triad of person/ritual/text is inseparable from the notion 

of burial as sacralization. It also examines the patronage of specific families and dynasties at San 

Domenico Maggiore, going into depth about Alfonso I’s patronage of and political interest in the 

convent complex. I argue that a fundamental political element of the Aragon dynasty’s interest 

stemmed from Alfonso's desire to claim the space from its former patrons, the recently-defeated 

Angevins, and its ongoing patrons, the nobles of the district. I also argue that Alfonso’s tendency 

to identify himself with other Iberian transplants to the Italian peninsula would have connected 

him to the namesake of the church, Saint Dominic de Guzman. Alfonso and his family ultimately 

chose to be buried in San Domenico, aligning them permanently with Naples and establishing a 

legacy for future Iberians in Naples—the Spanish Viceroys. 

 This chapter will now revisit the medieval expansion of San Domenico Maggiore that 

began in 1283 with the help of the future Carlo II d’Angiò (1254–1309), who oversaw the 
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project until his death.169 It is necessary to reassess the role that the Angevins played in the early 

patronage of the site in order to help explain the later Aragon interest. As mentioned in the 

previous chapter, when Carlo I d’Angiò come to power in 1266 he improved the situation for the 

Dominicans in Southern Italy, who had had a rocky relationship with Federico II. Not only did 

Carlo I give back items to churches that were taken by Federico and his son Manfredi, but he 

also invited friars to his court, allowing them to become spokesmen between the king and the 

Order.170 Carlo sent the friars throughout his kingdom to ensure that his subjects were faithful to 

both the king and the Pope, making them agents of both the State and the Church.  

 While Carlo I was a public supporter of the Order of Preachers, and may have already 

been planning to renovate the convent, it was his son, Carlo II, who is fondly remembered as the 

founder of San Domenico Maggiore.171 While Carlo I was away fighting his adversary, Pietro 

d’Aragona, Prince Carlo stayed in Naples as acting ruler.172 In 1283 Carlo II decided to enlarge 

San Domenico Maggiore, which had been newly re-consecrated to Saint Dominic in 1255 under 

Pope Alexander IV.173 Perrotta says that Carlo II was “inclined to beautify the city, to protect the 

                                                 

169 Vittorio Gleijeses, Chiese e palazzi della città di Napoli, (Napoli: Società Editrice Napoletana, 1978), 84. “Si 
decise quindi di ampliare il complesso, con l’aiuto del futuro Carlo II d’Angiò, che nel 1283 era vicario del 
regno...nel 1289, Carlo II diede incarico agli architetti francesi Pierre de Chaul e Pierre d’Angicourt di accelerare i 
lavori, che si potrassero comunque fino al 1324.” 

170 Gerardo Cioffari and Michele Miele, Storia dei Domenicani nell'Italia Meridionale (Napoli: Editrice 
Domenicana Italiana, 1993), 19-20. 

171 Cioffari and Miele, Storia, 31. Cioffari states that in Antonio Lusano’s Cronaca from 1267 the author writes that 
it was Carlo I who first declared San Domenico Maggiore as a regio convento.  

172 Raffaele Maria Valle, Descrizione Storica, Artistica, Letteraria della Chiesa, del Convento e de’ Religiosi Illustri 
di S. Domenico Maggiore di Napoli dal 1216 al 1864 (Napoli: Stamperia del Vaglio, 1854), 33. 

173 Vincenzo Maria Perrotta, Descrizione storica della chiesa, e del monistero di S. Domenico Maggiore di Napoli 
(Napoli: Dai Torchi di Saverio Giordano, 1828), 4-5.  
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religion, and to promote the cult of God: and very favourable to our Order.”174 Valle goes so far 

as to call Carlo the “most tender lover of our Order.”175 The Dominican histories agree that on 

the feast of the Epiphany, in 1283, Carlo II laid the first stone of the new church.176  

 The Order's fondness for Carlo II and the Naples-based Dominicans' memory of the king 

as a great patron of their churches is repeated by modern historians. Caroline Bruzelius, for 

example, discusses the fact that the Angevin religious patronage was "almost exclusively 

mendicant" and that Carlo II "favored the Dominicans" while his son Robert is associated with 

the founding of many Franciscan houses.177 

 Carlo I had famously funded Thomas Aquinas' return to San Domenico Maggiore in 1272 

to found the Studium Generale.178 Carlo I and later Carlo II were both great patrons of the 

Studium. Carlo II, for example, allocated a yearly sum of eighty gold once the Studium at San 

Domenico Maggiore, while the Studia at San Agostino Maggiore (Augustinian) and San Lorenzo 

Maggiore (Franciscan) received the inferior sums of thirty and forty once, respectively.179 Other 

mendicant convents in Naples also benefitted from Angevin church patronage. San Lorenzo 

                                                 

174 Perrotta, Descrizione, 5. 
175 Valle, Descrizione, 33. The Dominican authors emphasize the role that Carlo II played in the establishment of 

Dominican convents throughout Naples. The convent had many reasons to affiliate itself with the Angevin 
dynasty, including fame, donations, and protections. 

176 Perrotta, Descrizione, 5; Valle, Descrizione, 33. 
177 Caroline Bruzelius, "Art, Architecture and Urbanism in Naples," in Naples: an Early Guide, Enrico Bacco, ed. 

and trans. Eileen Gardiner (New York: Italica Press, 1991), lxxi. 
178 Gerardo Imbriano, Complesso Monumentale di San Domenico Maggiore in Napoli: Guida storico-artistica 

(Napoli: Biblioteca Domenicana, 2015), 3. Aquinas was paid one gold oncia every month to run the Studium. 
179 Imbriano, Complesso, 3. 
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Maggiore, for example, was one of the earliest and largest Angevin projects.180 While the 

construction of the Franciscan San Lorenzo Maggiore is associated with Carlo I, San Domenico 

Maggiore's construction is associated with his successor.  

 Caroline Bruzelius discusses two reasons for Carlo II's interest in urban works, including 

church building.181 The first reason was Carlo II's desire to "affirm the role of Naples as the new 

capital of the kingdom after the loss of Palermo" and the second was because there had been very 

few major construction projects in Naples since the beginning of the thirteenth century.182 The 

Dominicans, who had already enjoyed Angevin patronage of their Studium, were next in line to 

have their churches rebuilt. San Domenico Maggiore, under the name of Santa Maria Maddalena, 

was begun in 1294 and San Pietro Martire—also a Dominican church—was begun in 1299.183 

 Carlo II had a particular devotion to Mary Magdalene, a patron saint of France, and there 

is a story that when the Aragonesi captured the prince in 1284 he made a promise to himself that 

upon his return he would enlarge the Church of San Domenico and rename it for his patroness.184 

About this story Perrotta says that when Carlo II returned to Naples after his release he attempted 

                                                 

180 Caroline Astrid Bruzelius, The Stones of Naples: Church Building in the Angevin Kingdom 1266-1343 (New 
Haven: Yale University Press: 2004), 47-74. 

181 Bruzelius, Stones, 76. 
182 Bruzelius, Stones, 76. 
183 Bruzelius, Stones, 97. Bruzelius also agrees that Carlo II is best remembered as a patron of the Dominican 

churches, even though he contributed to the construction of a number of different churches belonging to many 
holy orders. 

184 Gleijeses, Chiese, 56-57; Perrotta, Descrizione, 6-7; Bruzeilus, Stones, 6. Bruzelius discusses Carlo II's role in the 
"rapid development of her cult" after "discovering" her relics. 
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to rename the church, but because of “the great devotion conceived by the Neapolitans toward 

the Great Patriarch Saint Dominic” they refused to call the church by any other name.185  

 Some of these devoted Neapolitans were from the noble families of the Seggio di Nido, 

the powerful and influential political district in which San Domenico Maggiore is located. In 

1308 the Angevin line became directly connected with the Seggio when Carlo II’s daughter, 

Beatrice, married Bertrando III del Balzo and they built their palace adjacent to San Domenico 

Maggiore.186 Bertrando was on excellent terms with both his father-in-law, Carlo II, and his 

brother-in-law, Robert d’Angiò.187  

 The nobles of the district—the Seggio di Nido—were already in possession of many 

family chapels by the fifteenth century. Some of these families, such as the d'Aquino family (via 

the funerary chapel of Giovanna d'Aquino), and the Brancaccio (and their chapel frescoed by 

Cavallini), were mentioned in the previous chapter. Other families, like the Petrucci, come on the 

scene in the fifteenth century, having benefitted from collaboration with the new Aragonese 

rulers. In all the aforementioned cases, the families—royal and noble—permanently aligned 

themselves with the Basilica of San Domenico Maggiore by choosing their resting places in this 

space. They chose to become a permanent part of this structure by being interred in its walls and 

floors. Apart from the act of sacralization through burial, this chapter also examines the reasons 

why these families would have chosen San Domenico Maggiore as their final resting place. 

                                                 

185 Perrotta, Descrizione, 7. 
186 Gleijeses, Chiese, 8. 
187 Gleijeses, Chiese, 11. Gleijeses says that Francesco del Balzo and Margherita d’Angiò-Taranto’s daughter 

married the King of Trinacria and their son, Giacomo, inherited the title of Emperor of Constantinople: “si può 
quindi immaginare il lusso e lo splendore che regnavano a quell’epoca nel palazzo presso la chiesa di S. 
Domenico, frequentato com’era da reali ed ambasciatori.” 
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 Burial plays an important role in establishing and maintaining a sacred space, and there 

are many considerations that contribute to the act of sacralizing through burial. The triad of 

person/ritual/text is fundamental to understanding burial as sacralization because all three 

elements are part of the structure of burial. The first part of the triad, "person," is the most 

important element of burial; entombment requires a body. In the case of burial within churches, 

as is the case of the wealthy patrons of San Domenico Maggiore, people of a certain class would 

choose their burial places before their death to ensure an appropriate final resting place. Some of 

these people would use their means to purchase the rights to a family chapel where they could be 

buried along with future generations of their families, some already belonged to families that 

possessed chapels, and others were at the mercy of their heirs who would make the decision for 

them. All three of these situations existed at fifteenth-century San Domenico Maggiore. 

 Ritual and text also play important roles in sacralization through burial. Not only did 

funerary rites accompany each burial, but also in most cases the burials would precipitate a series 

of rituals that would be repeated over many years. In a monastic setting, such as at San 

Domenico Maggiore, a priest belonging to the convent would say a mass for the departed soul 

before the person's remains were placed in their final resting place. Depending on the status of 

the family and their endowment to the convent, the friars would have been required to say 

subsequent prayers and masses for either a certain period of time—as long as the endowment 

was still paying—or in perpetuum, also specified by the contract. The initial funerary rituals, 

therefore, were not the only ones associated with burials in San Domenico Maggiore and other 

convents. Instead, many times the physical interment was only the beginning of a series of rituals 

that took place near and around the body.  
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 Text also plays an important role in sacralization through burial. Texts can serve to 

record and commemorate, and there are several types of texts associated with the burial of San 

Domenico Maggiore's patrons within its walls. The first type of text, although seemingly 

mundane, is the contract between the laity and the convent. Each burial would begin with an 

agreement between a person or family and the convent. In the case of San Domenico Maggiore, 

many if not most of these contracts can still be found in the archive. The contracts specify the 

terms under which the chapels may be used and occupied by specific families as well as the 

expected financial contributions of the families and the spiritual contributions of the friars.  

 The friars compiled these contracts into ledger books in their archive and then took the 

information about the prayers and masses that they were supposed to contribute and created 

books devoted to reminding them of their obligations. The friars organized these records both 

according to dates on which the obligations fell and according to specific obligations by patron. 

These texts serve as reminders to the families and the friars about their obligations to one 

another, but they also concretely establish the rituals that will continue to sacralize the space. 

 Another type of text that serves to continue to sacralize burial spaces is the epitaph. These 

texts commemorate the deceased and provide a public, lasting record of their lives (and deaths). 

By permanently inscribing one's name on one's burial place, a person can also ensure that visitors 

to the memorial site will know for whom to pray. This function goes back to the element of 

"ritual" and addresses the eschatological aspect of (Catholic) burial—which looks forward to a 

bodily resurrection. In the case of medieval and early modern burial, the prayers of the living 

faithful and of the Saints, and particularly the supplications of Mary to her Son, were key to 

ensuring an abbreviated time in Purgatory and therefore a quicker transition to Paradise. Perhaps 
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the best-known documentation of the relationship between Purgatory, prayer, and Paradise is 

found in Dante's Divina Commedia, which portrays many late medieval and early renaissance 

beliefs about the afterlife. 

 There are many factors to consider when discussing artistic patronage in renaissance 

Naples. On a political level, there were several different entities that held power. At the local 

level there were the seggi, which were administrative institutions, and also neighborhoods, 

functioning from the thirteenth through the nineteenth centuries. There were a total of six sedili, 

colloquially called seggi, with five being reserved for the nobility of the different areas and the 

sixth for the common people. The purpose of the seggi was to protect the common good of the 

city of Naples.188 The Sedile di Nido, also known as Nilo, where San Domenico Maggiore is 

found, was one of the most noble and combative of the city of Naples.189 

 There are two main theories that explain the importance of the seggi. The first is that the 

practice of seggi came from the Etruscans, who would build porticos onto temples or palaces that 

could serve as meeting places for inhabitants of specific areas.190 The other theory is that 

seggio/sedile comes from the root word “to sit,” which is what people may have done in these 

areas, giving them the function of a modern piazza.191 Marino explains that one’s affiliation with 

                                                 

188 For further reading see: Benedetto Croce, Storia del Regno di Napoli (Naples: Laterza, 1967). 
189 Gleijeses, Chiese, 8. “Il largo, quale oggi lo vediamo, cominciò a formarsi però soltanto dopo che Carlo II 

d’Angiò, dopo aver ampliata la cerchia delle mura e spostata l’antica porta che vi si apriva, iniziò la 
trasformazione della piccolo chiesa di S. Michele Arcangelo nell’imponente tempio domenicano: intorno a questo 
complesso furono eretti in seguito il Palazzo del Balzo e poi mano mano gli altri. Nella piazzetta immediatamente 
adiacente vi era quell sedile di Nido o di Nilo che fu uno dei più nobili e combattivi della città: poco più in giù 
verso il mare, sin dal V secolo dopo Cristo era stata eretta la chiesa di San Giovanni Maggiore.” 

190 Gleijeses, Chiese, 24. 
191 Gleijeses, Chiese, 25. “Questi seggi, come diceva Giovanni Summonte, servivano anche perché ‘le persone 

radunate sogliono sedere o passeggiare’; ebbero molta importanzadurante il regno angioino e si può dire che 
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one of the city’s seggi “reflected one’s status or honor among fellow citizens and one’s place in 

the local social and political structure.”192  

 The Seggio di Nilo (Nido) was so named because of the Roman statue (third century) of 

the river god, Nile (Nilo), and because of the many Egyptian merchants, nicknamed Nilesi, who 

lived in that area during Greco-Roman times and were said to have erected the statue. The two 

oldest and most important seggi were the Capuana and Nido.193 Capuana was home to the 

notorious Caracciolo family and Nido to the Carafa. John Marino demonstrates the influence of 

these two seggi by saying that:  

...the coat of arms of Capuana had originally been an unbridled horse … and that of Nido, 
an unbridled horse rampant in a field of gold. Not by chance, the coat of arms of the city 
of Naples was an unbridled horse—free and independent. The two dominant seggi each 
claimed to be the city proper, just as the city claimed to be the world.194 
 

 The symbolic importance of the Neapolitan unbridled horse is supported by a work of art, 

which was destroyed by Federico Travaglini's renovation in 1850, at San Domenico Maggiore. 

This work was a "colossal" bas-relief of Saint Dominic floating on clouds, found on the interior 

of the basilica above the main door [Fig. 1: between 1 and 28]. Based off Perrotta's description of 

the work it was probably a product of Tommaso Ruffo's seventeenth-century renovation:195 

                                                 

rappresentassero l’amministrazione municipal divisa in quartieri o contrade, seguendo una politica amministrativa 
non priva di emulazione.” 

192 John A. Marino, Becoming Neapolitan: Citizen Culture in Baroque Naples (Baltimore: Johns Hopkins University 
Press, 2011), 3-4. The seggi were the neighborhoods where nobility lived, but the term also refers to the 
gatherings of the same nobles in an administrative role. 

193 Marino, Becoming, 14. 
194 Marino, Becoming, 14-15. 
195 I say that it was probably a part of Ruffo's renovation because not only does its description mention artistic 

elements that also apply to the bas reliefs of Saints Dominic and Thomas in the Chapterhouse [Figure 51], but 
Travaglini also discusses his distaste for Ruffo's renovations and therefore would have taken the opportunity to 
cover them as much as possible. 
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...at his feet, under one side is a symbol of an unbridled horse, emblem of the city of 
Naples, representing the Neapolitan people: and on the other is seen the Heritage of the 
city, or rather the city personified by the figure of Parthenope, with the horn of plenty in 
hand, which she offers beseechingly to Saint Dominic, as her protector, she implores him 
so that the people, enriched by many goods, were not to take her hand: but were pressed 
and slowed by principles of religion and by Christian morals, instilled upon them by the 
preaching of his sons.196 
 

 The seggio became a micro-city, or a city within a city. Each seggio had its own 

aristocrats who demonstrated their piety by pledging much of their wealth to the Church, and the 

most conspicuous donations came in the form of customary family chapels in the most important 

churches in the district.  

 The Seggio di Nido was home to many important noble families, including the Petrucci, 

Carafa, Capece, and Brancaccio. While the bulk of power frequently shifted between families as 

Naples switched royal hands, there was continuity to be found among noble dynasties, like the 

Carafa—continuity less present in the long sequence of Neapolitan royalty. In many cases the 

success of the royalty and the success of the nobility were directly related. Powerful Neapolitan 

nobles found themselves in the inner circles of royalty, and royalty benefitted from the support of 

the noble class. 

  One nobleman whose fame and fortune increased under Alfonso I was the Count of 

Policastro, Antonello Petrucci (d. 1487). Petrucci was born into a humble family, studied to 

become a notary, and later became the royal secretary and a nobleman under Alfonso I. He 

                                                 

196 Perrotta, Descrizione, 38. "Questo Bassorilievo colossale rappresenta S. Domenico in aria sulle nuvole. A piè di 
li da una banda, sotto il simbolo di un cavallo sfrenato, arma della città di Napoli, vien rappresentato il popolo 
Napoletano: e dall'altra vedesi il Genio della città, o sia la città personficata sotto la figura di Partenope, col corno 
dell'abbondanza in braccio, la quale rivolta supplichevole a S. Domenico, come protettore di essa, lo prega, onde 
il popolo, arricchito da tanti beni, non si prenda la mano: ma sia compresso, e frenato da' principj di religione e di 
morale cristiana, a lui istillati dalla predicazione de' Figli suoi." 
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purchased a palazzo (now called Palazzo Petrucci) next to San Domenico Maggiore and soon 

became one of the church's most important patrons.197 

 In the entry on Antonello Petrucci from the 1682 Campione, for example, the author of 

the document discusses the concession of the Petrucci Chapel (Fig. 1: 12b) to Antonello, who, it 

seems, was the chapel's first owner.198 In 1483, Antonello's wife, Elisabetta Vassallo, gave her 

house as part of the couple's endowment for the upkeep of the chapel. Antonello's interest was 

confirmed on July 2, 1474, the feast of the Visitation, when Pope Sixtus IV "conceded a 25 year 

indulgence ... to all the faithful who would visit the chapel, having confessed and been 

communicated ... and when the Feast fell on a Saturday a Plenary Indulgence, if it wasn't the year 

of the Jubilee."199 Even considering Petrucci's political ties to the Crown of Aragon, it was still a 

powerful move to approach the Pope for a plenary indulgence in his family chapel. Antonello 

then had Pope Innocent VIII confirm the indulgence in 1485.200 To approach a pope once for 

such an indulgence was bold, but to approach two different Popes shows that Antonello was 

confident with his new noble status. 

 It can be concluded from Petrucci's efforts to instate and then confirm the Plenary 

Indulgence only ten years later that he was thoroughly invested in establishing his family chapel 

as an important destination in San Domenico Maggiore. His motivations for doing so can only be 

assumed, but it is highly probable that his interest has much to do with Alfonso I's construction 

                                                 

197 Bianca de Divitiis, Architettura e committenza nella Napoli del Quattrocento (Venice: Marsilio, 2007), 44. 
198 Campione, 1682, Busta 443, p. 409, Monasteri Soppressi, Naples: Archivio di Stato. 
199 Campione, 1682, Busta 443, p. 409. The significance of the Feast of the Visitation is that it was his wife, 

Elisabetta's, feast day. 
200 Campione, 1682, Busta 443, p. 409. 
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of Piazza San Domenico and the monumental staircase in piperno stone up to the "new" entrance 

of the Basilica, a fact that will be discussed later in the chapter. 

 Other noble families are mentioned in the many campioni from the archive of San 

Domenico Maggiore. One thing these mentions have in common, at least in and before the 

Campione from 1682, is that the patrons, the "people" of the sacred space, are more important 

than the chapels, including the works of art commissioned for them.201  

 The early campioni tell of the chapels being passed back and forth, and many of the same 

names appear over and over. Carafa, Capece, and Brancaccio are three of the most common 

names from the fifteenth century. Each of these families were in possession of multiple chapels 

over time. Even so, it is difficult to find records of their artistic patronage in the early documents. 

The early campione documents generally focus on historical, economic, and legal concerns, 

drawing from old contracts in the archives as their sources. For example, an entry in a campione 

may discuss when a chapel was first conceded to a patron, how many patrons it has had, who is 

buried there, the terms of the concession, the liturgical obligations of the friars, and how much 

money or property was involved in the concession. A less-important, and often completely 

ignored, element in the records of chapels is the artworks that patrons commissioned for these 

spaces—probably because the families delt directly with their artists of choice, and did not 

include the convent in these matters of business. 

 In the case of the Altar of San Girolamo de' Ricci (also called San Geronimo) [Fig. 1: 

20a], the original artwork was spared by Travaglini's renovation, but was moved from its original 

                                                 

201 Campione, 1682, Busta 443. 
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location [Fig. 16 and 17].202 Although the archive does not say who is the artist of the Ricci tomb 

and bas-relief of the Penitent Saint Jerome, Perrotta attributes it to Agnolo Anello Fiore (late 

fifteenth century).203 The relief shows a kneeling Saint Jerome holding a book in his left hand 

and praying to a crucifix that floats above him and to the right. A lion sits in a cave across from 

the saint, with his paw on a cardinal's hat. Above the scene with Saint Jerome is a lunette 

depicting a scene of the Anunciation.  

 The convent conceded the space for the altar to the Ricci family in 1515. Valle says that 

the altar was originally inconveniently found on the pylon that supports the largest arch of the 

transept, and applauds Travaglini's choice to move the altar.204 Giovanni Sebastiano de' Ricci's 

memorial for his father, Michele, is the earliest surviving record of the concession.205 The 

survival of this monument in its current location creates some confusion for the guidebook 

writers, but also suggests that there were other altars that were not found in the traditional lateral 

positions.206 This could explain why such an affluent family would have had their family chapel 

relegated to such an odd place.207  

                                                 

202 Valle, Descrizione, 373. Unfortunately these are currently the best available images. 
203 Perrotta, Descrizione, 23. 
204 Perrotta, Descrizione, 23; Valle, Descrizione, 373-374.  
205 Il libro di cose notabili da tenersi presente manualmente dal sagristano S. Domenico Maggiore, 1777, Busta 533, 

p. 38, Monasteri Soppressi, Naples: Archivio di Stato. 
206 There is evidence to suggest that there was at least one other chapel like this this one, in the corresponding place 

on the other side of the church [Figure 1: next to 11]. 
207 While the family was already well-known in the fifteenth and sixteenth centuries, it would have taken on a new 

meaning in the sixteenth century, during and after the life of Caterina de' Ricci, a Dominican sister, who would 
later be canonized. Later this saint's brother, Florentine Dominican Father Timoteo Ricci would move to Naples 
and officially found the Confraternity of the Rosary at San Domenico Maggiore in 1617 (Imbriano, 35). The 
international fame of the Florentine Ricci family and their importance to the Dominican Order and San Domenico 
Maggiore was probably responsible for the conservation of this monument. 
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 Another altar, also dedicated to Saint Jerome, is in the corresponding place on the other 

side of the transept [Fig. 1: 11 and 18]. This altar, known as San Girolamo de' Donnorso, was 

also moved during Travaglini's renovation.208 Valle explains that this altar, like the one of the 

Ricci, was originally awkwardly located on the last pylon, which supports the largest arch on the 

right side of the nave.209 It is apparent that, unlike on the Ricci monument, the above relief and 

the tombs below come from vastly different periods. The tomb of Girolamo Donnorso is from 

the Trecento, while the relief is from the first half of the sixteenth century.  

 The image of Saint Jerome, by Giovanni (Merliano) da Nola (1488-1558) has many 

iconographic similarities with that of the Ricci family. Saint Jerome kneels, beating his chest 

with his fist, as he faces a crucifix above him and to his right. Below the crucifix is the lion's 

cave, where the beast's head can be seen. Above Saint Jerome, in the corners of the lunette, is 

another scene of the Annunciation.   

 The two families who owned the greatest number of chapels in the convent were the 

Carafa and the Brancaccio.210 Another document from the same campione discusses the contract 

signed by Diomede Carafa, Count of Maddaloni, and his ownership of the Chapel of San 

Domenico in Soriano [Fig. 1: 14].211 The contract states that this chapel, which is situated to the 

                                                 

208 Valle, Descrizione, 257. 
209 Valle, Descrizione, 257. 
210 Rosalba Di Meglio, Ordini mendicanti: monarchia e dinamiche politico-sociali nella Napoli dei secoli XIII-XV 

(Raleigh: Aonia Edizioni, 2013), 124-125. 
211 Busta 425, p. 491, Monasteri Soppressi, Naples: Archivio di Stato. "La detta Cappella, la quale è situata 

immediatamente alla sinistra dell'Altare maggiore, anticamente era sotto il titolo di S. Giovanni Evangelista. E 
detta Cappella è della fameglia de Signori Carafa della Statera, et al presente è posseduta dall' Illustri Duchi di 
Maddaloni. Quando però li fusse stata conceduta non si ritrova registrata ne libri, e nelle scritture del Convento." 
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immediate left of the main altar (to the right when facing the altar), was previously named for 

Saint John the Evangelist, at which time it belonged to the family of the Carafa della Statera; it is 

uncertain when the chapel changed hands.212 In 1620, the chapel was still called San Giovanni 

Evangelista, and its two side panels (now copies) on either side of the image of Saint Dominic, 

representing Saints Catherine of Alexandria and Mary Magdalene respectively, were said to have 

been donated by Alfonso I, whose portrait is allegedly seen in the head at the feet of Saint 

Catherine [Fig. 19].213  

 This attribution is dubious, but not impossible. One reason to doubt that Alfonso 

d'Aragona commissioned these images is because the apparition of Saint Dominic at Soriano did 

not allegedly occur until 1530, long after Alfonso's death. This is significant because the two 

female saints, along with the Virgin Mary, were the ones said to have presented the image of 

Saint Dominic to his followers at the monastery in Soriano. While the two panels at San 

Domenico Maggiore are in keeping with the theme of this apparition’s iconography, they were 

almost certainly not originally associated with the image of the Soriano Saint Dominic in this 

chapel, especially because the chapel did not change names until at least the seventeenth century. 

What is possible, however, is Alfonso I's patronage of the two panels of female saints for other 

altars in the basilica.214 

                                                 

212 Busta 425, p. 91. One of the first records shows that in 1489 Diomede Carafa donated 34 Ducati, out of which 16 
were meant to serve as maintenance. 

213 Perrotta, Descrizione, 64-65; Imbriano, Complesso, 25. Visible in the upper left of the photograph are the feet of 
Saint Catherine, but the head can no longer be seen due to extreme darkening of the image. Unfortunately this is 
currently the only image available.  

214 The Chapels of Saint Catherine of Alexandria [22] and Saint Mary Magdalene [2] are two of the only chapels at 
San Domenico Maggiore that have existed under the same name since the fourteenth century. Both women are 
saints revered by the Dominican Order, while Mary Magdalene's role as patroness to the convent and to Carlo II 
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 Another chapel concession is that of the Imbriachi branch of the Brancaccio family [Fig. 

1: 12a]. This chapel, which has been known as the (large) Chapel of Saint Dominic since 1594, 

was then under the name of San Giacomo (Saint James).215 In his will Alessandro Brancaccio 

ordered his heirs to erect a chapel in San Domenico Maggiore that would be so grand that it 

would have three altars.216 He also left fifty once for chalices and even more money for 

masses.217 This chapel has belonged to the family since it was founded, with the first 

entombments occurring in the 1330s. 218 Construction of the new Basilica was not completed 

until after 1324, meaning that there are no marked tombs from before that time.219 The family 

continued to make changes and add to the endowment of the chapel. In 1491 Tommaso 

Brancaccio bequeathed his house to the convent in exchange for masses.220 

 This was not the only chapel that belonged to the Brancaccio family. They also were the 

early owners of two other chapels that remained in possession of their family for many years, the 

"Cappella della Madonna della Verginità" (also known as the Cappella di San Andrea, the 

Cappella di San Raimondo, and the Cappella degli Affreschi) [Fig. 1: 3], and the Cappella di S. 

Maria Maddalena [Fig. 1: 2].221 The choice to dedicate the family chapel to Saint Mary 

                                                 

gave her a special place of honor. In other words, images of these two saints would have been completely 
appropriate in this Basilica even before the rededication of this chapel to San Domenico in Soriano. 

215 Busta 425, p. 101. 
216 Busta 425, p. 101. 
217 Busta 425, p. 101. 
218 Di Meglio, Ordini, 125. 
219 Di Meglio, Ordini, 125. 
220 Busta 425, p.101. 
221 The Chapel of the frescoes is discussed in the previous chapter. 
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Magdalene in the fourteenth century was almost certainly a nod to the Angevin influence upon 

San Domenico Maggiore—specifically Carlo II's personal devotion to the saint—and his promise 

to rededicate the church to her if he successfully defeated the Aragonesi. 

 The contributions of the fifteenth-century friars also merited space in their record-

keeping in the campioni. As residents of the convent, they also became residents of the seggio. 

Some friars, like Guido Marramaldo, were natives of the seggio, born into noble families. Friars 

who had born into nobility, like Tommaso Loffredo, also became patrons of the convent. 

 An example is the record of Fra Tomaso Loffredo's donation to the convent on April 10, 

1478.222 The Campione states that, "Before he made his solemn profession in the Royal Convent 

of San Domenico (where he became a son) he made an irrevocable living trust for the 

aforementioned Royal Convent of all of his possessions."223 Therefore a fifteenth-century source 

of income for the monastery came from its own friars. In the case of Loffredo, these funds would 

only be received upon the friar's death, but by making the trust "irrevocable," he assured the 

Convent that he would not be changing his mind, but he also assured himself the funds to support 

himself for the rest of his life, independently from the Order. These types of trusts were not 

uncommon in the mendicant orders, but they were also not necessary to join.  

 One of the most important displays of noble patronage took place around the time that 

Alfonso I came to power. Perrotta recounts the events of 1446: 

A terrible earthquake happened … which notably damaged the Church; and was repaired 
and beautified by the notable piety of the noblemen of the Sedile (Seggio) di Nido, who 

                                                 

222 Busta 425, p. 291. 
223 Busta 425, p. 291. "Prima, che facesse la sua solenne professione nel Regal Convento di S. Domenico (di dove fù 

fatto figlio) fece donazione inrevocabiliter inter vivos al detto Regal Convento di tutti i suoi beni. In detto 
Istromento non si enunciano quali fussero i beni del detto P. Fra Tomaso." 
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hired the most famous architect of the century, Novello da San Lucano, who widened and 
framed the windows, which were very small and narrow. The columns were also redone, 
on which one can still see the coats of arms of the benefactors.224 
 

 This story, which is repeated by other Dominican historians of San Domenico Maggiore, 

highlights the fact that the entire noble district was a collective patron of the church. After the 

death of Carlo II the noble families of the Seggio di Nido were the principle benefactors of San 

Domenico Maggiore. As king, Robert continued to patronize churches and convents, but notably 

favored the Franciscans—rivals of the Dominicans. The burden of sustained patronage fell on the 

noble families of the seggio. While some of the earliest tombs of Neapolitan nobility can be 

traced to the thirteenth and fourteenth centuries, the tradition of family altars did not truly take 

hold until the fifteenth century, reaching unprecedented levels by the sixteenth century. During 

this middle period, one of the most important families in Europe took interest in San Domenico.  

 In 1442 Alfonso V of Aragon (1396-1458) defeated the last Angevin king of Naples, 

René of Anjou (1409-1480). Alfonso then ruled Naples as Alfonso I from 1442 until 1458, a 

time when the city had a great cultural influence over the peninsula.225 Cordelia Warr and Janis 

Elliott have noted that to promote himself, “Alfonso identified himself with the ‘good’ Roman 

emperors, especially Trajan and Hadrian, who were of Spanish origin.”226 Since, like the Roman 

emperors Trajan (53-117) and his successor Hadrian (76-138), Alfonso was a powerful Iberian 

transplant to the Italian peninsula, it seems reasonable that Alfonso chose to support San 

                                                 

224 Perrotta, Descrizione, 7. 
225 Cordelia Warr and Janis Elliott, Art and Architecture in Naples, 1266‒1713: New Approaches (Chichester, U.K.: 

Wiley-Blackwell, 2010), 6‒7. 

226 Warr and Elliott, Art and Architecture, 7. 
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Domenico Maggiore as the namesake of Saint Dominic, whose mission to convert the 

Albigensians similarly took him to France, and later Italy, where he died. Out of the many 

churches and monasteries in medieval and Renaissance Naples, San Domenico Maggiore was the 

oldest and most important Dominican monastery, and was also patronized by Alfonso’s Angevin 

predecessors.   

 Alfonso I showed interest in the church and in the Dominican Order, making the complex 

more conspicuous by enlarging the piazza.227 Tradition says that when Alfonso came to power 

there were large buildings, about which there is no other documentation, hiding the church from 

view. The king ordered them to be removed along with some small chapels to make room for the 

piazza and the giant staircase, still visible, from the church down to the piazza [Fig. 20].228  

 It is worth noting that by the time of Alfonso’s reign, the former Palazzo del Balzo had 

passed to the Petrucci family, whose patriarch, Antonello Petrucci, belonged to the Royal 

Chancellery of Alfonso d’Aragona and was later made Secretary to King Ferrante I. Bianca de 

Divitiis dates the construction of the staircase to between 1465 and 1470 and notes that the portal 

for the new entrance was donated to the Dominicans by Antonello Petrucci and his wife 

Elisabetta Vassallo [Fig. 20].229 This contribution is significant because at the same time Petrucci 

was rebuilding his own palazzo, which included a new, shared landing next to the piazza 

entrance of the church.230 De Divitiis concludes that, “The creation of the piazza di San 

                                                 

227  Perrotta, Descrizione, 8. 
228 Perrotta, Descrizione, 8-9. At that time the staircase was bare, inconvenient, and lacked any railings. It was 

rebuilt in 1804 using the same stone. 
229 De Divitiis, Architettura, 141. 
230 De Divitiis, Architettura, 141. 
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Domenico, the work at the Palazzo Petrucci, and the opening of a new entrance to the church 

seem to have been the beginning of the process of the progressive restructuring of the areas 

corresponding to Sant’Angelo a Morfisa,” one of which was the new plan of the sacristy.231 Also 

included in the renovations was the new Petrucci Chapel—the chapel closest to the piazza 

staircase and Palazzo Petrucci [Fig. 1: 12b]. Cappella Petrucci took part in the “progressive 

restructuring,” mentioned by de Devitiis, of the old church of San Michele. 

 One 1777 inventory mentions a “cemetery” under the new (or at that time recently built) 

sacristy that spans the entire length of the space.232 The Dominican author of the document, 

working from what we can assume is the friars’ oral history, implies that this was probably the 

original resting place of Alfonso and his family members and then points to the many wooden 

“trunks” (the sarcophagi housing Aragonese remains) situated on a narrow walkway above the 

woodwork of the sacristy [Fig. 21]. These caskets have been of interest to scholars from different 

fields in the recent past.233 Nicoletta d’Arbitrio’s monograph on the sacristy places particular 

emphasis on the clothing of the Aragonesi and vice-regal mummies, also mentioning that in 1568 

Pope Pius V sought to eliminate fifteenth- and sixteenth-century wooden caskets from churches 

for hygienic reasons, ordering them to be buried.234 The caskets in the sacristy of San Domenico, 

                                                 

231 De Divitiis, Architettura, 142-3. “La creazione di piazza San Domenico, i lavori a palazzo Petrucci e l’aperatura 
del nuovo ingresso alla chiesa sembrano essere stati all’origine del processo di ristrutturazione progressive degli 
ambienti corrispondenti a Sant’Angelo a Morfisa, posti lato della chiesa angioina, tra gli anni sessanta e ottanta 
del Quattrocento, in parte documentati da un libro di cassa del convento tra il 1473 e il 1477.” 

232 Busta 533. 
233 Gino Fornaciari, "The mummies of the Abbey of Saint Domenico Maggiore in Naples,"  Paleopathology 

Newsletter 1984; 47:10-14. 
234 Nicoletta D'Arbitrio, San Domenico Maggiore "La nova sacristia": le arche, gli apparati e gli abiti dei re 

aragonesi (Napoli: Edisa, 2001), 9. 
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however, were spared and even restored in 1594 by King Phillip II and the Count of Miranda.235 

In the early eighteenth century, the friars hired architect Giovan Battista Nauclerio (1666–1739) 

to remodel the sacristy in order to create a designated space in which to display the “arche 

aragonesi,” the sarcophagi of the Aragon royal family. Nauclerio conceived the sacristy as a 

holistic space, from the marble flooring to the walnut benches and cabinets and up to the 

balustrade with the sarcophagi and the plaster vault. While the bodies of the Aragon family had 

allegedly been in the sacristy “cemetery,” the remodel would designate a new, beautiful and 

unique space in which to house and display them [Fig. 67]. 

 The “arche/bauli,” or sarcophagi/trunks, in the sacristy contain the bodies of a number of 

fifteenth- and sixteenth-century members of the House of Aragon. Each trunk features a painting 

of the person whose earthly remains are contained within and his or her name. The caskets are 

covered in rich red and gold fabrics, like damask and velvet, giving the distinct impression of 

royalty. The balustrade surrounds the sacristy on three sides, and is framed on top and bottom 

with finely carved dark wooden architectural details containing gold elements. The wood 

connects the balustrade to the cabinetry below, while the gold references the vault above. 

Windows along the vault let in natural light that is reflected by the many gold details, aiding the 

heavenly illusion that is created by the vault. 

 The list from 1777 begins with Alfonso I, and mentions that his remains were moved to 

Spain in 1666.236 While not all of these people were as historically significant as Alfonso, they 

                                                 

235 D’Arbitrio, San Domenico Maggiore, 9. 
236 Busta 533. Following are Ferdinando I and his brother, Ferrante, Ferrante II, Queen Giovanna IV, Isabella 

d’Aragona, Maria d’Aragona, Antonio d’Aragona (second Duke of Montalto, 1543), Giovanni d’Aragona (1571), 
Maria di Lazerda (Duchess of Montalto 1572), Pietro d’Aragona (1552), Antonio di Montalto d’Aragona (1544), 
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were all members of the ruling class with connections to the Aragon royalty of Naples. For such 

important people, the decision of where to make their final resting place would have been 

conscious and calculated.  

 Burial in churches creates physical and permanent ties with the sacred and powerful, but 

it is also a way to solicit prayers for the deceased from contemporary and subsequent visitors. In 

San Domenico Maggiore, as in other churches, Neapolitan nobility bequeathed large sums of 

money in return for family altars where regular masses would be said. Of course, the more 

money that a family could leave to the church, the more masses the friars would dedicate. There 

is no evidence that the friars solicited donors in Naples or the seggio. Rather, as the language of 

the archives suggests, the nobles of the seggio approached the Dominicans who "conceded" 

chapels to them.237 The chapel owners benefitted immediately from the convenience of a family 

burial location that was close to home and easily accessible and spiritually from the posthumous 

masses that the friars said for the memory of their ancestors. The friars gladly conceded the 

chapels to the donors who would pay to beautify them and continue to make financial 

contributions to pay for the chapels and the masses to be said.  

 Royalty and nobility commissioned artworks and bought posthumous masses, but the 

“ultimate,” and most permanent form of patronage is to choose one’s eternal resting place. 

Human remains can also be a means through which to sacralize a space, as with the 

incorporation of relics into altars, which was an obligatory practice of the Roman Catholic 

                                                 

Ferdinando Ursino (1549), Ferdinando d’Avalos (Marchese di Pescara, 1526), Flavio Orsino (Cardinal, 1581), 
Giovanni d’Avalos (1586), Cesare d’Avalos (1614), and Luis Carrafa (Prince of Stigliano, transferred here in 
1540). 

237 Busta 425, p. 91. 
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Church from the Second Council of Nicea (787) to the Second Vatican Council (1960s). In fact, 

Valle say about the construction of the great staircase to the piazza entrance: 

And although the historians have not transmitted to us other information about this—
what the Aragonesi did for this church—besides, having been declared “royal” from the 
time of Carlo II, it is permissible to guess, that many decorations were made in this 
temple destined to receive their cadavers.238 
 

 From the concession of the church to Saint Dominic’s Order, to its location in one of the 

most important seggi, its extensive Angevin patronage, and the “royal” title that had been 

bestowed upon it by Carlo II, San Domenico Maggiore was a logical resting place for Alfonso 

and for his Aragonese successors. Less than fifty years after Alfonso’s death, the Spanish 

viceroys would also become intertwined in the church’s history—continuing the tradition of 

Iberian interest in San Domenico Maggiore.
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CHAPTER 4 

THE COUNTER-REFORMATION AND THE ROSARY 

 This chapter examines the systems of artistic and architectural patronage at San 

Domenico Maggiore and throughout Naples during the Counter-Reformation. It discusses the 

role of the Order of Preachers from the Counter-Reformation through the seventeenth century—

especially their most important contribution, which, I argue, is their early promotion of the Cult 

of the Virgin of the Rosary, which then spread throughout Europe. The chapter also discusses the 

history of the Archconfraternity of the Rosary (Arciconfraternità del Rosario) in Naples, which 

was housed at San Domenico Maggiore, and discusses the influence of the Council of Trent and 

the Battle of Lepanto on the images commissioned for altars of this basilica. 

 In 1545 Pope Paul III (Alessandro Farnese) convened the first session of the Council of 

Trent—the first major step the Church took to address its internal problems after the explosion of 

Protestant reform movements. It was also a time of expansion of holy orders and growth of local 

spiritual practices and cults. The period lasted just over a century—until the end of the Thirty 

Years War in 1648. 

 In his book Becoming Neapolitan, John A. Marino discusses many important themes 

concerning the ritual life of sixteenth and seventeenth-century Spanish Naples, two of which are 

“The Cult of Saints” and “The Architecture of Devotion.”239 Both of these themes, applied in a 

different context, can help illuminate aspects of Naples as a sacred center. The “Cult of the 
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Saints” refers to the many reliquaries and ex-voto images found across the city—a discussion that 

informs this study of the devotion to particular saints and images, especially those connected to 

the Dominican Order. “The Architecture of Devotion,” specifically architectural renewal in the 

city, “coincided with a spectacular building boom with more than 150 church and monastic 

projects begun between 1600 and 1650 alone.”240 Fra Tommaso Ruffo’s renovation of San 

Domenico Maggiore was begun in 1670, falling just out of the scope mentioned by Marino, but 

the renovation was still a product of the larger cultural phenomenon. Even more pertinent to this 

study is Marino’s mention of “Sixtus V’s unsuccessful reform of the Dominican houses in 

Naples in 1586.”241  

 An important characteristic of Counter-Reformation Naples is that it was subject to 

"foreign" kings. Naples was under the crown of Catholic Spain, run by the Spanish Viceroy to 

Naples. When the Council of Trent was first convened in 1545 the Viceroy was Pedro Álvarez 

de Toledo (ruled 1532-1552)—arguably one of the most influential Viceroys of Naples, due 

largely in part to his long reign, but also to his effective expansion of infrastructure and his 

reorganization of local government. He is also remembered for his unsuccessful attempt to 

institute the Spanish Inquisition in Naples in 1547, which sparked the revolt of the nobility 

against the Viceroyalty.  

 In any case, the events of the late sixteenth century had a profound impact on the artwork 

commissioned for San Domenico Maggiore in the following century. The fight against heresy 

                                                 

240 Marino, Becoming, 25.   
241 Marino, Becoming, 25. The Dominicans, as protagonists of the church-wide reform movement, resisted outside 
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through education and the spirit of reform were a part of the history of the basilica and the Order, 

and the Dominican influence on the Counter-Reformation in many ways continued that legacy.  

 There were many "new" images commissioned for the Basilica of San Domenico 

Maggiore in Naples Italy and many political and theological reasons behind this surge in sacred 

imagery. One reason is because of Thomas Aquinas’ perceived influence on the Council of 

Trent. His Summa Theologiae (the third part of which he wrote during his time at San Domenico 

Maggiore) was placed on the altar at the Council next to the Bible and the Decretals. There was 

also a considerable number of Dominicans present, including Pope Pius V, known then as 

Cardinal Michele Ghislieri. Another important figure was Carlo Borromeo.  

 The Council of Trent’s influence on the images created during the late sixteenth century 

at San Domenico Maggiore was minimal as compared to the influence of another event—the 

Battle of Lepanto. This chapter seeks, therefore, to understand the connections between the 

events of the late sixteenth century, particularly the Council of Trent and the Battle of Lepanto, 

and their influence on the images produced for Dominican patrons and spaces in Baroque 

Naples. These events were obviously very important to all of Europe, but by examining them in 

the context of San Domenico Maggiore and Naples many new connections can be drawn.  

 In the case of sixteenth and seventeenth-century San Domenico Maggiore, the Neapolitan 

aristocrats’ choice of artists, subjects, and locations for their family chapel altarpieces is 

indicative of both their struggle for power within the noble district and their desire to broadcast 

their pro-Catholic and therefore anti-heretical sentiments, especially to their Spanish rulers. 

There have been a number of royal patrons and a number of internationally-known artists, 

including Raphael (The Madonna del Pesce), Titian (Annunciation), and Caravaggio, among 
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others, who have commissioned and created works for San Domenico. Titian and Caravaggio's 

paintings were created during and just after the Council of Trent, 1557 and 1607 respectively, 

and hold important places in the history of Neapolitan art.  

 The fifty years between the creation of Titian's Annunciation and Caravaggio's 

Flagellation were a particularly eventful time for the Dominican Order, which sparked a local 

spirit of reform in Naples and at San Domenico Maggiore. A young Giordano Bruno entered the 

novitiate at San Domenico in 1565 and was ordained in 1572. In 1589 the new Master General of 

the Order of Preachers, Ippolito Maria Beccaria, began a visitation of the Dominican convents of 

the Kingdom of Naples. The Roman trial of Bruno began in 1593 and ended in 1600 when he 

was burned at the stake, the same year that Beccaria decided to hold the Dominican General 

Chapter in Naples at San Domenico Maggiore. Beccaria died during his time in Naples for the 

Chapter. In 1595 the riformati arrived at San Domenico Maggiore where they attempted to 

replace the friars with their reformed brothers.242 The Dominican Raymond of Peñafort was 

canonized in 1601—an event celebrated a la grande in Naples. In 1605 Aquinas was declared an 

official Patron Saint of Naples—another event that warranted celebration at San Domenico 

Maggiore. Through these many events—which spanned a spectrum of emotion for the friars of 

                                                 

242 The riformati were the Observant (as opposed to the Conventual) Dominican friars, who were part of the 
minority reform movement within the Order. One of the main riformati was Raymond of Capua (1330-1399), 
who is best known for his roles as Catherine of Siena's spiritual director and as Master General of the Order. 
Raymond was born in Capua, then part of the Kingdom of Naples, but spent most of his life in Central Italy. 
Although he was first buried in Nuremberg, his remains were later transferred to San Domenico Maggiore, where 
they remain under the main altar. It is uncertain when and why his remains were transferred, but it is notable that 
one of the main riformati in Dominican history is entombed at a convent that resisted the reform movement from 
its beginning. 
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San Domenico Maggiore—the convent remained in the spotlight of Counter-Reformation 

Naples. 

 The Catholic Reformation touched the holy orders, creating smaller reform movements 

within them. Within the Dominican Order developed a new reform movement that threatened the 

status quo of the friars at San Domenico Maggiore in 1595. It was at this time that the reformed 

friars established convents in Naples, with the most famous being Santa Maria alla Sanità.243 

Although the Order of Preachers experienced an internal reform movement that threatened to 

take away the (fiscal) autonomy of the friars at San Domenico Maggiore, generally the Order 

was "pro-reform" in the sense that it acknowledged the necessity of post-Tridentine Catholic 

reform for the health of the Church. 

 The Dominicans, as fighters of heresies, demonstrated their pro-reform spirit through 

their support of Tridentine-themed artworks, and Pope Pius V had the greatest influence on this 

effort. Elected Pope in 1566, one of his first orders of business was to name Thomas Aquinas a 

Doctor of the Church in 1567. By doing so he also elevated the status of Naples (in fact, in 1605 

Thomas Aquinas was named an official patron of Naples) and of San Domenico Maggiore. As a 

fighter of heresy Pius V excommunicated Elizabeth I in 1570 before establishing the Holy 

League in 1571. Also in 1571 the Holy League defeated the Ottomans at the Battle of Lepanto. 

The Pope gave the credit of the Holy League's victory to the Virgin, whose intercession they had 

asked by praying the Rosary.  

                                                 

243 Founded circa 1577. 
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 The use of the Rosary is significant because of its connection to the Dominican Order. 

According to legend, the Virgin Mary gave the Rosary to Saint Dominic in an apparition at the 

beginning of the thirteenth century. It was not until the fifteenth century that the practice of 

praying the Rosary was promoted by Breton Dominican priest Alain de la Roche, who also 

started many confraternities dedicated to its devotion. The first Confraternity of the Rosary in 

Naples, founded officially in 1617, met at San Domenico Maggiore.244 There was already an 

altar dedicated to the Virgin of the Rosary [Figure 1: 7, vestibule] in San Domenico Maggiore 

before the Battle of Lepanto and even before Pope Pius V established the official devotion to the 

Rosary with his Papal Bull of 1569, which refers extensively to both the Pope’s and the prayer’s 

Dominican connection. 

 In this Bull Pius V writes:  

Blessed founder of the Order of Friars Preachers, (whose institutes and rule we ourselves 
expressly professed when we were in minor orders), in circumstances similar to those in 
which we now find ourselves, when parts of France and of Italy were unhappily troubled 
by the heresy of the Albegenses, which blinded so many of the worldly that they were 
raging most savagely against the priests of the Lord and the clergy, raised his eyes up 
unto heaven, unto that mountain of the Glorious Virgin Mary, loving Mother of God. For 
she by her seed has crushed the head of the twisted serpent, and has alone destroyed all 
heresies, and by the blessed fruit of her womb has saved a world condemned by the fall 
of our first parent. From her, without human hand, was that stone cut, which, struck by 
wood, poured forth the abundantly flowing waters of graces. And so Dominic looked to 
that simple way of praying and beseeching God, accessible to all and wholly pious, which 
is called the Rosary, or Psalter of the Blessed Virgin Mary, in which the same most 
Blessed Virgin is venerated by the angelic greeting repeated one hundred and fifty times, 
that is, according to the number of the Davidic Psalter, and by the Lord's Prayer with 
each decade. 245 

                                                 

244 Founded officially in 1617. See: Luigi Saviano. L'Antico convento dei Padri Domenicani e l'Arciconfraternita 
del SS. Rosario in Ottaviano (Napoli: Tipologia Laurenziana, 1994); Busta 562, p. 745, Monasteri Soppressi, 
Naples: Archivio di Stato 

245 “Consueverunt Romani: On the Rosary,” Encyclical of Pope Saint Pius V from 17 September 1569, trans. Tom 
Simondi, accessed May 8, 2017, http://tomsdomain.com/rosary/id51.htm. 
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He then explains the method of saying this prayer and continues:  

The darkness of heresy began to be dispelled, and the light of the Catholic Faith to be 
revealed. Sodalities for this form of prayer began to be instituted in many places by the 
Friars of the same Order, legitimately deputed to this work by their Superiors, and 
confreres began to be enrolled together.246 

 

 Noticeable in his language is also a Thomisitic understanding of the importance of the 

Virgin, who, according to Aquinas, “must be shown every honor, preached and praised, and 

invoked by us in our every need.”247 Thomas writes, “that whosoever desires to obtain favors 

with God, should approach this mediatrix, approach her with a most devout heart because, since 

she is the Queen of Mercy, possessing everything in the kingdom of God's justice, she cannot 

refuse your petition.”248  

 While the Dominican, and particularly Thomistic, influence is especially noticeable in 

Pius V’s Bull, a similar influence was also present at the Council of Trent. The other influential 

attendee was Cardinal Carlo Borromeo, who was close with Ghislieri, and even had an important 

role in the election of the latter to the papacy. 

 

Cardinal Carlo Borromeo and the Rosary 

 Carlo Borromeo, a Benedictine from Milan, seemingly has little to do with images 

produced at a Dominican church in Naples. There are many parallels, however, to Borromeo's 

                                                 

246 “Consueverunt Romani: On the Rosary.” 
247 Thomas Mary McBride, O.P., “Prayer to Mary by Saint Thomas Aquinas,” University of Dayton, Ohio, 

International Marian Research Institute, accessed May 8, 2017, https://www.udayton.edu/imri/mary/p/prayer-to-
mary-by-saint-thomas-aquinas.php 

248 McBride, “Prayer.” 
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life and reforms visible throughout Counter-Reformation Naples and in sacred spaces belonging 

to every holy order. For one, his treatise from 1577, which decreed the removal of rood screens 

from churches, exposing the mysteries of the liturgy to the laity, completely changed the format 

of the Mass.249 The Mass went from being a secret ritual, accessible only to priests and friars, to 

a theatrical baroque spectacle, where the congregants became an "audience" and the priest 

became a "performer" on stage (the altar). As Kilde says, "Watching became a new type of 

Christian participation."250 

 Theologically speaking, Borromeo's innovations were meant to include the laity in the 

events of the mass and the life of the Church. Kilde also points out that the removal of the rood 

screen created the need for a new location for this sacrament.251 San Domenico Maggiore, like 

the other pre-Tridentine churches, instituted the use of confessionals, which permanently 

changed its interior.  

 The most common response to the need for confessionals was to line the nave of a church 

with wooden cabinets that would provide privacy for the ritual. As a consequence, the stone piers 

between chapels were blocked from view and the side aisles were constricted [Fig. 23]. The form 

and number of confessionals differed between churches. In monastic churches like San 

Domenico Maggiore there were many stalls along the side aisles so that multiple friars could 

simultaneously hear confessions. The confessionals became another place where to add site-

                                                 

249 Jeanne Halgren Kilde, Sacred Power, Sacred Space: An Introduction to Christian Architecture and Worship 
(Oxford: Oxford University Press, 2008), 99. 

250 Kilde, Sacred, 99. 
251 Kilde, Sacred, 99. 
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specific decorative elements, such as the dogs that can be ubiquitously seen on the confessionals, 

chapel gates, and marble floor inlays, among other places [Fig.s 24 and 25]. Borromeo's reforms 

also directly affected San Domenico Maggiore in 1562 when the choir was moved to behind the 

main altar.  

 Borromeo had many traits that were admired by the Dominicans, and was celebrated 

within the Order as a great fellow reformer.252 For example, he believed that abuses in the 

Church arose from ignorant clergy.253 The best way to fight these abuses, he believed, was to 

educate the clergy and standardize church practices. His reformation movement was largely 

driven by the desire to fight heresy through education. Also like the Dominicans, he was known 

for having suppressed particular heresies, especially in Switzerland. Borromeo was beatified in 

1602 and canonized in 1610. Furthermore, Borromeo's writings and the Council of Trent 

encouraged, and even required, preaching at Sunday masses and solemn festivals, a measure with 

which the Order of Preachers certainly had no problem. 

 In San Domenico Maggiore is an altar dedicated to Carlo Borromeo [Fig. 1: 5]. The 

altarpiece is a painting by Pacecco de Rosa from the 1640s, representing the Virgin of the Rosary 

with San Carlo Borromeo and San Domenico, known simply as the Madonna del Rosario e S. 

Carlo Borromeo [Fig. 26].254 The choice of altarpiece is interesting for a few reasons. First, the 

                                                 

252 Raffaele Maria Valle, Descrizione Storica, Artistica, Letteraria della Chiesa, del Convento e de’ Religiosi Illustri 
di S. Domenico Maggiore di Napoli dal 1216 al 1864 (Napoli: Stamperia del Vaglio, 1854), 132. 

253 Elisabetta Patrizi, "Carlo Borromeo, Archbishop of Milan, in the Midst of Religious Disciplining, Pastoral 
Renewal and Christian Education (1564-1584)," in History of Education & Children’s Literature, III, 1 (2008), 
pp. 33-60. 

254 Valle, Descrizione, 132.  
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chapel belonged to the Sarracino family of the Seggio di Nido in Naples.255 There are no listed 

family members with the name Carlo. Also, the church records never openly say who 

commissioned this painting.256 This altarpiece shows Saint Carlo Borromeo kneeling in his red 

Cardinals’ robes with his hat under the feet of the Virgin, extending his hand to receive the 

Rosary. Just visible behind him is Saint Dominic, who also receives a Rosary. The infant Jesus is 

holding two of them—presumably one for each saint.  

 This painting does something unique. It places a non-Dominican in front of the Order’s 

founder. The red robes of Carlo Borromeo, his eye contact with the Virgin, and the highlights on 

his face make him very clearly the protagonist of the painting. Borromeo’s “Dominican” 

qualities are celebrated and he is literally placed in the position of Saint Dominic himself.  

 The best-known image of the Virgin of the Rosary in Naples is the famous Madonna of 

Pompeii, introduced in Chapter One, in which Saints Dominic and Catherine of Siena flank the 

Virgin and infant Jesus who each offer the Rosary [Figure 27]. The iconography varies, with 

some images including only Saint Dominic and the Virgin, and others including multiple saints 

in addition to Catherine and Dominic. The majority of seventeenth-century Neapolitan paintings 

of this subject fall into the second category, as seen in the painting by Luca Giordano from 1657 

[Fig. 28]—the artists usually use the iconography of the Virgin presenting the Rosary to pay 

homage to many saints and often choose elaborate scenes in which the event takes place, but it is 

                                                 

255 Il libro di cose notabili da tenersi presente manualmente dal sagristano S. Domenico Maggiore, 1777, Busta 533, 
p. 34, Monasteri Soppressi, Naples: Archivio di Stato. 

256 Busta 533, p. 34; Valle, Descrizione, 132. 
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difficult, if not impossible, to find Saint Dominic overshadowed in the way that he is in the San 

Carlo altarpiece.257 

 One of the other best-known images of this subject is Caravaggio’s Madonna del 

Rosario, now in Vienna [Fig. 29]. This painting, which many scholars now believe was 

commissioned and completed in Naples in 1607, depicts a different moment from the apparition 

of the Virgin.258 She has already given the rosaries to Saint Dominic, who is distributing them, 

one in each hand, to the people. In 1606 and 1607 Caravaggio was in Naples working on two 

other large altarpieces—The Sette Opere di Misericordia [Fig. 30] and the Flagellazione [Fig. 

31]—both intended for specific Neapolitan altars. In fact, the Flagellation was destined for San 

Domenico Maggiore, where a copy remains to this day. Antonio Ernesto Denunzio has 

hypothesized that the Madonna del Rosario was intended as an altarpiece for a Neapolitan 

Dominican church—possibly commissioned by the Viceroy for an altar of Santa Maria della 

Sanità.259 Jonathan Brown discusses the idea that the painting could have been intended for any 

of the three major Dominican houses in Naples, with San Domenico Maggiore at the top of his 

list.260 Considering the existence of the Confraternity of the Rosary, the other Caravaggio 

painting in the same church, and the political importance of so many of San Domenico 

Maggiore’s patrons, one could say that no scholar has of yet completely ruled out this possibility.  

                                                 

257 Nicola Spinosa and Mariella Utili, Museo di Capodimonte (Milano: Touring Editore, 2002), 367. The painting 
was originally for the Church of the Solitaria and was moved to the Bourbon Collections in 1808. 

258 Vincenzo Pacelli, "New Documents concerning Caravaggio in Naples," The Burlington Magazine 119, no. 897 
(1977): 819; Antonio Ernesto Denunzio, "New data and some hypotheses on Caravaggio's stays in Naples," in 
Caravaggio: The Final Years, ed. Silvia Cassani and Maria Sapio (Napoli: Electa Napoli, 2005), p. 48-60. 

259 Denunzio, “New data,” 55. 
260 Jonathan Brown, "A new identification of the donor in Caravaggio's 'Madonna of the Rosary,'" Paragone Arte 

(1984): 19. 
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 I am inclined to agree with Denunzio's reading of the painting as being intended for the 

church of Santa Maria della Sanità.261 Denunzio and Brown demonstrate how the painting was 

rejected by the church it had been commissioned for.262 Santa Maria della Sanità was home to 

the Neapolitan reformed Dominicans, who had much stricter rules about property ownership and 

adornment. It is my belief that they would have been put off by both Caravaggio's reputation and 

some of the details in the painting, such as the dirty feet of the peasants on the grounds that these 

details were not appropriate for a large altarpiece. As scholars, like Denunzio, continue to search 

bank records it will be interesting to see if any other clues to the painting's provenance surface. 

 There is at least one other small image of Carlo Borromeo in San Domenico Maggiore, 

and a handful of other images of the Virgin of the Rosary—to be expected—as well as images 

and carvings of rosaries that are used as decoration. There is also a record of one canvas 

depicting the Virgin’s intervention at the Battle of Lepanto, a painting found in the Chapel of 

Saint Bartholomew [Fig.s 1: 23 and 32] since at least the early nineteenth century, but which 

Perotta says had been moved there, along with the painting of San Lorenzo, from the Chapel of 

the Rosary [Fig. 1: 17] after its renovation by the Prince of Rocella.263 

 

The Cappella della Rosa and the Madonna di Zi' Andrea 

                                                 

261 Denunzio, “New data,” 55. 
262 Brown, “A new identification,” 19. 
263 Vincenzo Maria Perrotta, Descrizione storica della chiesa, e del monistero di S. Domenico Maggiore di Napoli 

(Napoli: Dai Torchi di Saverio Giordano, 1828), 27. 
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 The painting in the Chapel of Saint Bartholomew, which Perrotta refers to as "the 

painting of the procession of Our Lady of the Rosary, or of Victory," is attributed to the School 

of Bassano by the author [Fig. 32].264 Imbriano describes the painting as, "the Dominicans who 

Carry the Image of the Rosary in Procession through the Streets of Rome to entreat the victory at 

Lepanto."265 At the top of the picture plane is the Virgin, holding a palm branch—symbol of 

victory—with her child, and at the top left is Saint Peter's Basilica (then in reconstruction) with 

the obelisk in its piazza. The procession heads to the Vatican, and the moment depicted is the 

entrance into Piazza San Pietro. This painting, with all its symbolism and references to the 

Rosary, is tucked away in a side chapel, presumably at the request of the Prince of Rocella, who 

had greater plans for the Chapel of the Rosary, which would be renovated by Vanvitelli in the 

eighteenth century.266 This painting would not be the only one moved to make way for another, 

seemingly more important, image of the Rosary. 

 Perhaps the most famous image of the Rosary in San Domenico Maggiore is the 

Madonna di Zi’ Andrea in the chapel of the same name [Fig.s 1: 27, 33 and 34]. By 1675 the cult 

of Our Lady of the Rosary was thriving in Naples, and in particular at San Domenico Maggiore, 

where the Confraternity of the Rosary had been officially established nearly a century earlier. 

The confraternity originally met at the Altar of the Madonna della Rosa in the vestibule of the 

                                                 

264 Perrotta, Descrizione, 27. "... quadro della processione della Madonna del Rosario, o della Vittoria." 
265 Gerardo Imbriano, Complesso Monumentale di San Domenico Maggiore in Napoli: Guida storico-artistica 

(Napoli: Biblioteca Domenicana, 2015), 29. "... i Domenicani che portano in processione per le vie di Roma 
l’immagine del Rosario per implorare la vittoria di Lepanto." 

266 Perrotta, Descrizione, 23. 
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Capellone del Crocefisso [Fig. 1: 7]. As time passed, and the Confraternity continued to attract 

members, the monastery conceded a meeting place in its cortile.267  

 The Madonna del Rosario owned by Padre Andrea di San Severino “Zi’ Andrea” was of 

a “Dominican” subject, owned personally by a friar of the monastery, and placed in a chapel in 

the monastery, at the expense of the friars of the monastery [Fig. 34]. A contract from 1675 

states that the Fathers asked the Marchese de Franchis, owner of the chapel, if he would be 

willing to replace his altarpiece with the statue of the Virgin of the Rosary. The Marchese, 

wanting to please the friars, happily (says the contract) conceded that the friars, at their own 

expense, could place the statue in question in his chapel.268 The contract mentions specifically 

that Father Andrea was a Dominican and that the friars would be financially responsible for the 

placement of the statue and for finding a new home for the Flagellation by Caravaggio, the 

original altarpiece for the de Franchis chapel. 

 This episode from 1675 has caused extensive discussion about the extent of the Counter-

Reformation in Naples. The description of the chapel from 1777 explains that this chapel is 

larger than the others, as well as being completely covered in colored marbles.269 The chapel had 

                                                 

267 Imbriano, Complesso, 35. The Confraternity of the Rosary at San Domenico Maggiore was a lay society where 
the individual members could purchase membership, and were promised many benefits from that membership, 
such as burial in the Rosary Chapel and a funeral attended by the friars. The Confraternity enjoyed access to a 
friar/sponsor who would also act as spiritual director.  

268 Busta 598, fol. 615-618, Monasteri Soppressi, Naples: Archivio di Stato. “…detti rev. padri hanno pregato detto 
signor Marchese acchè restasse contento di riponere dentro detta cappella la statua della Beatissima Vergine del 
Rosario che stava in potere della beata memoria del Padre Andrea di San Severino di detto Ordine. Perciò il detto 
signor Marchese volendo compiacere detti Padri spontaneamente in nostra presenza senza pregiudizio d’ogni sua 
ragione si contenta che detti rev. Padri a loro proprie spese riponere detta statua di detta Beatissima Vergine 
dentro detta Cappella…” 

269 Busta 533, p. 27. 
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belonged to the Spinelli under the title of Santa Margarita, but was obtained by the de Franchis 

sometime at the beginning of the seventeenth century.270 The chapel is twice the size of the other 

chapels in San Domenico Maggiore because in 1637 the de Franchis family combined two 

chapels to form the one now visible.271 Sources show that it took many years to build and 

decorate the chapel—it was "completed" in 1652, but work was still in progress in 1656—and at 

great expense to the de Franchis family.272 Vincenzo Pacelli states that the "variegated marble, 

the statues and Baroque decoration make [this chapel] the richest and most highly decorated 

chapel in the entire church," and that in 1652, "on its completion it received the title of 

Flagellazione del Signore, since it was finally ready to receive the great canvas of 

Caravaggio."273 

 Then, in 1675, the painting of the Flagellazione was moved first to the side of the same 

chapel and then to the Chapel of the Rosary, where it stayed until it was moved to the Museo di 

Capodimonte.274 In its place at the main altar of the (former) Chapel of the Flagellation of Our 

Lord was placed the wooden Madonna of the Rosary that had belonged to "Zi' Andrea." The 

Dominican sacristan writes, "and in this way the title of the Flagellation was muted into that of 

the Blessed Virgin of Fra Andrea...the painting of the Flagellation of Our Lord is one of the most 

                                                 

270 The archival documents show the first de Franchis family member buried here in 1620, but Caravaggio's 
Flagellation was commissioned in 1606/7. 

271 Pacelli, “New Documents,” 824. Pacelli discusses the contract that permitted this to happen. 
272 Pacelli, “New Documents,” 823. 
273 Pacelli, “New Documents,” 823. 
274 Busta 533, p. 27 
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beautiful works that ever came out of the brush of Caravaggio, noted by travelers."275 While the 

statue is neither described nor attributed an artist, the removal of the "most beautiful" painting is 

recounted almost morosely, only a century after the fact. 

 In 1675 the statue, therefore, was important enough to the friars that to make way for it 

they paid to move a large, expensive painting by an internationally famous artist from its original 

location in one of the largest, most expensive chapels in the basilica. Furthermore, the chapel to 

which the Flagellation was eventually moved, the Chapel of the Rosary, had already been 

rededicated to the Rosary since 1619, and is not recorded as having a particularly important 

altarpiece. Thematically it would have made more sense to place the statue depicting the Our 

Lady of the Rosary in the chapel of the same name. 

 Romeo de Maio discusses the placement of Zi' Andrea's Madonna, attributing it, in part, 

to the "exuberant devotion" towards the figure of the recently-deceased Confessor, a 

phenomenon typical of the Counter-reformation in Naples.276 He explains that the devotion to 

this friar was so great that the Neapolitans even tore apart his confessional at the time of his 

death in order to have a "relic" for themselves.277 De Maio also tells the story of the statue and 

why it received special attention, apart from belonging to Fra Andrea. He says that, "A healthy 

medic and his whole family were struck by Mary's uncompromising cholera because, said the 

                                                 

275 Busta 533, p. 27. "e di questo modo si mutò il titolo della Flagellazione in questo della Beata Vergine del P. F. 
Andrea di S. Severino...Il quale quadro della Flagellazione di nostro Signore è una delle più belle opere che sono 
uscite dal pennello del Caravaggio, notato da viaggiatori." 

276 Romeo De Maio, Pittura e Controriforma a Napoli (Bari: Editori Laterza, 1983), 111. 
277 De Maio, Pittura, 111. "L'esuberante devozione verso il confessore esplodeva alla loro morte, quando erano 

venerati: il loro confessionale era fatto a pezzi, come reliquia...A pezzi venne fatto anche il confessionale del frate 
Andrea di S. Severino, detto 'Zi' André', che alla Flagellazione del Caravaggio preferiva una statua della Madonna 
che attirava alla divozione anche sotto minaccia di vendette vanitose." 
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friar, the doctor publicized the importance of hygiene over the miracles attributed to the 

statue."278 The original story is from the document in the Biblioteca Nazionale, reproduced in the 

appendix [App. 1].  

 The story of the statue is used convincingly by De Maio as an example of the spirit of the 

Counter-Reformation in Naples. He includes it as an example of the Neapolitan people's 

devotion toward their confessors, and as proof that a "miraculous" image was much more valued 

than a beautiful image. He also touches on the fact that rosaries and images of the rosary were 

considered, almost ubiquitously, to be powerful weapons against evil, which explains their 

diffusion during this time. He describes the Counter-Reformation idea of the rosary as a 

"panacea against every evil, secret of every success, 'treasure,' 'flowering paradise,' equal to the 

Eucharist, image of the Word made Flesh."279  

 The veneration of Zi' Andrea's Madonna, however, lasted long after the Counter-

Reformation and even into the nineteenth century. Leopoldo Ruggiero, O.P., writing in 1887, 

dedicates his book on the history of the veneration of this Madonna to the Virgin of the 

Rosary—very elaborately addressed with her full title as the "Majestic Queen of Victory, the 

Most Holy Mary of the Rosary, Most Pure [Genitrix] of God, Most Pious Mother of 

                                                 

278 De Maio, Pittura, 185. "A causa dei miracoli attrubuiti a una statua della Vergine del Rosario in S. Domenico 
Maggiore, si rischiò di perdere la Flagellazione di Caravaggio: il popolo la chiamava 'la Madonna di Zì Andrè.' 
Un medico sano e tutta la sua famiglia vennero colpiti dall'inflessibile collera di Maria perché, diceva il frate, 
invece dei miracoli della statua propagava l'igiene." 

279 De Maio, Pittura, 216. "La letteratura appare fatua e imperiosa, perché del rosario si fa panacea contro ogni male, 
segreto di ogni successo, <<tesoro>>, <<paradiso fiorito>>, equivalente dell'Eucarestia, immagine del Verbo 
Incarnato." 
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Mankind."280 This dedication paired with the status of the author as a Dominican friar from San 

Domenico Maggiore leave no doubt that the production of this book was a genuine devotional 

undertaking. 

 The book is divided into three main parts—a history of the Dominicans in Naples and of 

San Domenico Maggiore, the origin of the cult of the statue of Zi' Andrea's Madonna, and the 

growth of the cult of the holy image after the death of the friar. Also included are a dedication, 

an introduction, a conclusion, a prayer, and an advertisement calling for loyal devotees to this 

image. The introduction explains, in part, the author's exigency for writing this book. Ruggiero 

explains that this book fulfilled a long-standing desire of the Madonna's fervent devotees to have 

an accurate history of devotion to the statue.281 Ruggiero makes a valid point, that the devotion 

to the Rosary at San Domenico Maggiore was already well-established before Zi' Andrea's 

Madonna became a permanent fixture in the Basilica in the late seventeenth century.  

 The Cult of the Virgin of the Rosary had an important precursor at San Domenico 

Maggiore at the chapel of the "Virgin of the Rose." The rose as a symbol of Mary and the 

individual components of the Rosary prayer were present in Dominican usage long before the 

                                                 

280 Leopoldo Ruggiero, La Chiesa di S. Domenico Maggiore di Napoli e la Madonna di Zi-Andrea ivi venerata 
(Napoli: Tipografia dell’Immacolata nell’Abolita Piazza a Forella, 1887), dedication page. "All' Augusta Regina 
Delle Vittorie Maria Santissima del Rosario Genitrice Purissima di Dio Pietosissima Madre degli Uomini..." 

281 Ruggiero, La Chiesa, 1. Further discussion in dissertation chapter, "Writing San Domenico." "Era già da gran 
tempo desiderio fervente di moltissimi pii fedeli sapere notizie precise intorno all'origine del culto della nostra 
celebratissima e prodigiosa Immagine di Maria SS.a del Rosario, detta di Zi-Andrea, venerata ormai da più secoli 
con culto sempre costante nella Reale Chiesa di S. Domenico Maggiore di questa nostra città, dove Iddio si è 
benignato maisempre glorificare la Madre sua. A soddisfare adunque le sante aspirazioni di tanti buoni cattolici, 
promotori del culto della Vergine Maria, ed anche per tramandarne ai posteri la grata memoria in ordine al culto 
stesso, reso così edificante verso questo benedetto simulacro, e più ancora per offrire alla Madre mia carissima un 
tenero atestato del tenero affetto per Lei, mi sono dato opera di raccogliere qua e colà da fonti sicure e da autori 
non equivoci queste brevi notizie storiche..." 
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Battle of Lepanto. The etymology of "Rosary" comes from the Latin rosarius, meaning rose bed 

or rose garden.282 Roses, as symbols, have many meanings in the Christian tradition, and 

particularly to Marian devotion. 

 The altar of the Virgin of the Rose, La Madonna della Rosa, in San Domenico Maggiore 

has had the same name since the earliest record books were written. This altar, although small, is 

of fundamental importance to the history of the Dominican Order in Naples. It belonged to the 

family of Guido Marramaldo, one of the most important Friars to live (and die) at San Domenico 

Maggiore and was also the original location of a noteworthy and mysterious panel of the 

Madonna dell'Umiltà with Dominican donors from the 1350s [Fig. 35]. 

 Counter-Reformation Naples was flooded with hagiographical biographies and teeming 

with canonization initiatives.283  The city was preoccupied with the fight against heresy and 

heretics, although there seemed to be little to no threat of actual heresies.284 Although he lived 

hundreds of years earlier, Guido Marramaldo embodied many of the desirable traits of the 

Neapolitan Counter-Reformation hero. He had a decidedly Neapolitan/aristocratic/Dominican 

"origin story," was associated with many miracles, and was associated with a place of worship 

that could be used by those devoted to him. His story was not unlike that of Thomas Aquinas. He 

was a "local" saint, both in terms of his connection to Naples and to San Domenico Maggiore. 

 Beato Guido was born into the Marramaldo family of the Seggio di Nido. His father, 

Guglielmo, a late fourteenth-century poet and writer, was the author of the Chronicon de rebus 

                                                 

282 "Rosary," Oxford English Dictionary. 
283 De Maio, Pittura, 28. 
284 De Maio, Pittura, 28. 
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Neapolitanis.285 Guido was the fourth son of Guglielmo, and the best known. De Blasiis' 

biography of Guido begins in 1231 with the arrival of the Dominicans, specifically fra Tommaso 

d'Agni, in Naples under orders of Pope Gregory IX.286 De Blasiis gives a long historical 

introduction to the Dominican Order's beginning in Naples and the surrounding political and 

religious unrest in the city at that time, which, one could interpret, the author seems to blame on 

the early Dominicans. He says that the friars' zeal in the fight against the heresies prevalent in the 

city of Naples, probably combined with the entrance of Thomas Aquinas into the novitiate 

against his parents' wishes, caused a popular revolt against the convent during which a number of 

                                                 

285 Samantha Kelly, The Cronaca di Partenope: An Introduction to and Critical Edition of the First Vernacular 
History of Naples (c.1350) (Leiden, The Netherlands: Brill, 2011), 94. 

286 Giuseppe De Blasiis, Fabrizio Marramaldo ed i suoi antenati (Bologna: Forni, 1876), 13-14. "Dei quattro 
figliuoli di Guglielmo, Feulo, Landolfo, Carluccio e Guido, l'ultimo più rinomato fu frate di s. Domenico. Nel 
1231 fra Tommaso d'Agni, e alcuni altri monaci di quell'ordine erano venuti a Napoli. Gregorio IX aveva scritto 
all'Arcivescovo e al popolo esortandoli as accogliere i nuovi operai 'suscitati da Dio all'undecima ora per lavorare 
nella sua messe' (Chioccarelli) poichè dentro la città e ne'dintorni s'erano scoperti Paterini ed altri eretici di più 
oscuro nome. E l'Arcivescovo, scorgendo che 'le volpi annodate per la coda si levavano a dare il guasto alle biade 
de'Filistei' s'affrettò, prima che Napoli 'il cui antico nome di Partenope, che voleva dir vergine, ne rimanesse 
'contaminata' a dare ai frati il benvenuto; e albergati in s. Arcangelo a Morfisa, già innanzi chiostro dei 
Benedettini, quelli attesero a sbarbare le malefiche piante. Ma trascorsi pochi anni, o fossero le molestie di quel 
fervido zelo, o il numero e la potenza degl'inquisti, s'eccitò contr'essi un grande tumulto. Perchè a cagione d'un 
giovane che i parenti non volevano entrasse novizio nell'ordine, o ad istigazione come si pretese degli eretici, 
molti armati assalirono il convento. E infrante le porte della chiesa, minacciando col ferro e col fuoco voler tutto 
distruggere, malmenarono i frati, uno mortalmente ne ferirono, e peggio avrebbere fatto, se i conversi del chiostro, 
ad altri accorsi in aiuto, non fossero riusciti a respingere i furibondi. L'annunzio del sacrilegio attentato destò 
grandissima collera nel Papa, e subito scrisse, di bandire scomunicati quei figliuoli di Belial, fautori degli eretici, 
ogni domenica a suono di campana e a torchi accesi, sino a quando non avessero data soddisfazione competente 
all'ingiuria. Quello che ne avvenne poi niuno racconta; ma lo storico si compiace a rannodare questi primi ed 
obbliati rumori ai più gravi tumulti del secolo XVI contro l'inquisizione. Nè questo fu il solo fugace baleno che 
precedette all'addensarsi della tempesta, altri moti seguirono ai quali si trova congiunto il nome di Guido 
Marramaldo. Per allora gli ordini nuovi religiosi non avevano potuto allignare e spandersi nel regno. Lasciati da 
banda gli eretici, s'erano accinti a maggior opera, a combattere Federico II, il temuto nemico dei Papi, e quello alle 
trame oppose minacce e pene feroci. Fu una lotta pertinace di odii vicendevoli, di astuzie e crudeltà che pugnossi 
tra i frati e la casa di Svevia, finchè Tommaso d'Agni, quello stesso che in Napoli era stato priore, fece trarre di 
sotto la grave mora il gelido corpo di Manfredi, e a lume spento gittarlo in riva al Verde. Rivenuti allora a frotta 
sulle orme dei Francesi, crebbero poi e proserarono i Domenicani. Carlo I li sguinsagliò come veltri affamati ad 
inquirere pel regno, ne pagò le preci, se ne fece strumento a politiche persecuzioni; per voto di suo figlio 
innalzossi la nuova loro Chiesa; li preotessero e arricchirono gli altri Angioini. E tra i nobili signori ch'entrarono 
nell'ordine fu Guido Marramaldo." 
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armed citizens assaulted the building in an attempt to destroy it. They used "fire and iron," says 

de Blasiis, mortally wounding one of the friars, but the conversi stepped up and were able to 

quell the rebellion.287 The news of the attack upset the Pope, who wrote to excommunicate the 

perpetrators.  

 The inclusion of this story in a biography of the Marramaldo family, and of Guido 

Marramaldo in particular, grounds the family firmly in the history of the Seggio di Nido and 

gives the author an opportunity to discuss the reasons that Guido was so highly revered by the 

Dominicans of San Domenico Maggiore. Through the story of the uprising, Blasiis demonstrates 

exactly how important the Dominicans were to the Seggio. By beginning with the arrival of 

Tommaso d'Agni at the then-Benedictine San Michele a Morfisa, and discussing how some 

historians have blamed the uprising on Thomas Aquinas' novitiate, de Blasiis also uses these two 

historical figures as precursors for the life of Beato Guido. He also uses the political unrest to act 

as a literary foreshadowing of the biography of Fabrizio Marramaldo, who de Blasiis portrays as 

a man of little moral fiber, and as a person who profited from the foreign overlords whom he 

helped to install. Some of the same skepticism comes out in the mini-biography of Guido and the 

story of the early Neapolitan Dominicans. 

 The Dominicans, as discussed in a previous chapter, celebrated their ability to "sniff out" 

heresy and even gave themselves the pun-inspired nickname, "the hounds of the Lord." De 

Blasiis assumes knowledge of this pun when he states that Charles I d'Angiò "li squinsagliò," 

literally "unleashed" the Dominicans to "inquierere," or "inquire" (but from the Latin implying 

                                                 

287 De Blasiis, Fabrizio Marramaldo, 14. 
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inquisition), throughout the kingdom, making them instruments of his political persecution.288 

Again, this word choice is a way to foreshadow the biography of Fabrizio, but it is also a way to 

lead into the story of Guido, himself an inquisitor, and the political support for the Inquisition, 

which was a subject of disdain for the authors of the Risorgimento.  

 De Blasiis also uses a juxtaposition of light and dark to demonstrate the exaggeration of 

Guido's holiness. The author explains that his "dazzling" memory remained within the "cloister," 

in "obscure" legends and in "bonfires" lit to exterminate heretics.289 In other words, even though 

Guido is remembered as being a shining example of holiness, the brightest thing he ever did was 

light a bonfire. His other acts are remembered only in the darkness of the convent's walls. 

 The legends that de Blasiis mentions state that the Pope, moved by the fame of Guido's 

erudition and holiness, elected him as the General Inquisitor of the kingdom.290 Valle mentions 

that Guido is known as il Beato because at the time of his death he was already known for his 

holiness.291 De Blasiis concludes, however, that the Dominican historians collected the legends 

of Beato Guido long after his death, forging them to the taste of their time.292 He continues that 

he does not doubt that Guido was well known during his own time, and cites the plaque, now 

destroyed, from the old sacristy of San Domenico Maggiore saying, “the Neapolitan Guido 

                                                 

288 De Blasiis, Fabrizio Marramaldo, 16. 
289 De Blasiis, Fabrizio Marramaldo, 16.- "La sua ricordanza fulgida della gloria di beato, rimase nel chiostro, in 

oscure leggnde di miracoli e di roghi accesi ad esterminio degli eretici." 
290 De Blasiis, Fabrizio Marramaldo, 16-17. 
291 Valle, Descrizione, 149. 
292 De Blasiis, Fabrizio Marramaldo, 18. 
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Marramaldo, who was a son of this convent, known for his teaching, who performed many 

miracles, died in 1391.”293  

 In the entryway/vestibule to the Cappellone of the Crucifix at San Domenico Maggiore 

can still be seen the anonymous fresco of Beato Guido [Fig. 36]. A tonsured Guido in full 

Dominican habit holds a small crucifix close to his face. His bony facial features and his 

wrinkles describe him as a middle-aged man. His left hand clutches an object that looks like a 

white handkerchief. Valle, however, seems certain that this object is a purse, which symbolizes 

the friar's charity.294 Next to the figure of Guido is painted the bust of Carlo della Gatta, who was 

the "Prince of Monosterace, valiant captain of the seventeenth century, perhaps the last of 

[Guido's] devotees."295  

 The sacristan of San Domenico Maggiore, writing in 1777, also discusses the portrait of 

Carlo della Gatta, saying that he was a nobleman from the Seggio di Nido, and that during his 

time he was a "great warrior," "and also very devoted to Saint Dominic, to Beato Guido, and to 

our Convent, and proof of this is that he made three chapels in marble in this Church": this 

                                                 

293 De Blasiis, Fabrizio Marramaldo, 18. "Ma il confuso ricordo dei tumulti suscitati dal frate inquisitore, non par 
dubbio che restasse nella tradizione. E certo ai suoi tempi e dopo Guido ebbe gran nome. Dicono che morisse 
intorno al 1391 colmo d'anni e d'opere sante; e le sue vesti come reliquie lungamente si serbarono, e ancora 
l'immagine sua rimane nella Chiesa di s. Domenico, in una cappela, che fu degli Acerri, e poi de' Marramaldo." In 
the notes, "In una tabella apposta nella sagrestia di S. Domenico si leggeva: Beatus Guido Marramaldus 
Neapolitanus filius huius conventus vita integritate et doctrina insignis, qui et miraculis claruit, obiit circa annum 
1391." 

294 Valle, Descrizione, 144. 
295 De Blasiis, Fabrizio Marramaldo, 18. "Accanto v'è dipinto il busto di Carlo della Gatta Principe di Monosterace, 

valoroso capitano del Secolo XVII, l'ultimo forse de' suoi devoti." 
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chapel of the most holy Crucifix, the other of the Blessed Virgin of the Rose, and "the third that 

of Saint Dominic of Soriano, where the body of the Glorious Martyr San Tarcisio rests."296  

 The contributions of Carlo della Gatta to the (former) Marramaldo chapel, also known as 

the "Chapel of the Virgin of the Rose" and the "Old Rosary," bring the Counter-Reformation 

narrative of San Domenico Maggiore full circle—back to Cardinal Carlo Borromeo, the Cult of 

the Rosary, and Counter-Reformation piety. De Dominici, in his Life of Antonio Solario, "il 

Zingaro," describes the Chapel of San Domenico in San Domenico Maggiore, saying that the 

painter had there frescoed four Dominican saints, Saint Peter Martyr, Saint Catherine of Siena, 

Saint Vincenzo Ferrer, and the Blessed Guido, who appears in a niche as far as his knees, and it 

is said that this painting is modeled after actual portraits of the above saints.297 Valle concludes, 

as does Volpicella, despite the positive attribution by De Dominici, that this provenance would 

have been impossible since Solario died in 1445, nearly two hundred years before Carlo della 

Gatta's death.298 The unknown author of this fresco, Valle indicates, does show some stylistic 

similarities to Solario.299 What these sources do not consider is that the image of Carlo della 

                                                 

296 Busta 533, p.30. "Dirimpetto a questa Cappella vi sta il ritratto del B. Guido Marramaldo dipinto a fresco; ed a 
suoi piedi il ritratto di Carlo della Gatta nobile della Piazza di Nido: A suoi tempi fu un gran guerriero come ne 
parlano le istorie (Domenico Celano giornata 3.); ed anche devotissimo del P.S. Domenico, del Beato Guido, e del 
nostro Convento, che in conferma di ciò esso fè tre Cappelle di marmo in questa Chiesa, una è questa del 
Santissimo Crocefisso, l'Altra della Beata Vergine della Rosa, ed è questa di cui parliamo rinovata come si disse 
come si trova presentemente dal sopradetto P. M. Dandolfo, e la Terza quella del P. S. Domenico di Soriano, alla 
quale si ripose il corpo del Glorioso Martire S. Tarsicio..." 

297 Bernardo De Dominici, Vite de' Pittori, Scultori, ed Architetti Napoletani (Napoli: Paparo Edizioni, 2003), 286; 
Imbraino, Complesso, 16; Scipione Volpicella, Alcuni Principali Edificii della Città di Napoli (Napoli: Stamperia 
del Fibreno, 1850), 226, 398-399; Celano, Carlo. Delle notizie del bello, dell'antico, e del curioso della città di 
Napoli, ed. Giovanni Battista Chiarini (Napoli: Tipo-Litografia e Libreria di L. Chiurazzi, 1870), 520. Imbriano 
agrees with this attribution in his Guida to San Domenico Maggiore, but Volpicella and Chiarini label the fresco 
as by an unknown artist. 

298 Valle, Descrizione, 144. 
299 Valle, Descrizione, 144. 
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Gatta was added later, meaning that the fresco of Guido might have been painted by Solario, 

after all. Also very likely is that Carlo della Gatta, the last member of this noble family from the 

Seggio di Nido, commissioned Michele Ragolia, who is also the artist of the Chapterhouse, to 

paint the nobleman's image to stand in front of the newly-renovated "Old Rosary" Chapel. 

Michele Ragolia is named as the artist of the renovated vault of this chapel, and there is plenty of 

circumstantial evidence to suggest that the artist could have also been responsible for the image 

of Carlo della Gatta, which was painted at the same time as the vault [Fig. 37] and in the same 

general location [Fig. 36].300 

 In the decorative plan of the chapel renovations were included two paintings on either 

side of the altar. To the right of the altar of the Chapel of the Rose is pictured Cardinal Carlo 

Borromeo [Fig. 38] and to the left is a figure that Valle is convinced represents Saint Benedict.301 

The Saint Carlo Borromeo refers to the namesake of Carlo della Gatta while Saint Benedict 

refers to the patron of Carlo Borromeo's order. When della Gatta took on the renovation of this 

chapel, the panel of the Madonna dell'Umiltà with Dominican Donors was still the altarpiece. 

 The Dominican archives also describe the chapel.302 The sacristan relates that above the 

altar of the Chapel of the Rose is visible "an image of the Blessed Virgin with her divine son in 

her arms, by means of which the Neapolitans have received infinite graces from the Lord our 

                                                 

300 Perrotta, Descrizione, 49. Imbriano, Complesso, 17. 
301 Valle, Descrizione, 152; Imbriano, Complesso, 16. Imbriano repeats this attribution. Figure of Saint Benedict 

unavailable.  
302 Busta 533, p. 30. 
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God."303 This note implies that the altarpiece, la Madonna dell'Umiltà with Dominican Donors, 

now at the Museo di Capodimonte, was said to have been miraculous [Fig. 35].  

 For many years the Dominicans of San Domenico Maggiore thought that the panel was 

by Simone Martini.304 The current attribution, by Pierluigi Leone de Castris, is to the Maestro 

delle Tempere Francescane.305 He dates the panel to the early 1350s, which would align with 

Guido Marramaldo's time at San Domenico Maggiore. This attribution as well as the knowledge 

that the panel originally hung above the altar in the Chapel of the Virgin of the Rose leads to the 

conclusion that the "Dominican Donor" pictured is probably Guido Marramaldo. It is even 

reasonable to suggest that Guido commissioned the panel for the altar in his family chapel. 

Guido Marramaldo was a Dominican friar at San Domenico Maggiore, but he was also a noble 

from the Seggio di Nido who had the motive, means, and opportunity to commission an 

altarpiece with donor portrait, which also depicted strong Dominican themes. 

 

Art and Disaster during the Neapolitan Counter-Reformation 

 The Dominican themes of the Annunciation, the Madonna dell'Umiltà, and the most 

obvious theme of the Order's founder made this image both a precursor for and an inspiration to 

the "Virgin of the Rosary" imagery and the Cult of the Virgin of the Rosary. Counter-

Reformation Naples was inspired by these themes and funded by many pious patrons like Carlo 

                                                 

303 Busta 533, p. 30. "Sopra l'altare di questa Cappella vi si vede un'Imagine della B. Vergine con il suo Divino 
Figliuolo nelle braccia, per mezzo della quale i Napoletani hanno ricevuto dal Signore Iddio infinite Grazie." 

304 Valle, Descrizione, 151. 
305 Pierluigi Leone de Castris, Arte di corte alla Napoli angioina (Florence: 1986), 230. 
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della Gatta, who ensured that the city's many convents were well-decorated and that their 

inhabitants were well-cared-for. Neapolitan piety built monastery after monastery, then 

decorated them with enough left over to feed the holy orders. 

 Many scholars have made note of the sheer number of monasteries and convents in 

Naples.306 De Maio says that Naples was called "the new Oxyrhynchos"—seeing as there was 

hardly anything left of the Egyptian city, one could make the philological argument that never 

before had such an agglomeration of convents as was visible in Counter-Reformation Naples 

been seen.307 Naples was, even before the Counter-Reformation, a city endowed with many 

religious institutions, a number of which had been founded by royalty, as Caroline Bruzelius 

discusses in her monograph on Angevin church-building.308  

 The religious institutions all had their own history and identity. An earlier chapter 

explains what that meant for the Neapolitan Dominicans. In Counter-Reformation Naples the 

iconography of the orders began to blur together.309 A prime example of this blending can be 

                                                 

306 De Maio, Pittura, 26; Cordelia Warr and Janis Elliott, Art and Architecture in Naples, 1266‒1713: New 
Approaches (Chichester, U.K.: Wiley-Blackwell, 2010), 10; Helen Hills, Invisible City: The Architecture of 
Devotion in Seventeenth Century Neapolitan Convents (Oxford: Oxford University Press, 2004), 138-139. 

307 De Maio, Pittura, 26. “Ma i predicatori e i visitatori superficiali erano emozionati dallo spettacolo fisico della 
edilizia sacra. Napoli venne definite allora la nuova Oxyrhynchos. Poiché della città egizia non restava quasi 
nulla, filologicamente si può dire che mai s’era visto al mondo un agglomerato conventuale come la Napoli della 
Controriforma.” 

308 Caroline Astrid Bruzelius, The Stones of Naples: Church Building in the Angevin Kingdom 1266-1343 (New 
Haven: Yale University Press: 2004). 

309 De Maio, Pittura, 3. “Cosa significasse l’emulazione degli Ordini religiosi e come venisse figurata lo dice la 
tavola di Montecalvario. Come Summa di ideologia iconografica e come allegoria della chiesa essa costituisce 
momento emblematico di assetto e di defluenza della nuova cultura. Rispecchia anzitutto il sogno dei censori 
romani di abbattere Michelangelo. Attorno a una Madonna del Rosario infatti si svolge un Giudizio Universale 
che restaura tutti gli ordini e gli emblemi infranti nella Sistina, che pure è citata … Incoerenti invece appaiono con 
la filologia, appropriandosi del Rosario, d’ascendenza domenicana. Da allora l’iconografia partenopea esprimerà 
sempre più indiscutibilmente il concetto che la filologia è scienza esatta se conferma la tradizione e se sorregge 
l’apologia. Questa tavola è un segno del corporativismo agiografico e dottrinale che lilanierà le vicende, anche 
pittoriche, della committenza ecclesiastica napoletana. Bonaventura in questa tavola predica all’intera Chiesa: egli 
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seen in the inclusion of paintings of the Immaculate Conception in Dominican spaces, beginning 

with, as de Maio states, the painting by Francesco Guarino for San Domenico Maggiore.310 

Gerardo Imbriano, O.P., states, instead, that there are two paintings in the chapel named after the 

Immacolata [Fig. 1: 18]—one by Pacecco de Rosa and one by Paolo Finoglia.311 The description 

of the chapel, officially named for Saint Stephen, from the Archivio di Stato, mentions a painting 

of the "Most Holy Virgin titled Regina Animan/rem."312 In any case, it is strange that a painting 

representing the Immaculate Conception would have been placed in a Dominican church before 

the feast was finally made dogma in 1854. 

 The Dominicans fought hard against the adoption of this feast into the official calendar. 

Their opponents were the Franciscans and the Jesuits. The Archivio di Stato di Napoli contains 

many documents about the Dominicans' reluctance to dogmatize the feast.313 Perhaps the most 

interesting is a copy of an epistolary conversation between Dominicans and Jesuits, which cites 

theological and scriptural reasons that the Dominicans felt they could not support the doctrine, 

including the writings of Thomas Aquinas.314 Of course the doctrine of the Immaculate 

                                                 

ne ha istituito e fissato le strutture, anche il Rosario, se esso è devozione fondamentale. L’opposizione al 
Tomismo è qui evidente anche nell’inclusione dell’Immacolata, non certo favorita da s. Tommaso. Del resto le 
ultime vicende erano queste: il domenicano Pio V aveva eletto nel 1567 Tommaso a quinto dottore della Chiesa, 
dopo Ambrogio, Agostino, Girolamo e Gregorio; nel 1588 il francescano Sisto V dichiara sesto Bonaventura. Dal 
punto di vista dell’emulazione questa tavola è la caricatura del Trionfo dell’Ordine domenicano di Andrea di 
Firenze e della religiosa Madonna del Rosario del Lotto. La bellezza della rapresentazione cede all’orrore 
dell’ideologia anche nella figura di Francesco che guida, a mo’ di ballerina, le schiere degli eletti, e non senza 
euphoria mostra a Cristo le stimmate.” 

310 De Maio, Pittura, 214. Figure unavailable. 
311 Imbriano, Complesso, 27. 
312 Busta 533, p. 16. 
313 Busta 652, p. 9-27, Monasteri Soppressi, Naples: Archivio di Stato; Busta 688, p. 222, Monasteri Soppressi, 

Naples: Archivio di Stato; Busta 688, p. 290. 
314 Busta 652, p. 9-27. 
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Conception was eventually adopted in 1854, after which time the Jesuits at Gesu Nuovo erected 

the obelisk of the Immaculate Conception in the piazza [Fig. 39]. The piazza that Gesu Nuovo 

shares with Santa Chiara is still the location of the most important celebration of the Immaculate 

Conception in Naples, every December 8th. Just down the street, also on Spaccanapoli, is the 

piazza of San Domenico Maggiore and the Guglia erected by the citizens of Naples to thank the 

Dominican saints for their intervention during the Plague of 1656 [Fig. 40].315 

 The Plague of 1656 was one of the most important events in seventeenth-century Naples 

and to San Domenico Maggiore. It is the event that precipitated the placement of the Madonna di 

Zi' Andrea in the de Franchis chapel, the event that sparked the construction of the Guglia, 

forever changing the landscape of Piazza San Domenico, and the event that led to the creation of 

a new series of pious images of the Virgin of the Rosary and the patron saints of Naples. Many of 

these images by seventeenth-century Neapolitan masters, which were originally commissioned 

as altarpieces in other churches, can be seen in the Museo di Capodimonte today. Two paintings 

by Luca Giordano, the Madonna del Rosario from 1657 [Fig. 28] and the Santi Patroni di Napoli 

Adorano il Crocefisso from 1660 [Fig. 41] stand out as exemplary works, but the entire 

Neapolitan Baroque section of the museum is riddled with these types of paintings that mix 

themes of Neapolitan loyalty and piety. The second half of the seventeenth century at San 

Domenico Maggiore was likewise a moment of artistic renewal with the large-scale renovation 

of the church and monastery by Fra Tommaso Ruffo, a subject that will be further discussed in 

the next chapter.  

                                                 

315 Construction took place 1656-1747. 
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The Confraternity of the Rosary 

 In 1619, after assessing the growth of the Confraternity of the Rosary, which still met at 

the altar of the Virgin of the Rose in the vestibule of the Capellone del Crocifisso, the friars 

decided to make two important bequests. The first was to rededicate the Chapel of San Lorenzo 

to the Virgin of the Rosary. This rededication established an official Chapel of the Rosary [Fig. 

1: 17], by the same name, while maintaining the Chapel of the Virgin of the Rose, still in the 

vestibule of the Cappellone. The newly rededicated chapel, at the left of the main altar, would 

provide burial spaces for the members of the Confraternity—one of the many benefits to 

membership.316  

 Another important concession in the same year was of one of the convent's former 

university halls to the confraternity. The Confraternity of the Rosary was the first to be officially 

established within San Domenico Maggiore, but the Congregations of the Most Holy Name and 

of the Most Holy Sacrament followed it soon after.317 Each of these confraternities took 

ownership of the spaces and paid rent to San Domenico Maggiore and commissioned artworks 

for these spaces. 

 The painting on the altar of the Confraternity of the Rosary was Fabrizio Santafede's 

Virgin of the Rosary with Saint Dominic, Saint Thomas, and Other Saints [Fig. 43].318 There is 

                                                 

316 Congregazione del Rosario nel Cortile di S. Domenico Maggiore, 1754, Busta 1199, p. 131, Cappellano 
Maggiore, Naples: Archivio di Stato. 

317 Congregazione del Sacramento nel Chiostro di S. Domenico Maggiore, 1751, Busta 1188, p. 82, Cappellano 
Maggiore, Naples: Archivio di Stato. 

318 Date unknown, but probably after 1619. Also known as Vergine in Gloria che Consegna il Rosario a San 
Domenico Tra Santi. During the winter of 2016 the painting was being kept in the Petrucci Chapel, which is 
where I saw it. 
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no known contract associated with this painting, by the "Raphael of Naples," who also created 

works for other chapels in San Domenico including the Annunciation in the Sacristy. It was 

almost certainly commissioned by the Confraternity of the Rosary to inaugurate the 

Confraternity's new space after 1619, but before Santafede's death in 1635. The San Domenico 

canvas juxtaposes particular Dominican saints in a less traditional way than in the version for the 

Jesuit church of Gesù Nuovo. The painting, in fact, looks to the future, and refocuses on the 

Dominican context of the Rosary. The figure of Saint Dominic is still found to the right of the 

Virgin, who floats on clouds holding a slightly older nude Christ child. Instead of crowning the 

Virgin, the putti hold roses above her head, possibly as an homage to their former altar at the 

Chapel of the Virgin of the Rose, and possibly as a reference to the etymology of "Rosary." At 

the feet of Saint Dominic is the Dominican dog holding a torch. 

 Santafede’s Madonna del Rosario for Gesù Nuovo probably dates a little earlier than the 

one for the Confraternity of the Rosary, and there are a few noticeable differences in 

iconography [Fig. 42]. The Jesuit altarpiece depicts Saint Dominic at the right hand of the Virgin 

and Saint Catherine of Siena at her left hand. The Virgin, floating on clouds, holds a nude Christ 

child as she is crowned Queen of Heaven by two putti. She extends her right hand, holding a 

Rosary, to Saint Dominic. Surrounding the main lunette are fifteen smaller panels of the 

mysteries of the Rosary. The image is devotional, and assumingly functional, as it guides its 

viewer to pray the Rosary prayer. 

 One of the most noticeable differences between the Jesuit and Dominican altarpieces is 

the substitution of Saint Thomas Aquinas in the place of Saint Catherine of Siena, a natural 

allusion to Aquinas' history at San Domenico Maggiore. A much more interesting inclusion is 
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the four figures at the bottom, between Saints Dominic and Thomas: Saint Catherine of Siena, 

Saint Francis of Assisi, Pope Pius V, and Saint Mary Magdalene. The inclusion of Catherine of 

Siena in an altarpiece of the Madonna of the Rosary is to be expected, since she is both a 

Dominican saint and closely associated with this iconography. Saint Francis of Assisi's presence 

refers to his importance as Dominic's contemporary and the founder of the other mendicant 

order. His inclusion also supports de Maio's observation that Counter-Reformation Naples had 

no problem "mixing" iconography. The inclusion of Pope Pius V is notable, but not surprising, 

since his efforts were responsible for the ubiquitous fame of the Rosary. Pius V was beatified in 

1672 and canonized at the beginning of the next century. His inclusion, therefore, looks to his 

future as a Dominican Saint. The figure of Mary Magdalene refers to Carlo II's insistence that the 

basilica be named for his patroness.  

 The Cult of the Rosary in Naples, the following of which demonstrably began with the 

Dominican Friars of San Domenico Maggiore, continued to have many followers and its official 

confraternities continued to spread. As more and more confraternities came into existence, the 

Confraternity of the Rosary housed at San Domenico Maggiore felt the need to designate itself as 

an Arciconfraternità, a title bestowed upon only one Confraternity per region. The Rosarianti 

continued to hold yearly processions, on the Feast of Our Lady of the Rosary, which would 

involve the whole seggio. The Madonna di Zi' Andrea became a part of the confraternity's yearly 

ritual, and they paraded the statue along their route. The procession, which wound around the 

entire convent complex, was a public event and highly conspicuous. Both the confreres and the 

friars publicized the procession locally. The Madonna di Zi' Andrea, the protagonist of the 
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procession, collected a significant amount of material wealth from her supporters, most if not all 

of which was lost or stolen during the monastic suppression.319 

 The events leading up to and through the Counter-Reformation sparked a truly unique 

cultural climate in Naples. San Domenico Maggiore, as the pre-eminent Dominican space, was 

the place from which many of the ideals of the period, like the Cult of the Virgin of the Rosary, 

diffused throughout the region. Later the Convent would be the site of the Neapolitan efforts to 

canonize Pius V and eventually move to make him a Patron of Naples, as had happened with 

Saints Thomas Aquinas and Saint Dominic during the early seventeenth century. 

 The late seventeenth century, where the next chapter picks up, would carry over many of 

the ideals of the Neapolitan Counter-Reformation at San Domenico Maggiore, particularly in the 

devotion to the Rosary and the Dominican founders. In fact, it is during the renovations of Prior 

Tommaso Ruffo that the Dominican imagery chosen by the friars to decorate their Convent, and 

particularly the spaces designed for Dominican rituals, becomes a reflection of their own agency 

and not simply of the tastes of their patrons.

                                                 

319 Busta 656, p. 183, Monasteri Soppressi, Naples: Archivio di Stato. 
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CHAPTER 5 

THE CHAPTERHOUSE AND SACRISTY 

  This chapter addresses the roles of the Order of Preachers of San Domenico Maggiore— 

the performativity of their faith through delivering the Mass, meeting in Chapter, and becoming 

patrons of art.320 I argue that the frescoes discussed demonstrate an awareness of the agency of 

art and on the accomplishments of the Order. Specifically, I maintain that the friars of the 

Dominican Order surrounded themselves with beautiful and powerful works of art designed to 

remind them of their own agency. I would further suggest that the frescoes could perform as a 

spectacle, a pilgrimage site for non-Italian grand tourists who visited the space for the aesthetics, 

but would be moved by the Dominicans' virtues. 

 While the Chapterhouse boasts ceiling frescoes by Michele Ragolia depicting the 

Mysteries of the Rosary—a historically Dominican theme—the Sacristy program culminates in 

an illusionistic fresco painted by the prolific and well-connected artist, Francesco Solimena 

(1657-1747). Stylistically both frescoes can claim the formal qualities that are associated with 

the high baroque. Significantly, however, both also demonstrate the eighteenth-century tendency 

to look back to Italian Renaissance art and architecture.   

 The decorative schemes of the Chapterhouse and Sacristy of San Domenico Maggiore 

and the rituals that were performed in both spaces speak to the holy agency of the friars and the 

                                                 

320 Portions of this chapter have appeared in: Elizabeth N. Ranieri, "Sacred Space and Imagery: The Basilica of San 
Domenico Maggiore's Eighteenth-Century Sacristy," in Agents of Space, ed. Christina Smylitopoulos (Newcastle 
upon Tyne, UK: Cambridge Scholars Publishing, 2016). This portion has been credited in accordance with the 
policies of Cambridge Scholars Publishing. 
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history of the Order. In both spaces the virtues of the Dominican Order and the Order's history as 

fighters against heresy are subjects for decoration. Furthermore, the Order's most important 

patroness, the Virgin Mary, becomes the protagonist of both spaces. Her roles as the Mediatrix 

for the Order and as Queen of Heaven are key to both decorative schemes, but her role as the 

protagonist of the Rosary prayer makes her of utmost importance to the Chapterhouse, which is 

decorated with scenes from the Rosary. 

 

The Chapterhouse 

 One of the crowning achievements of the recent restoration of San Domenico Maggiore 

is the re-establishment of the Sala Capitolare, also called the Sala del Capitolo, or Chapterhouse, 

in the convent [Figs. 44 and 45]. In their book Foglia and Maietta rightly focus on the 

importance of this large, rectangular room to the field of conservation, but the Sala is much more 

relevant to this study for its iconographic program.321 Work on the Chapterhouse was begun in 

1677, and it was soon after frescoed by Michele Ragolia, who also worked elsewhere in the 

church and convent.322 

 In a monastery the Chapterhouse is the place where the religious hold "chapter"—hold 

meetings, say prayers, and come together outside of the Mass setting. In this case it is a multi-

functional meeting place intended specifically for the friars of San Domenico Maggiore and 

occasionally a guest such as a visiting priest or the Master General of the Order. The room was 

                                                 

321 Orsola Foglia and Ida Maietta, La Fabbrica di San Domenico Maggiore a Napoli: Storia e Restauro (Napoli, 
Prismi Arte'm: 2016). 

322 Foglia and Maietta, La Fabbrica, 116. 
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furnished accordingly. The Sala had a double row of richly-engraved wooden seats on either 

side, the backs of which decorated the walls of the room where the friars would share in the most 

important moments of their common life.323 The term Capitolo is used to describe the general, 

provincial, and local (conventual) meetings where the friars gathered together daily with the 

Prior as well as the place in the convent, usually on the ground level, where these meetings were 

and still are held.324  

 The monastery was responsible for the commissioning, construction, and decoration of 

the Chapterhouse, as it would be for the decoration of the Sacristy ceiling fresco in a few 

years.325 The Capitolo is a high-ceilinged gallery, full of light and richly decorated. While the 

architecture of the space is impressive, the bright and vibrant frescoes are the most memorable 

part of the room. The back wall is covered in the largest fresco, in the shape of a lunette, which is 

a scene of Cavalry [Fig. 46], while the vaulted ceiling is covered in smaller frescoes, which 

represent the mysteries of the Rosary.326  

                                                 

323 Gerardo Imbriano, Complesso Monumentale di San Domenico Maggiore in Napoli: Guida storico-artistica 
(Napoli: Biblioteca Domenicana, 2015), 34. "Un doppio ordine di sedili riccamente intagliati decorava le pareti 
dell'ambiente destinato ad accogliere i frati nei momenti più importanti della vita comunitaria." 

324 Geraldo di Frachet, Storie e leggende medievali: Le “Vitӕ Fratrum,” trans. P. Pietro Lippini (Bologna: Edizioni 
Studio Domenicano, 1988), 48, Note 102. "Il termine Capitolo non denota solo le assemblee generali e provinciali 
(di cui alla nota 95), ma anche l'assemblea di tutti i religiosi di un convento aventine diritto (professi solenni o di 
voti perpetui) che si riunisce per decidere, insieme al Priore, cose attinenti la vita della comunità. Denota anche il 
luogo del convento, generalmente a pian terreno, in un lato del chiostro, nel quale si tengono tali assemblee." 

325 Foglia and Maietta, La Fabbrica, 116. 
326 Vincenzo Maria Perrotta, Descrizione storica della chiesa, e del monistero di S. Domenico Maggiore di Napoli 

(Napoli: Dai Torchi di Saverio Giordano, 1828), 140. "Il maggior decoro però di questo Capitolo il forma la 
pittura a fresco, che tutto occupa il muro di fronte, e che rappresenta il mistero del Calvario nell'ato di elevarsi la 
Croce, con Cristo inchiodato già su di ess: opera inestimabile, tanto pel disegno, quanto pel vivo atteggiamento de' 
personaggi, alquanto più grandi del naturale: ed è dell'illustre pennello del più volte lodato Michele Ragolia 
Siciliano. Di cui sono parimenti 14 altri freschi distribuiti in tutte le riquadrature della volta, e che rappresentano 
gli altri 14 misteri del S. Rosario: fu eseguito nel 1678." 
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 Scholars have taken different approaches to describing the mysteries of the Rosary 

depicted in the Chapterhouse. Perrotta casually mentions that the vault is decorated with "the 

other 14 mysteries of the Holy Rosary," referring to the scene of Calvary as the fifteenth.327 

Maietta agrees that the decorative program is based on the exaltation of the Rosary, but her count 

of the scenes is a bit different.328 In addition to the Calvary on the far wall, she counts four other 

large scenes in the middle of the vault, eight smaller scenes of the Mysteries of the Passion, and 

ten tondi with small angels and the Symbols of Christ's Martyrdom.329 This description fails to 

discuss exactly how closely the frescoes adhere to the "Mysteries of the Rosary." 

 Until 2002, when Pope John Paul II instituted five new luminous mysteries of the Rosary, 

there were three categories of "Mysteries" upon which those saying the Rosary prayer would 

meditate. Each category—Joyful, Sorrowful, and Glorious—contained five mysteries, which 

were introduced between each "decade" (section of ten "Hail Mary" prayers), assigned to 

different days of the week. At the beginning of each "decade" a Mystery is introduced and the 

faithful meditate on that mystery while reciting the following prayers, until the next mystery is 

introduced. The prayer, which is more popular among Roman Catholics than ever before thanks 

to events of the twentieth century, like the Apparitions of Fátima (1917), has changed very little 

over the centuries.330  

                                                 

327 Perrotta, Descrizione, 140. 
328 Foglia and Maietta, La Fabbrica, 116-117. 
329 Foglia and Maietta, La Fabbrica, 117. 
330 Allegedly the Virgin of the Rosary appeared to three children in Portugal in 1917 and told them to pray the 

Rosary daily, among other revelations. 
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 In the case of the Sala del Capitolo, the Calvary (or Crucifixion) and the four scenes 

above (the Agony in the Garden [Fig. 47], the Scourging at the Pillar [Fig. 48], the Crowning 

with Thorns [Fig. 49], and the Carrying of the Cross [Fig. 50]) very clearly correspond to the 

five sorrowful mysteries of the Rosary. Instead, what Maietta calls the eight scenes of the 

Mysteries of the Passion correspond very clearly to the other two sets of Mysteries in use at the 

time—The Joyful and the Glorious—and both sequences end, above the entryway to the room, 

with the fifth scene from the respective sequence [Fig. 51]. On the viewer’s right side upon 

entering the room are visible the Glorious mysteries. Beginning from the far wall (closest to 

Calvary) there are the Resurrection [Fig. 52], the Ascension [Fig. 53], the Pentecost [Fig. 54], 

the Assumption of Mary [Fig. 55], and the Coronation of Mary (above the entryway) [Fig. 56]. 

On the left side, instead, are the Joyful mysteries. Beginning from the left of Calvary are the 

Annunciation [Fig. 57], the Visitation [Fig. 58], the Nativity [Fig. 59], the Presentation in the 

Temple [Fig. 60], and the Finding of Jesus in the Temple (above the entryway) [Fig. 61].331 

 The iconographic program of the vault of the Sala Capitolare, therefore, is based entirely 

on the theme of the Mysteries of the Rosary. Furthermore, the way the scenes are placed follows 

a chronological order, beginning and ending with scenes of the life of the Virgin Mary—scenes 

found many other places in the convent complex because of their fundamental importance to the 

Order of Preachers.  

 Chronologically the first Mystery of the Rosary is the Annunciation [Fig. 57]. The 

Mysteries work their way up the left side of the Sala from the Cavalry in chronological order, 

                                                 

331 Foglia and Maietta, La Fabbrica, 254. The authors also give a brief description. 
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ending with the Finding of Jesus in the Temple above the entryway, and recommence with the 

Agony in the Garden, moving back down the vault and ending in Calvary. Above and to the right 

of Calvary is the Resurrection, followed by the other Glorious mysteries and ending in the 

Coronation of Mary above the entryway. 

 Therefore the Annunciation, the first event from the Gospel of Luke, which celebrates the 

conception of Jesus in Mary, and the Coronation of Mary, a mystical event not discussed in the 

scriptures, are not only the farthest apart chronologically, but also spatially. In this way the 

mysteries of the Rosary, and therefore the images in the Chapterhouse, show the life of Jesus as 

episodes in the life of his Mother, the true protagonist of the Rosary prayer.   

 The Cavalry is the focal point of the room, while the other frescoes are referred to 

collectively as the Mysteries.332 Technically the "Sorrowful Mystery" to which the Calvary 

corresponds is the Crucifixion. As mentioned elsewhere in this dissertation, there were several 

important images of the subject in San Domenico Maggiore. Easily the most important one was 

the icon that "spoke" to Thomas Aquinas. Also important was the painting of the Crucifixion by 

nobleman Giovan Girolamo Capece [Fig. 62]. Instead of portraying a simple Crucifixion scene, 

however, Ragolia takes up the whole wall to depict a specific moment from the hill of Calvary—

the moment when Christ has already been nailed to the cross and is being raised into position.  

 There are other significant details from this Crucifixion scene. A man in a tree off to the 

left hoists up Christ's cross with a rope. Also to the left, Mary, a focal point clothed in a light 

blue cloak, swoons and is attended to by the other women. The cross, in the act of being raised, 

                                                 

332 Perrotta, Descrizione, 140.  
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is right of center, and the two thieves who will be crucified with Christ are being brought to their 

respective crosses, still on the ground. A number of officials also appear in the scene, with what 

seem to be the Pharisees, including Joseph of Arimathea, in the foreground. A white horse with a 

soldier rears at the far right of the picture plane. A gray, cloudy sky occupies the top half of the 

lunette. 

 Artist Michele Ragolia and Prior Tommaso Ruffo could have chosen to place any of the 

other fourteen Mysteries at the center of the room, but the Dominican patrons chose the 

Crucifixion.333 It is not uncommon, in fact, to see Crucifixion scenes in chapterhouses, but also 

by no means ubiquitous.334 This choice left the four other Sorrowful Mysteries to take the second 

most prominent place in the room—in large tondi along the center of the vault. 

 On either side of the round Sorrowful Mysteries, in the trapezoidal spaces, are four each 

of the Joyful and Glorious Mysteries. It is in this way that Ragolia creates other unique 

relationships between the mysteries apart from the s-shaped chronological sequence. The first 

three mysteries closest to Calvary are therefore (from left to right) the Annunciation, Christ 

Carrying the Cross, and the Resurrection [Fig. 63]. The next set is the Visitation, the Crowning 

with Thorns, and the Ascension [Fig. 64]. The third set is the Nativity, the Flagellation, and 

Pentecost [Fig. 65]. The set of three closest to the entrance of the room is the Presentation in the 

Temple, the Agony in the Garden, and the Assumption of Mary [Fig. 66].    

                                                 

333 Imbriano, Complesso, 34. Prior Tommaso Ruffo was in charge of this renovation, including of the Cell of 
Thomas Aquinas. 

334 Other Dominican Sale Capitolari with prominent images of the Crucifixion include: Fra Angelico's Crucifixion 
in San Marco in Florence, Niccolò di Pietro Gerini's Crucifixion in Santa Felicità in Florence, and Andrea di 
Bonaiuto's Calvary in the Capitolo degli Spagnoli of Santa Maria Novella in Florence.  
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 I have attempted to find specific theological relationships between these sets of events to 

justify their placements in sets of three. In addition to their chronological order and the 

placement of the Crucifixion at the front of the room, there seems to be one other reason for this 

placement. Perhaps the most interesting relationship between images can be seen when exiting 

the Capitolo, or, what the speaker at the front of the room would see. As previously mentioned, 

there are two frescoes—the "last" in the series of Joyful and Glorious Mysteries—that appear on 

the wall of the entryway. These two frescoes, the Finding of Jesus in the Temple and the 

Coronation of Mary, represent yet another complex relationship in the visual rhetoric of the 

room. Facing the entryway, the Finding of Jesus in the Temple is at the upper right, above the 

bust of Saint Thomas Aquinas [Fig. 61]. In the corresponding place on the upper left is the 

Coronation of Mary, above the bust of Saint Dominic [Fig. 56].  

 It is entirely possible that the whole Capitolo is organized to accommodate the 

relationship of these four images. The story about a concerned Mary and Joseph finding young 

Jesus in the temple (Luke 2:41-51) in many ways provides a precursor for the hagiography of 

Thomas Aquinas: 

41 Now his parents went to Jerusalem every year at the feast of the Passover. 42 And 
when he was twelve years old, they went up according to custom; 43 and when the feast 
was ended, as they were returning, the boy Jesus stayed behind in Jerusalem. His parents 
did not know it, 44 but supposing him to be in the company they went a day’s journey, 
and they sought him among their kinsfolk and acquaintances; 45 and when they did not 
find him, they returned to Jerusalem, seeking him. 46 After three days they found him in 
the temple, sitting among the teachers, listening to them and asking them questions; 
47 and all who heard him were amazed at his understanding and his answers. 48 And 
when they saw him they were astonished; and his mother said to him, “Son, why have 
you treated us so? Behold, your father and I have been looking for you anxiously.” 
49 And he said to them, “How is it that you sought me? Did you not know that I must be 
in my Father’s house?” 50 And they did not understand the saying which he spoke to 
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them. 51 And he went down with them and came to Nazareth, and was obedient to them; 
and his mother kept all these things in her heart.335  
 

 As discussed in the section about the legacy of Aquinas on San Domenico Maggiore, he 

came to Naples to study at the University where he encountered the early Dominicans of San 

Domenico and entered the Dominican novitiate, allegedly against his parents' wishes. Similarly, 

the image of the Coronation of the Virgin is relevant to the hagiography of Saint Dominic. The 

Coronation, a moment based on tradition and not Scripture, is when Mary is crowned Queen of 

Heaven. He who prays the Rosary offers to Mary a "spiritual bouquet" or "crown" of roses. The 

act of praying the Rosary, therefore, resembles the actual Coronation of the Virgin as recognition 

of her role as Queen of Heaven. Saint Dominic, the person from whom the Rosary originates, 

and the rest of his Order were responsible for diffusing this prayer glorifying the Virgin, and so it 

makes sense that the image of the Coronation would appear next to this Saint. 

 The Capitolo is not the only place where the Mysteries of the Rosary have a visual 

presence in San Domenico Maggiore. By the time the new Chapterhouse was built and 

decorated, the Confraternity of the Rosary was well-established in the convent complex. In 

seventeenth-century Naples the Rosary prayer was thought to be one of the most powerful 

defenses against evil deeds and heretical thought—and it was also Dominican in origin. The 

Rosary was both a powerful prayer and a powerful symbol. It was considered to be an instrument 

and weapon in the fight against heresy, and in that way had its own agency. The friars who said 

the prayer and wielded the physical object—the string of rosary beads—were the prime agents in 

the fight against heretical thought. 

                                                 

335 Revised Standard Version, Luke 2: 41-51.  
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 The Chapterhouse was built with a clear purpose—as a space in which the friars could 

congregate, discuss their common goals, and pray together. As a space destined for use by almost 

exclusively Dominicans, and particularly for communal prayer, it makes complete sense that the 

most important Dominican prayer would be depicted as a recitation cue and a series of images to 

lead the meditation. It is innovative, furthermore, that Ragolia would sequence the mysteries of 

the Rosary to highlight contributions of Saints Dominic and Thomas Aquinas to the Order in a 

space celebrating the contributions of the friars, past and present. 

The Sacristy 

 In the early eighteenth century, the friars hired architect Giovan Battista Nauclerio (1666-

1739) to remodel the sacristy in order to create a designated space in which to display the arche 

aragonesi, the sarcophagi of the Aragon family [Fig. 67].336 He conceived the sacristy as a 

holistic space, from the marble flooring to the walnut benches and cabinets and up to the 

balustrade with the sarcophagi and the plaster vault. While the bodies of the Aragon family had 

allegedly been in the sacristy “cemetery,” the remodel would designate a new, beautiful, and 

unique space in which to house and display them. 

 The sacristy’s “arche/bauli,” or sarcophagi/trunks, as they have been traditionally called, 

contain the bodies of a number of fifteenth- and sixteenth-century members of the House of 

Aragon [Fig. 21]. Each trunk features a painting of the person whose earthly remains are 

contained within and his or her name. The list from 1777 begins with Alfonso I (1396-1458), 

                                                 

336 See Chapter 3. 
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mentioning that his remains were moved to Spain in 1666.337 While not all of these people were 

as historically significant as Alfonso, they were all members of the ruling class with connections 

to the Aragon royalty of Naples. For such important people, the decision of where to make their 

final resting place would have been conscious and calculated. Sacred space is made sacred 

through reverent acts, or pious agency. Through much of Christian history, wealthy and 

influential people endeavored to be buried in important churches creating physical and 

permanent ties with a sacred and therefore powerful space. One of the other, more performative 

motivations for being buried within an already-established sacred space is to solicit prayers for 

the deceased by visitors. This can be witnessed in the archives of San Domenico Maggiore, 

where Neapolitan nobility left large sums of money to the monastery in return for an altar 

dedicated to their families where regular masses would be held for their salvation. The more 

money that a family could bequeath to the church, the more masses the monks would dedicate. 

 While burial can manifest itself as a form of sacred patronage, it can also be a means 

through which to sacralize a space. One of the most obvious and practical examples of burial as 

sacralization can be seen in the Roman Catholic Church’s use of relics at altars. From the Second 

Council of Nicea (787) to the Second Vatican Council (1960s) main altars were expected to 

incorporate a relic consisting of, in many cases, the physical remains of a holy person, which 

might include a saint or martyr classified by degrees of proximity to Christ or another saint. 

                                                 

337  Il libro di cose notabili da tenersi presente manualmente dal sagristano S. Domenico Maggiore, 1777, Busta 
533, p. 38, Monasteri Soppressi, Naples: Archivio di Stato. Following are Ferdinando I and his brother, Ferrante , 
Ferrante II, Queen Giovanna IV, Isabella d’Aragona, Maria d’Aragona, Antonio d’Aragona (second Duke of 
Montalto, 1543), Giovanni d’Aragona (1571), Maria di Lazerda (Duchess of Montalto 1572), Pietro d’Aragona 
(1552), Antonio di Montalto d’Aragona (1544), Ferdinando Ursino (1549), Ferdinando d’Avalos (Marchese di 
Pescara, 1526), Flavio Orsino (Cardinal, 1581), Giovanni d’Avalos (1586), Cesare d’Avalos (1614), and Luis 
Carafa (Prince of Stigliano, transferred here in 1540). 
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Human remains play a major role in sacred spaces of the Roman Catholic tradition, particularly 

when a church is a pilgrimage destination. San Domenico Maggiore can claim both reliquaries 

and the remains of important Neapolitans, but also houses an immense and impressive collection 

of religious art and artifacts—most of which were donated by wealthy patrons.  

 The sacristy, or vestry, functions as a storage room for liturgical implements and 

vestments, and is also in many cases where records are stored [Fig. 67]. The sacristy is also 

where the priest goes to prepare and vest for the Mass and where he returns afterwards to clean 

up. Neapolitan sacristies have varying degrees of decoration—most contain fine wooden 

cabinetry, a humble altar, and a few devotional images. It is, however, relatively common to find 

ceiling frescos in these sacristies; the walls are often completely covered by the wooden 

cabinetry, making the plaster ceiling the only remaining space for decoration. The relationship 

between agency and sacred space becomes very important when considering the function of the 

sacristy. The cabinets are designed to house, but also conceal and safeguard, the liturgical 

implements that are used for different masses and different liturgical seasons. In a church like 

San Domenico that could claim many important patrons, both religious and secular, a sacristy 

would have been filled with implements of precious metal and jewels. In a monastic inventory of 

the sacristy from 1730, the record-keeper notes the names of the liturgical implements as well as 

their uses.338 The function of the space as sacred storage and the function of the instruments 

stored within both speak to the agency of the priests, without whom the space would lose its 

meaning. Every time a friar would open a cabinet to access an instrument, he was acting upon 

                                                 

338 Busta 533. 
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the space. The performance of the Mass began with a cabinet opening and ended with a cabinet 

closing.  

 The sacristy is considered to be such an important part of any church that it warrants its 

own attendant, the sacristan, who aids the priest with duties in and around the church and keeps 

track of the contents of the space. In large, important churches the sacristan is most often a priest, 

as in the case of San Domenico Maggiore where there were many friars to fill the various roles 

of the church. The sacristy was, therefore, seen and used almost exclusively by the Dominican 

fathers of San Domenico. It is important to note here that the sacristy of San Domenico stands 

out from other Neapolitan sacristies. One major difference is that, although the foundations of 

San Domenico Maggiore are very old, the Sacristy was conceived as a completely new space 

during the large-scale restructuring of the church from the sixteenth to the early eighteenth 

centuries. The artists and architects involved in the project had virtually unlimited resources—

funds that came from donations and the revenue made off the lands that they owned—to rebuild 

and decorate a new space.339 Furthermore, unlike other Neapolitan sacristies, there is an 

emphasis on the theatrical utility of the sacristy as a Dominican space operated by friars. On the 

right side of the sacristy behind the altar is a door that is difficult to see unless one stands before 

the altar that leads directly into the monastery. Although not the only entrance into the convent, it 

would have been the most direct and functional for the eighteenth-century monks, who could 

change into their liturgical vestments away from the parishioners’ vision. The door speaks 

                                                 

339 Nicoletta D’Arbitrio, San Domenico Maggiore "La nova sacristia": le arche, gli apparati e gli abiti dei re 
aragonesi (Naples: Edisa, 2001), 61. “. . . venne rinnovata, per decisione unanimemente espressa dei Padri 
Dominicani, con fondi disposti dagli stessi Padri.”  
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directly to the functional nature of the sacristy—particularly the space’s role as the transition 

point between the convent and the public in a church that serves both the Dominican community 

and the parish. 

 The church and monastery collections include frescos, tapestries, sculpture, and 

paintings, many of which portray important Dominicans including Saint Dominic and Saint 

Thomas Aquinas. Solimena’s The Triumph of Faith over Heresy by the Works of the 

Dominicans, is considered to be one of the most important works by the Neapolitan master and 

covers the entire ceiling of the large, rectangular, eighteenth-century addition [Fig. 68].340 

 The fresco is framed by a wide, gilded and embellished Baroque frame that takes the 

shape of the ceiling, forming around the vaults. Oriented vertically and divided in three registers, 

the fresco is “read” from top to bottom, with the top of the image at the far end of the room by 

the altar and the bottom closest to the entry. The upper portion, painted in very light hues with 

little contrast, depicts the Holy Trinity—Christ, God the Father, with the dove representing the 

Holy Spirit centered above—surrounded by putti. The central register, delineated by clouds, is 

reserved for other saintly figures that inhabit the celestial realm [Fig. 69]. Mary, who points to 

Saint Dominic being crowned by an angel, is represented closest to the divine realm. Flanking 

her to the right kneels Saint Peter of Verona (1206-1252), also known as Saint Peter Martyr, a 

Dominican who was killed by a blow to the head with an axe by the assassin, Carino of Balsamo 

(d.1293).341 On Mary’s left kneels Saint Thomas Aquinas, identified by his iconography of an 

                                                 

340 Vittorio Gleijeses, Chiese e palazzi della città di Napoli (Napoli: Società editrice napoletana, 1978), 91. “La 
Sagrestia di San Domenico Maggiore è un vasto salone rettangolare del secolo XVIII con un bel pavimento ed 
imponenti stigli di noce, finemente intagliati e decorati per tutta la lunghezza delle pareti . . .” 

341 Carino Pietro of Balsamo later repented and became a Dominican lay brother.  
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image of the Sun on his chest. Also pictured, and similarly garbed in the black and white 

Dominican habits, are several Dominican sisters: Saint Catherine of Siena (1347-1380), Saint 

Catherine of Ricci (1522-1590; included even though she was not officially canonized until 

1746), and Saint Rose of Lima (1586-1617; canonized in 1671).342 Even with the proliferation of 

black and white Dominican habits, this middle register contains more intense colors that invite 

contrast, most especially with the Virgin’s red gown and blue outer garment. The allegorical 

figures of the Virtues below have flowing, brightly-colored robes. The least amount of space is 

devoted to the bottom register of the fresco, which has been delineated from the heavenly realm 

by a strip of earthly blue sky and the Archangel Michael, who violently forces the nude 

“heretics” away from heaven to the earthly realm, represented by contemporary architecture, 

constructed with bricks and mortar [Fig. 70]. The heretics squirm and twist uncomfortably. 

 One characteristic of eighteenth-century Neapolitan art is the tendency to harken back to 

the high Renaissance. Solimena’s fresco makes several visual references to this earlier period, 

especially the flowing, brightly-colored robes of the Virtues that are reminiscent of 

Michelangelo’s Sistine Chapel ceiling and his use of colori cangianti. Solimena, for example, 

shades a yellow hue with green. This emulation is particularly noticeable when Michelangelo’s 

prophet Daniel and Solimena’s Allegory of Justice are compared. Mary’s hand, furthermore, 

makes Michelangelo’s signature pointing gesture made by God in the Creation of Adam. Further 

influence can be seen in the contorted nude bodies of the fallen heretics, who resemble the 

                                                 

342 Other sources, like Perrotta, Descrizione, 75-76; De Dominici, Volume 3, 590; Ferdinando Bologna, Solimena, 
110, discuss the quality and date of the fresco, but the identifications of the saints and allegories are mostly my 
own. Notably, the saints in this fresco also have dedicated chapels in San Domenico Maggiore.  
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muscular figures in Michelangelo’s Last Judgement as well as numerous other figures in the 

Sistine ceiling cycle. Indeed, the Archangel Michael threatens the heretics with the terribilitá 

that Michelangelo’s God exhibits in The Creation of the Sun and the Moon. By drawing from the 

most famous ceiling fresco in Christendom, the ceiling fresco in the sacristy of San Domenico 

Maggiore is both historicized and glorified.  

 The subject of Solimena’s fresco Trionfo della Fede sull’Eresia ad Opera dei 

Domenicani (also known as The Trinity, the Madonna, Dominican Saints, and Downcast 

Heresiarchs343) is the efforts of the Dominican Order to educate the common people, the goal of 

which was to eliminate heretical thought and behavior. The Dominicans were a teaching order 

and were, according to William Hood, known in Italy for their use of “the visual arts to diagram 

certain kinds of theological relationships, whether mystical, moral, or dogmatic.”344 The 

audience of the fresco, primarily comprised of the priests and teachers who inhabited the 

monastery, agreed upon a set of virtues and achievements worth praising. Solimena’s fresco was 

commissioned by the Dominican order for a strictly Dominican audience. Vincenzo Regina has 

argued that the fresco is a symbol of the power of the Catholic Faith.345 The allegorical figure of 

Faith, wrapped in a yellow outer garment, holds the symbols of Holy Communion—the Chalice 

and the Host, which emit a soft, heavenly light. The inclusion of the allegory of Faith praises this 

                                                 

343 La Trinità, la Madonna, santi domenicani ed eresiarchi abbattuti. 
344 William Hood, “Saint Dominic's Manners of Praying: Gestures in Fra Angelico's Cell Frescoes at S. Marco,” Art 

Bulletin 68, (1986): 197. 
345 Vincenzo Regina, Le chiese di Napoli: viaggio indimenticabile attraverso la storia artistica, architettonica, 

letteraria, civile e spirituale della Napoli sacra (Rome: Newton e Compton editore, 2015), 96. “. . . simboleggia 
la potenza della Fede cottolica, donata per intercessione della Vergine dalla Santissima Trinità ai Santi 
Domenicani, che sconfiggono gli eretici.” 
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common virtue while reinforcing the important doctrine of the Real Presence, which asserts that 

in the Eucharist Christ is wholly present.  

 On the left of Faith, the figure of Obedience is draped in red cloth and holds a yoke over 

her shoulder. Obedience, along with Poverty and Chastity (here represented by the less 

prominent figures that sit beside and below) are virtues that are found in the vows of Dominican 

novices, which they profess to the “Master of the Order,” a post selected by the brothers to hold 

the place of universal leadership once held by St. Dominic. The Order of the Preachers view 

obedience specifically as a mutual service performed between brothers committed to the 

common mission of preaching the Gospel.346 The allegorical figure of Wisdom, situated in the 

center of the fresco and clothed in yellow and blue, is more complicated, depicted with a 

reflective shield that could also be used as a mirror. She is wearing a headdress reminiscent of 

both a crown and an ancient military helmet, symbols traditionally associated with the allegory. 

Derived from the Roman goddess Minerva, Wisdom is represented as a female warrior and her 

position in the center of the fresco, directly under Saint Thomas Aquinas, is purposeful. The 

Dominicans, as Hood notes, showed “a single-minded dedication to the primacy of study, which 

especially in the early years, set the Dominicans apart from the Franciscans.”347 Furthermore, the 

virtue of Wisdom is more closely associated with Thomas Aquinas than with Dominic; this 

relationship is reinforced compositionally by Solimena, who depicts Wisdom holding a closed 

                                                 

346 Thomas C. McGonigle and Phyllis Zagano, The Dominican Tradition: Spirituality in History (Collegeville, MN: 
Order of Saint Benedict, 2006), viii. 

 
347 Hood, “Saint Dominic,” 198. 
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book similar to the open one held by Saint Thomas. The allegory of Wisdom reminds the 

beholder of the intellectual founding of San Domenico Maggiore and its role as the seat of the 

University of Naples. Even though the virtue of Wisdom is very closely associated with Thomas 

Aquinas, the allegory is nevertheless pictured looking up at Saint Dominic, who is receiving 

from an angel one of his known iconographic attributes, a star, referring to a legend that held that 

a star appeared on the Saint’s forehead during his baptism.  

 On top of the book held by Wisdom is a small lamb, the Agnus Dei in Latin [Fig. 71]. 

Although the symbolism is repeated in many of the Scriptures, the Agnus Dei prayer comes out 

of the Gospel of John (1:29), when John the Baptist proclaims, “Behold, the Lamb of God, who 

takes away the sins of the world!” John the Baptist is associated with the lamb and is also 

frequently pictured with either a book or a scroll, which speak to his role as a prophet and one 

who was knowledgeable of the scriptures. As a biblical character Saint John the Baptist was both 

a preacher and an ascetic—a precursor for the Order of Preachers.  

 The lamb and book are not frequently seen together in this context, but the combination 

of lamb and book is seen in another work of art in San Domenico Maggiore—in the chapel 

dedicated to Saint John the Baptist [Fig. 1: 25]. Conceded to the Rota family in 1350 and 

restored in 1545 and 1592, the chapel is the burial place of the celebrated Neapolitan poet 

Bernardino Rota (1508-1575).348 In the chapel is a statue of Saint John the Baptist attributed to 

Girolamo D’Auria (1577-1620) [Fig. 72].349 In this sculpture (c.1600), the artist portrays the 

                                                 

348 Busta 533. 
349 Imbriano, Complesso, 30; Perrotta, Descrizione, 31. Perrotta attributes the same sculpture to Giovanni da Nola. 



 

148 

subject holding a book upon which a lamb is seated and faces the right, gazing upward. 

Wisdom’s lamb painted by Solimena is pictured in a very similar way, with the exception that it 

faces to the left and looks up and over its shoulder to the right. While the lamb and the book are 

common symbols of Saint John the Baptist, it is unusual to see them combined within an image 

of the Saint. Also rare is seeing them used as symbols associated with allegories of Wisdom. 

What is common, however, is to see depictions of the Agnus Dei as its own theme, in which the 

lamb is seated on a heavily-decorated book representing the Gospel or the New Testament. 

 There is another, less conspicuous, image of Wisdom in San Domenico Maggiore in the 

Chapel of San Domenico in Soriano [Fig. 1: 14]. Wisdom is one of a series of frescoes in the 

vault allegedly painted by Francesco Cosenza, a pupil of Francesco de Mura, who was in turn a 

pupil of Francesco Solimena.350 This series of frescos comes approximately two generations 

after Solimena's sacristy fresco, and Solimena's influence is clear [Fig. 73]. Both allegorical 

figures are seated, although with different postures, both are resting on a large shield, and both 

hold in their left hands the Agnus Dei. 

 The Agnus Dei, in addition to being a familiar visual theme, is also a hymn that is sung at 

the “fraction of the Host,” or the “breaking of the bread” during the Mass. This tradition was 

introduced early in Church history and has been thoroughly discussed by theologians and Church 

fathers, including Aquinas. During the Reformation, when many established doctrines were 

under attack, theologians revisited the writings of Aquinas to find rebuttals for the new heretics. 

Aquinas had written extensively about the “fraction,” the breaking of the Eucharist bread, and 

                                                 

350 Imbriano, Complesso, 25; Perrotta, Descrizione, 65.  
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the theological implications of parts of the Mass, including the agency of priests in the sacrament 

of the Eucharist.  

 The position of the Agnus Dei as an isolated and yet interconnected symbol in the fresco 

points to several important theological and historical ideas. It is being maintained, literally, by 

Wisdom who is seated under Saint Thomas Aquinas, the Doctor of the Church who had the 

wisdom to defend the Church doctrines. The lamb, symbolizing Christ, is directly under Mary, 

his mother, who is in turn, positioned directly under God the Father. Through the holy agency of 

God and of earthly agency of Mary, Christ was incarnated to be sacrificed. Visually the lamb is 

isolated and surrounded by a nimbus of white clouds, a remoteness that reinforces that the 

Eucharistic sacrifice—and therefore the priestly agency that performs the ritual—is the most 

important ritual of the Mass. To read this symbol of Wisdom as the Agnus Dei supports the 

fresco’s intended purpose to celebrate the sacred yet performative agency of the Dominican 

Order. 

 The fresco praises the Dominicans for their triumph over Heresy through the use of 

“faith” and “works.” A strictly allegorical interpretation of the work would have the Dominicans, 

aided by Faith and following their primary calling of study and education, eradicate Heresy, 

founded upon ignorance and represented collectively by the squirming figures in the bottom 

register. The first and most historically relevant instance of the Dominicans’ fight against heresy 

corresponds with the founding of the order in the early thirteenth century. During the 

Albigensian crusade (1209–1229), Pope Innocent III offered French territory to anyone who 
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would fight the Cathar heretics.351 After the crusade had ended, some French Dominicans made 

their names eliminating any surviving Cathar sentiment from the area. The Dominican order is 

still frequently associated with these events. One symbol that points to the above reading is the 

black and white dog, which seems to be a hunting spaniel, holding a torch in the lower right hand 

corner of the fresco among the fallen heretics [Fig. 74]. The occurrence of a dog in a painting 

about Dominicans is not unusual. There are many images of Saint Dominic, particularly from the 

late seventeenth and early eighteenth centuries, that include dogs. According the Golden Legend, 

Saint Dominic’s expectant mother had a vision that the child in her womb was a puppy who, 

after birth, “burnt all the world.”352 Later the Latin pun, “Domines cani,” (Domenicani) or the 

“hounds of the Lord,” was used to describe the Dominicans’ propensity for "sniffing out" heresy. 

The black and white dog, which mimics the colors of the Dominican habit, is an integral element 

of the decoration of the church and monastery and is even displayed prominently on the 

monastery’s crest, suggesting that the Dominicans were proud of this association. 

 Despite the Dominicans' traditional role as fighters of heresy, the Basilica of San 

Domenico Maggiore also has an interesting relationship with Dominicans-turned-heretics. One 

of the most famous heretics of the early modern era lived at San Domenico Maggiore as a friar. 

In 1565, seventeen-year old Filippo Bruno entered the Dominican Order at San Domenico, 

taking the name Giordano. Giordano Bruno was ordained in 1572 and remained in Naples until 

                                                 

351 Luigi Salerno, La Basilica di S. Domenico Maggiore in Napoli (Napoli: Tip. Laurenziana, 1977), 7. 
352 Paul Halsall, “Medieval Sourcebook: The Golden Legend: Saint Dominic,” Fordham University, September 

2000, accessed May 8, 2017, https://sourcebooks.fordham.edu/basis/goldenlegend/GL-vol4-dominic.asp. 
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1576, when the other friars discovered that he was reading the banned writings of Erasmus.353 

This incident occurred shortly after the Council of Trent and during Spanish rule in Naples—at 

the moment in which the Spanish were having difficulties establishing an office of the inquisition 

and were encountering opposition from intellectual circles. It is notable but not surprising that 

Bruno’s connection with San Domenico is underemphasized or ignored by the Dominican-

sponsored literature.  

 At the bottom left of Solimena's fresco, amidst the fallen heretics, is a figure with a 

tonsure, dressed in yellow and green robes. I would like to propose that this figure could refer to 

Giordano Bruno, and if it does not depict the fallen Dominican, then it certainly symbolically 

represents a similar figure. Bruno went to the Studium Generale at the University of Naples to 

continue his education.354 The green robes are typical of the Italian University system for the 

Natural Sciences, and the "hood" on the robes is reminiscent of a doctoral hood. Bruno is 

remembered as a cosmologist, and therefore, a scientist, which is why the academic regalia 

would be appropriate.  

 There are also books and other writings depicted among the heretics. These writings are 

symbolic of the dissemination of heretical thought. Convents were not immune to the inclusion 

of questionable writings in their libraries. In fact, the advent of the Protestant Reformation 

combined with the expansion of the library at San Domenico Maggiore opened the young 

student-friars to new systems of thought. Grimellini says that around 1500 the convent's library, 

                                                 

353 Michele Miele, "I domenicani di San Domenico Maggiore nel corso dei secoli. Cifre e ruoli," in La Fabbrica di 
San Domenico Maggiore a Napoli: Storia e Restauro, ed. Orsola Foglia and Ida Maietta (Napoli, Prismi Arte'm: 
2016), 189. 

354 Dorothea Waley Singer, Giordano Bruno: His Life and Thought (New York: Henry Schuman, 1950). 
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was reorganized and in 1504-1505 was enriched with many volumes donated by the daughter of 

the great man of letters Gioviano Pontano.355 It was in this library that Giordano Bruno was able 

to consult books that were not a part of the curriculum studiorum, like the forbidden text by 

Erasmus, which was allegedly the reason that the friar first went under suspicion of heresy.356  

 Whether the “heretics” are symbolic or representative, the lingering spirit of the Counter-

Reformation is strong in this fresco. At a time when Protestant reformers were insisting that 

salvation was possible by “scripture alone” or “faith alone,” the Catholic Church continued to 

emphasize that salvation was only possible through a combination of faith and works, a doctrine 

that was extremely important to the Medieval Church fathers including Aquinas. In addition to 

Thomistic philosophy, the Dominicans could cite their experience as identifiers and defeaters of 

heresy. The fresco, therefore, is self-congratulatory in that its Dominican patrons are 

memorializing for contemporary and future Dominicans while paying tribute to their holy 

founders for their virtues, foresight and achievements. Dominican agency, therefore, is 

manifested in many ways in the sacristy of San Domenico Maggiore. Agency is signaled by the 

sacristy as a place to prepare for the Mass, but the Dominican understanding of the agency of art 

is also important. Francesco Solimena’s ceiling fresco celebrates Dominican agency in depicting 

the order’s history, virtues, and the priests’ role as Eucharistic mediators.  

                                                 

355 Grimellini, “I domenicani,” 49. "Nel convento, tra la fine del XV e gli inizi del XVI secolo, venne risistemata la 
biblioteca che nel 1504-1505 si arricchì ulteriormente con i volumi donati dalla figlia di Gioviano Pontano." 

356 Foglia and Maietta, La Fabbrica, 108. "In quegli stessi anni tra le mura di San Domenico si formò uno dei suoi 
stessi figli più celebri e tormentati, il nolano Giordano Bruno che entrato nel convento come chierico nel 1565, fu 
poi ordinato sacerdote e seguì il corso degli studi teologici, frequentando la famosa 'Libraria' conventuale dove 
poté consultare anche opere estranee al curriculum studiorum, anzi decisamente vietate, come i testi di Erasmo da 
Rotterdam." 
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 In the middle of the seventeenth-century—before the renovation of the sacristy began—

Naples became part of the large-scale historical and literary phenomenon of the grand tour. An 

educational rite of passage for young European men of means, the grand tour included stops 

throughout Italy and France. Naples had traditionally been the southernmost destination where 

tourists could enjoy the weather and indulge in viewing and collecting art and antiquities. The 

(predominantly Protestant) tourists explored the city and its surrounding areas aided by 

guidebooks and they discovered that the aesthetics of the Catholic Baroque persisted in 

Neapolitan visual culture. The sunny, pleasant climate was thought to influence both the culture 

and attitude of the vivacious Neapolitans, who were characterized as “the true heirs of the 

ancient Greeks and the most savage of all Europeans.”357 Naples was an exotic yet accessible 

stop for the tourists, who ventured into the city’s many churches and convents to view the 

baroque splendor that was antithetical to the art found in Europe’s Protestant centers. The 

decoration of the sacristy of San Domenico Maggiore, therefore, celebrates the many 

accomplishments of the Dominicans, but also actively addresses its audience of Protestant (and, 

therefore, heretical) tourists. The significance of the iconography of Solimena’s fresco would not 

have been lost on the well-educated tourists, who would have spent time in the holy places of 

Rome before traveling south. The heavenly depiction of the Trinity, the Virgin, the Saints, and 

the downcast heretics would have been comprehensible to the tourists, who could then be moved 

to contemplate the meaning of the fresco. In this capacity the fresco became an agent of 

                                                 

357 Tommaso Astarita, Between Salt Water and Holy Water: A History of Southern Italy (New York: W.W. Norton 
& Co, 2005), 221. 
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Dominican values. Its holy themes and stern warning to heretics would serve a role as important 

as the holy rituals performed by the Dominicans. 

 The need for spaces in which to perform the Dominican-themed rituals inspired the late 

seventeenth and early eighteenth-century renovations of San Domenico Maggiore. During that 

time, the Order of Preachers designed a Chapterhouse and Sacristy built upon existing sacred 

spaces, but which demonstrated an understanding of the agency of art and spectacle to draw 

attention to the history and function of their order: “Laudare, Benedicere, Praedicare (To Praise, 

To Bless, To Preach).” Regolia's decorative program and Solimena’s fresco claim aesthetic 

connections to the Italian Renaissance, but were also intended to work upon contemporary 

audiences, particularly the Dominicans themselves, to perform a sacred purpose.  
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CONCLUSION 

  The sacred space now known as San Domenico Maggiore has undergone many 

transformations over its millennium-long history. From a small Basilian monastery to one of the 

largest and most important Dominican spaces in the world, its reputation and history have been 

transformed by people in positions of power and by the friars who have lived, studied, and 

worshipped there. The church and convent, home to thousands of Dominican friars since the 

thirteenth century, has taken on new meaning with each generation. The few political adversaries 

of the friars of San Domenico Maggiore have been far overshadowed by the overwhelming 

support the Order has received from other rulers, including popes and kings, the nobles of the 

seggio, the leadership of their own Order, and later, historians and conservationists who have 

worked to preserve the convent complex as a remarkable example of the cultural patrimony of 

Naples in particular and of Italy in general. 

 This dissertation makes several important contributions to the fields of Neapolitan and 

Dominican cultural studies. It represents the first sustained visual analyses of Pacecco de Rosa's 

Madonna del Rosario con San Carlo Borromeo, Michele Ragolia's Chapterhouse frescoes, and 

Francesco Solimena's Trionfo della Fede sull'Eresia ad Opera dei Domenicani. These works, 

which have always been significant to the Dominicans, have not always been accessible to 

laypeople. This is also the first study to analyze the rhetoric of the nineteenth-century Dominican 

guidebook authors and their allies as they opened their church to pilgrims and tourists and had 

the convent declared a national monument.  

 This dissertation also explores the legacy of Thomas Aquinas at San Domenico Maggiore 

through the lens of sacred space theory. While Aquinas has been repeatedly cited as an important 
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figure to both the convent and the city of Naples, the extent to which his short tenure at San 

Domenico has shaped the iconographic program and the recorded history of the convent, 

especially in the artworks and writings commissioned by the Dominicans, is explored here in 

more detail than ever before. 

 This dissertation also marks the first time that the smaller Dominican figure in the 

Madonna dell'Umiltà by the Maestro delle Tempere Francescane is posited to be Beato Guido 

Marramaldo, and not simply a generic Dominican friar. It is also the first time that the 

connections between Beato Guido, the miraculous image of the Madonna dell'Umiltà, the Chapel 

of the Virgin of the Rose, and the early years of the Cult of the Virgin of the Rosary at San 

Domenico Maggiore have been explored. 

 Furthermore, while previous monographic studies have approached the study of this 

convent historically, answering questions of "who" and "what," while I have shown, using sacred 

space theory, "why" and "how" the people, rituals, and texts of San Domenico Maggiore worked 

together to create a unique convent complex with a keen understanding of its own history. 

 While the scope of this dissertation has been to discuss the basilica as an operational 

sacred space, it bears mentioning that this space has taken on the important functions of museum, 

national monument, convention center, and concert hall. It retains its function as church and 

convent for the friars, parishioners, pilgrims, and tourists, but it has also adapted to secular life in 

Naples, finding ways to take part in the cultural life of the city beyond its religious purpose.  

 When I was in Naples during the summer of 2014 I saw the "Mostra Impossibile," in 

which digital projections of the greatest Italian masterpieces were projected throughout the 

convent. During that same period a local theater group put on a live performance of the music 
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from the documentary Passione, about the development of Neapolitan music. In the winter of 

2016 I attended a food-service conference, an exhibition of art by Neapolitan students, and a live 

presepe, complete with traditional Neapolitan folk dances, all within the cloister of San 

Domenico Maggiore. All of these events involved the community, demonstrating how the 

seggio, no longer a "noble" district, still imbues the space with meaning through a variety of 

rituals.  

 The building continues to evolve within Neapolitan society, but in some cases that 

evolution manifests as renovation or rediscovery of how the site appeared to past generations. 

The renovations of the past decade have rediscovered the library and Chapterhouse, for example, 

reestablishing some of the most important spaces to the Dominicans. The recent renovations also 

reflect a growing interest in the city's immense artistic and cultural patrimony, which its citizens 

are now seeking to preserve for future generations.  
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APPENDIX 

Appendix 1. 

Napoli, Bibl. Nazion., ms. XV. G. 29, ff. 63v-65v, date unknown.  

Grazie e vanitose vendette della Madonna a causa di una statua miracolosa 

 

 Nella chiesa di S. Domenico Maggiore il gran Servo di Dio Fra' Andrea d'Auria da 

Sanseverino, chiamato comunemente da' Napoletani per la sua grande affabilità Zio Andrea, 

espose [durante la peste del 1656] alla pubblica venerazione la Miracolosa Imagine di rilievo 

della Vergine SS. del Rosario, la quale in tutto questo tempo con ammirazione de' devoti fò 

osservata con volto mesto e piangente; e questo Servo di Dio di continuo predicava con gran zelo 

in detta chiesa, impiegandosi con indefessa carità in aiuto del prossimo, ministrando i 

Sagramenti indifferentemente a tutti ed essendosegli attaccata la pestilenza ne restò sano mercé 

l'intercessione di quella gloriosa Vergine. M'appena guarito coi buboni per anco aperti, si diè di 

nuovo al caritativo esercizio di soccorrere i poveri appestati, portandosi per tal'effetto sul Monte 

di Posilipo, in dove per la mancanza de Parochi e Sacerdoti morivano que' poveri villani privi di 

ogni aiuto spirituale e temporale. 

 E qui non voglio preterire di registrare a gloria della Vergine SS. e di questo suo Servo 

ciocché successegli nel tempo che passò dal suo convento di S. Domenico alla sudetta Montagna. 

Stava egli così debole e fiacco che non si fidò di fare a piedi sì lungo viaggio: andò dunque la 

prima sera a posarse in casa del Razionale della Reggia Camera, suo fratello cuglino dell'istessa 

casa d'Auria, portando seco in compagnia la sua amata stuatua della Beatissima Vergine. Ma 

essendovi venuto in detta casa un certo medico per visitare non so chi infermo, domandò quello 
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se quella statua era stata in sua cella in tempo che avea avuto la peste, ed inteso che sìsi protestò 

con tutti che se non volevano morire appestati levassero via quella statua, ch'era contagiosa, dalle 

loro stanze ed in una disabitata la riponessero. Si ubidì al medico ed il Servo di Dio non 

sapendosi distaccare dalla compagnia della sua Gran Protettrice andò a quella stanza ad orare, ed 

ecco vidde la di lei faccia tutta sdegnata. Di che spaventato, cominciò con timore e lagrime a 

supplicarla volesse dirli la causa di quella mutazione e la Vergine si degnò rispondergli esser la 

poca fede e riverenza con che l'aveano come appestata quasicché discacciata da quella casa e gli 

soggiunse che il Medico, causa di questo poco rispetto, ne pagarebbe in breve la pena, perché 

morirebbe lui di peste con tutta la sua famiglia. Lo disse con la sua solita semplicità e schietezza 

di parlare Fra' Andrea al Medico, il quale, intimorito pregollo a placarla con le sue orazioni. Ma 

in vano, perché ad esempio degl'altri si ebbe ad esseguire la sentenza datagli dalla Vergine 

morendo egli di peste con tutta la sua famiglia. 
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ILLUSTRATIONS 

 
Figure 1. Modern Plan of San Domenico Maggiore. (Modified from the original version found 
in: Salerno, Luigi. La Basilica di S. Domenico Maggiore in Napoli. Napoli: Tip. Laurenziana, 
1977. p. 99.) 



 

161 

 
Figure 2. List of chapels corresponding with Plan (Figure 1). 
 

1. Cappella Carafa di Santa Severina (San Martino) 
2. Cappella Brancaccio (Santa Maria Maddalena) 
3. Cappella degli Affreschi (Brancaccio, San Andrea, San Raimondo) 
4. Cappella Capece (del Crocefisso) 
5. Cappella di Sant'Antonio Abate (San Carlo Borromeo) 
6. Cappella di Santa Caterina da Siena 
7. Cappellone del Crocifisso- vestibule, a) Cappella di Santa Rosa 

 b) Cappella della Natività 
8. Cappella d'Aquino (Santa Maria della Pietà) 
9. Sacrestia 
10. Sala del Tesoro 
11. Cappella di San Giacinto 
12. Vestibule a) Cappella di San Domenico b) Cappella Petrucci (Madonna delle Grazie) 
13. Cappella dell'Angelo Custode 
14. Cappella di San Domenico in Soriano 
15. Apse 
16. Cappella Guevara di Bovino (under Altar) 
17. Cappella del Rosario (San Lorenzo) 
18. Cappella di Santo Stefano (dell'Immacolata) 
19. Cappella Blanch (di San Vincenzo) 
20. Cappella Spinelli (Annunziata) a) Cappella di San Girolamo (de’ Ricci) 
21. Cappella della Madonna della Neve 
22. Cappella di Santa Caterina d'Alessandria 
23. Cappella di San Bartolomeo 
24. Cappella di San Nicola 
25. Cappella di San Giovanni Battista 
26. Cappella di San Giovanni Evangelista 
27. Cappella della Madonna di Zi' Andrea (de Franchis) 
28. Cappella Muscettola (San Giuseppe) 

 

https://it.wikipedia.org/wiki/Cappella_degli_affreschi_(San_Domenico_Maggiore)
https://it.wikipedia.org/wiki/Cappellone_del_Crocifisso
https://it.wikipedia.org/wiki/Sacrestia_di_San_Domenico_Maggiore
https://it.wikipedia.org/wiki/Sala_del_Tesoro_di_San_Domenico_Maggiore
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Figure 3. Modern Plan of Convent Complex with labeled sites of interest. (Modified from the 
original version found in: Foglia, Orsola. “Il Complesso di San Domenico Maggiore.” Paparo 
Edizioni, 2002. PolisMusea: Catalogo Mostra.)  
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Figure 4. Roberto D’Oderisio, La Madonna dell’Umità (Mater Omnium). c. 1350. Naples, 
Museo di Capodimonte. (Photo courtesy of the Museo di Capodimonte.) 
 

 
Figure 5. Artist Unknown, Miraculous Crucifix associated with Thomas Aquinas, seen in his 
cell. Early Duecento. (Photograph taken by author. Used with permission from the Ministero dei 
Beni e delle Attività Culturali e del Turismo.) 
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Figure 6. The Chapel of the Crucifix (Cappellone del Crocefisso) seen with copy of Miraculous 
Crucifix associated with Thomas Aquinas at the altar. (Photograph from: De Divitiis, Bianca. 
Architettura e comittenza nella Napoli del Quattrocento. Venice: Marsilio, 2007. p. 143.) 
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Figure 7. School of Tino da Camaino, Tombs of Tommaso and Cristofaro d’Aquino. Late 
Trecento. (Photograph taken by author. Used with permission from the Ministero dei Beni e delle 
Attività Culturali e del Turismo.) 
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Figure 8. School of Tino da Camaino, Tomb of Giovanna d’Aquino. c. 1350. (Photograph taken 
by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
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Figure 9. Pietro Cavallini, Crucifixion with Dominicans. 1308. (Photograph taken by author. 
Used with permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 10. Cappella degli Affreschi (also Figure 1: 3). (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 11. Unknown Artist, Saint Dominic. c.1290. Tempera on Wood. 63 by 190 cm. 
(Photograph taken by author. Used with permission from the Ministero dei Beni e delle Attività 
Culturali e del Turismo.) 
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Figure 12. Cell of Thomas Aquinas. (Photograph taken by author. Used with permission from the 
Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 13. Corridor of cloister with cell of Thomas Aquinas to the right. (Photograph taken by 
author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
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Figure 14. Composite of images from the interior of the cell of Thomas Aquinas. Miraculous 
Crucifix, Portrait by Solimena, Reliquary with humerus, Silver bust, prayer books. (Photograph 
taken by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e 
del Turismo.) 
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Figure 15. Giovanni da Taranto, Saint Dominic. 1305. (Photo courtesy of the Museo di 
Capodimonte.) 
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Figure 16. Att. Agnolo Agnello Fiore, Altar of San Girolamo de’ Ricci. Late 15th C. (Photograph 
taken by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e 
del Turismo.) 
 

 
Figure 17. (left to right) Altar of San Girolamo de’ Ricci and Cappella Spinelli (Annunziata). 
(Photograph taken by author. Used with permission from the Ministero dei Beni e delle Attività 
Culturali e del Turismo.) 
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Figure 18. Att. Giovanni Merliano da Nola, Altar of San Girolamo dei Donnorso. Early 16th C. 
(Photograph taken by author. Used with permission from the Ministero dei Beni e delle Attività 
Culturali e del Turismo.) 
 

 
Figure 19. Chapel of Saint Dominic in Soriano. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 20. Monumental staircase and Petrucci portal. (Photograph taken by author.) 
 

 
Figure 21. Aragonese sarcophagi in the Sacristy. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 22. Chapel of Saint Dominic. (Photograph taken by author. Used with permission from 
the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 23. Row of Confessionals. (Photograph taken by author. Used with permission from the 
Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 24. Detail of marble inlay dog reminiscent of Agnus Dei. (Photograph taken by author. 
Used with permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 25. Detail of Candlestick. (Photograph taken by author. Used with permission from the 
Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 26. Pacecco de Rosa, Madonna del Rosario e San Carlo Borromeo. 1640. (Photograph 
taken by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e 
del Turismo.) 
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Figure 27. The Madonna di Pompei.  
 

 
Figure 28. Luca Giordano, La Madonna del Rosario. 1657. Museo di Capodimonte. (Photo 
courtesy of the Museo di Capodimonte.) 
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Figure 29. Michelangelo Merisi da Caravaggio, Madonna del Rosario. 1607. Vienna. (Photo 
courtesy of the Kunsthistorisches Museum.) 
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Figure 30. Michelangelo Merisi da Caravaggio, Le Sette Opere di Misericordia. 1606. (Photo 
courtesy of Pio Monte della Misericordia.) 
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Figure 31. Michelangelo Merisi da Caravaggio, Flagellazione. 1607. (Photo courtesy of the 
Museo di Capodimonte.) 
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Figure 32. Att. Bassano School, Rosary Procession. Late 16th Century. (Photograph taken by 
author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
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Figure 33. Chapel of the Madonna “di Zi’ Andrea” of the Rosary. (Photograph taken by author. 
Used with permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 34. Pietro Ceraso, Madonna del Rosario “di Zi’ Andrea.” Late 17th C. (Photograph taken 
by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
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Figure 35. Maestro delle Tempere Francescane, La Madonna dell’Umiltà. c.1350. (Photo 
courtesy of the Museo di Capodimonte.) 
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Figure 36. Unknown Artist and Michele Ragolia, Beato Guido and Carlo della Gatta. c.1670. 
(Photograph taken by author. Used with permission from the Ministero dei Beni e delle Attività 
Culturali e del Turismo.) 
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Figure 37. Michele Ragolia, Ceiling fresco in Marramaldo Chapel. c.1670. (Photograph taken by 
author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
 

 
Figure 38. Att. Michele Ragolia, San Carlo Borromeo. Late 17th Century. (Photograph taken by 
author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
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Figure 39. Obelisk of The Immaculate Conception. Early 18th C. Piazza Gesù. (Photograph 
taken by author.) 
 
 

 
Figure 40. Guglia di San Domenico. Begun 1657. (Photograph taken by author.) 
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Figure 41. Luca Giordano, Patron Saints of Naples Adore the Crucifix. 1660. Museo di 
Capodimonte. (Photo courtesy of the Museo di Capodimonte.) 
 

 
Figure 42. Fabrizio Santafede, Madonna of the Rosary. Early 17th C. Chiesa del Gesù. 
(Photograph taken by author. Used with permission from the Ministero dei Beni e delle Attività 
Culturali e del Turismo.) 
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Figure 43. Fabrizio Santafede, The Virgin of the Rosary. After 1619. (Photograph taken by 
author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
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Figure 44. Michele Ragolia, Chapterhouse. c. 1680. View from entrance. (Photograph taken by 
author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
 

 
Figure 45. Michele Ragolia, Chapterhouse. c. 1680. View from Calvary fresco. (Photograph 
taken by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e 
del Turismo.) 
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Figure 46. Michele Ragolia, Calvary. (Photograph taken by author. Used with permission from 
the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 47. Michele Ragolia, Agony in the Garden. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 48. Michele Ragolia, Scourging at the Pillar. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 49. Michele Ragolia, Crowning with Thorns. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 50. Michele Ragolia, Carrying of the Cross. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 51. Michele Ragolia, Coronation of Mary and Finding of Jesus in the Temple shown 
above Saint Dominic and Saint Thomas Aquinas, respectively. (Photograph taken by author. 
Used with permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 52. Michele Ragolia, Resurrection. (Photograph taken by author. Used with permission 
from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 53. Michele Ragolia, Ascension. (Photograph taken by author. Used with permission from 
the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 54. Michele Ragolia, Pentecost. (Photograph taken by author. Used with permission from 
the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 55. Michele Ragolia, Assumption of Mary. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 56. Michele Ragolia, Coronation of Mary above Saint Dominic. (Photograph taken by 
author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
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Figure 57. Michele Ragolia, Annunciation. (Photograph taken by author. Used with permission 
from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 58. Michele Ragolia, Visitation. (Photograph taken by author. Used with permission from 
the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 59. Michele Ragolia, Nativity. (Photograph taken by author. Used with permission from 
the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 60. Michele Ragolia, Presentation in the Temple (Circumcision). (Photograph taken by 
author. Used with permission from the Ministero dei Beni e delle Attività Culturali e del 
Turismo.) 
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Figure 61. Michele Ragolia, Finding of Jesus in the Temple above Saint Thomas Aquinas. 
(Photograph taken by author. Used with permission from the Ministero dei Beni e delle Attività 
Culturali e del Turismo.) 
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Figure 62. Giovan Girolamo Capece, Crocefisso. Mid 16th C. (Photograph taken by author. Used 
with permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 63. Michele Ragolia, Annunciation, Carrying the Cross, and Resurrection. (Photograph 
taken by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e 
del Turismo.) 
 

 
Figure 64. Michele Ragolia, Visitation, Crowning with Thorns, and Ascension. (Photograph 
taken by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e 
del Turismo.) 
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Figure 65. Michele Ragolia, Nativity, Scourging, and Pentecost. (Photograph taken by author. 
Used with permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 66. Michele Ragolia, Presentation, Agony in the Garden, and Assumption. (Photograph 
taken by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e 
del Turismo.) 
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Figure 67. Sacristy interior seen from above altar. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 68. Francesco Solimena, Trionfo della Fede ad Opera dei Domenicani. 1707. (Photograph 
taken by author. Used with permission from the Ministero dei Beni e delle Attività Culturali e 
del Turismo.) 
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Figure 69. Francesco Solimena, Trionfo (detail). (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 70. Francesco Solimena. Trionfo (detail). (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 71. Francesco Solimena, Trionfo (detail). (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 72. Girolamo D’Auria, Saint John the Baptist. Early 17th C. (Photograph taken by author. 
Used with permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
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Figure 73. Francesco Cosenza, Wisdom. Late 18th C. (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo.) 
 

 
Figure 74. Francesco Solimena. Trionfo (detail). (Photograph taken by author. Used with 
permission from the Ministero dei Beni e delle Attività Culturali e del Turismo).
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