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ABSTRACT 
 

The bronze portrait medal of Cardinal Andrea della Valle (1463-1534), commissioned in 

honor of the cardinal’s selection by Pope Clement VII (r.1523-1534) to open the porta santa, or 

Holy Door of Santa Maria Maggiore in Rome and thereby initiating the Jubilee Year of 1525, is 

the earliest example of a Jubilee medal produced for a cardinal. Nevertheless, the della Valle 

medal has received little scholarly attention. It has escaped notice that Cardinal della Valle’s 

small sculpture marks an important moment in cardinal medallic patronage, as it was executed 

simultaneously to the first papal medal commemorating the Jubilee, commissioned by Pope 

Clement VII. I posit that della Valle recognized that his role in the Jubilee ceremonies as akin to 

that of the Pope, and commissioned a politically charged work aimed at portraying himself as a 

prime papal candidate.  

To support this thesis, I first consider della Valle’s choice to commission a medal against 

the backdrop of his family history and collecting habits, viewing it as a manifestation of a long-

standing effort on the part of the della Valle to ascend the social ranks of Rome through 

promotion by visual means. Contextualizing the medal against that backdrop suggests that the 

object functioned as propaganda to some degree. Then, I analyze the medal’s iconography 

against others commissioned by Renaissance cardinals, specifically the extensive collection now 

housed in the British Museum, showing both similarities and significant differences in both 

imagery and use of text, demonstrating that Cardinal della Valle’s medal surpassed his 

contemporaries. Finally, I affirm the medal’s place as the first Jubilee medal executed by a 
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cardinal, and consider the medal’s concurrent execution with the first papal Jubilee medal as 

further significance at pontifical implications.  

This study represents the first evaluation of the medal in over sixty years and will assert it 

as a means of self-promotion by an ambitious cinquecento cardinal. As such, the thesis holds 

broad significance not only for advancing understanding of the cardinal’s patronage but, more 

broadly for augmenting our appreciation of a class of medals largely overlooked by scholars, 

those commissioned by Renaissance cardinals.  
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DEDICATION 

This thesis is dedicated to Cardinal Andrea della Valle, because he would have wanted it 

that way.  
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CHAPTER 1 
INTRODUCTION 

 

The bronze portrait medal of Cardinal Andrea della Valle (d.1463-1534) (Figure 1) was 

commissioned following the selection of the cardinal by Pope Clement VII (r.1523-1534) to 

open the porta santa (holy door) of Santa Maria Maggiore in Rome to initiate the Jubilee Year of 

1525. The Jubilee was, and continues to be, a year specifically designated for the remission of 

sin, through the release of the plenary indulgence by ceremonial rites performed by the Pope and 

elite members of the Church, and is marked by mass pilgrimage to Rome.1 The della Valle medal 

is the earliest example of a medal commissioned by a cardinal to commemorate his participation 

in the Jubilee ceremonies.2 Nevertheless, the sculpture has received little scholarly attention 

outside of specialist catalogues. Further, while Della Valle was an important leader within the 

early cinquecento cardinalate, the full range of his artistic patronage, and the political 

implications thereof, has been largely overlooked by prior scholars.  

Cardinal Andrea della Valle was the eldest of two sons born to Girolama and Filippo di 

Paolo, doctor to Pope Alexander VI (r.1492-1503) (see Table 2, List of Renaissance Popes). 

Somewhat surprisingly, Andrea joined the Church in 1483, rather than following the trade of his 

father, as was customary for first-born sons.3 Andrea rose quickly in the Church hierarchy after 

being made Bishop of Crotone in 1496.4 In that same year, he was appointed cubiculario, 

personal assistant, to Pope Alexander VI. As further evidence of della Valle’s success, during the 

Jubilee of 1500, under Alexander VI, he was appointed to deposit the Holy Spear in the ciborium 

in St. Peters. Under Pope Julius II (r. 1503-1513), della Valle was appointed apostolic secretary.5 
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Aligning with the Medici, Andrea della Valle was elevated to the cardinalate in 1517 by Leo X 

(r. 1513-1521).6 He was one of thirty-seven elevated to that status on July 1, 1517. Apparently, 

the majority were of questionable character, yet Andrea was considered one of the few wise 

choices, as he was “known for his prudence” and oversaw the papal chancery for several years.7  

Cardinal della Valle participated in several conclaves and, in both 1521 and 1523, his name was 

advanced as a papal candidate.8 The highlight of his career was his selection, during the Jubilee 

Year of 1525, to open the porta santa at Santa Maria Maggiore.9 Della Valle died in 1536, 

leaving his estate to his nephew, and was buried in his family chapel in the church of S. Maria in 

Aracoeli.10 

In this thesis, I argue that Cardinal Andrea della Valle’s unprecedented commission of a 

medal to commemorate his significant role in the Jubilee of 1525 also signified his desire to 

become pope. To demonstrate this, I begin by contextualizing the medal with the cardinal’s 

biography and positing that the sculpture functioned to visually align him with papal 

prerogatives, as did his sculpture garden and collection of antiquities.11 Then I compare the 

medal’s iconography to others commissioned by Renaissance cardinals currently held in the 

collections of the British Museum showing that, via his medal, Cardinal della Valle aimed to go 

beyond those typically commissioned by his peers. Rather, della Valles’s medal emulated papal 

medals cast during the first year of a pope’s rule. Finally, I will look at the Jubilee of 1525, 

contextualizing the medal in relation to the event it commemorates and its simultaneous 

appearance alongside the first papal Jubilee medal commissioned by Clement VII. This study 

holds significance not only for advancing study of the cardinal’s patronage but, more broadly, for 

enhancing our understanding of a class of medals largely overlooked by scholars, those 

commissioned by Renaissance cardinals. 
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 The artist Pisanello (1395-1455) created what is considered the first Renaissance portrait 

medal in 1438 to memorialize the visit of Greek Emperor John VIII Palaeologus to the Council 

of Florence (1438-1439). The medium quickly gained popularity as well as a standard format: an 

obverse with a portrait, usually in profile, and a reverse with an iconographic image. Both sides 

usually featured surrounding text in Latin. Medals were most often commissioned around 

significant events to insure the sitter’s legacy. This commemorative function distinguishes the 

Renaissance medal from its antique inspiration, ancient Roman coins, by removing the monetary 

utility. These small, portable sculptures were produced in multiples, and were laid in foundations 

of newly built structures, and passed out to associates and friends of the patron.12  

Scholarship surrounding Renaissance medals began with evaluations of private 

collections. Alfred Armand completed a comprehensive study of Renaissance medals in 1883, 

followed by Sir George Hill’s evaluation of Italian medals before Cellini (1930), a fundamental 

study in the field.13 Interest in the study of the Renaissance portrait medal has seen an increase in 

recent years, including the publication of the catalogue Currency of Fame (1994), edited by 

Stephen K Scher, and Graham Pollard’s catalogue of medals at the National Gallery of Art in 

2007.14 The Metropolitan Museum of Art’s 2012 exhibition, Renaissance Portrait from 

Donatello to Bellini, featured a range of media, with bronze portrait medals featuring 

prominently.15  

To my knowledge, there are seven casts of the della Valle medal in existence. These 

include four bronze casts in the following locations: at the National Gallery of Art in Washington 

D.C.; The British Museum in London; the Civici Musei in Brescia; The Museo Arqueologico 

Nacional in Madrid; and the Palazzo dei Musei in Modena; a lead after cast is also in London. 

Two more casts sold recently at private auction - one bronze and one lead.16 For the purposes of 
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this study, I will concentrate on the cast bronze example at the National Gallery of Art in 

Washington, D.C. (Figure 1), as it has the highest quality images available. It is also the example 

that I have viewed in person.17  

The sculpture, created by an unidentified artist, measures thirty-nine millimeters in 

diameter with positive relief images on both sides.  The obverse depicts a left facing profile of 

the cardinal, surrounded by a Latin inscription identifying the subject as, “ANDREAS CAR DE 

VALLE AR ANNO IVBILEI.” This translates as, “Andrea, Cardinal della Valle, Archpresbyter, 

in the year of the Jubilee.” A bead border encircles the perimeter. The medal reverse features a 

standing female figure at center, identified as a personification of Faith, pointing upwards. To the 

left, the porta santa, incised with a cross, is surmounted by a cherub’s head. At right, a vase sits 

atop a clothed-draped table. The Latin text in the surround translates, “PORTA AVRE[a) FIDES 

PVBLICA,” translated to, “Golden Door, Public Faith.” Text beneath, in the exergue, reads, 

“CONSECRACIO” or “Consecration.” 

Existing scholarly analyses of the della Valle medal are largely limited to brief catalogue 

entries. All heavily rely on an evaluation by Alfred Armand (1883) in which the author 

suggested that the medal commemorated Della Valle’s participation in the 1525 Jubilee. 18 

George Hill (1931) dated the medal to the mid sixteenth century and identified it as a 

commemorative object produced after Cardinal della Valle’s death.19 Hill offered no explanation 

for the later date, other than that the rough quality of the cast he viewed “forbid” him from 

ascribing 1525 as the true date.20 In Le medaglie degli anni santi (1950), the first evaluation of 

the medals of the Jubilee, Giulio Berni posited that Cardinal della Valle’s medal initiated the 

cardinal Jubilee medal tradition, but did not consider the political implications of that distinction 

or the significance of the iconography past its commemorative function.21 The most recent 
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publication of the medal, by Graham Pollard et al. for the National Gallery in Washington D.C. 

(2007) remains dependent on earlier scholarship, offering no new critical insights or 

contextualization of the imagery and features.22  

The medal, at its most basic level, is a small portable sculpture. When analyzing any 

sculpture, evaluation of subject matter is critical. But literature dedicated to medals 

commissioned specifically for the Jubilee remains limited. Herbert Thurston (1931) discussed the 

tradition of the Jubilee medal and the origins of the typical reverse, an image of the pope 

unwalling the porta santa.23 He focused primarily on later papal medals evidencing the 

ceremonial existence of the Holy Door and was minimally interested in the artistic merits or 

function of the medals. Mario Traina published a series of articles in the Italian journal La 

numismatica (1975) discussing medals of the Jubilee, and considered della Valle’s medal during 

a discourse on Clement VII’s Jubilee.24 Traina claimed that, while the della Valle medal was 

previously thought to be the first example of a cardinal Jubilee medal, two earlier French 

examples survive – those dedicated to Carlo di Bourbon (1475) and George d’Amboise (1500).25 

As will be discussed in Chapter 3, those assertions are problematic for numerous reasons.  

Many questions remain to be answered regarding the origins and function of Cardinal 

della Valle’s medal. One might ask, how does the medal iconography correlate to della Valle’s 

personal life? In what ways does the della Valle medal follow iconographic traditions set forth 

by previous cardinals, in what ways does it differ, and what do these differences signify? How 

does the della Valle medal correspond to Clement VII’s Jubilee medal executed to commemorate 

the same event? What does it mean that the first two Jubilee medals, one produced for the Pope 

and the other for a cardinal, appeared simultaneously? Taking this into consideration, it seems 

the medal is due for a thorough reassessment.  
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In this thesis, I address the medal via three interrelated chapters. Chapter Two will 

consider the medal in relation to della Valle’s biography and activities as a collector, suggesting 

that the commission was part of a larger familial effort to promote the family fortunes. The 

consideration of the della Valle medal in relation to the Cardinal’s biography and activities as a 

collector in Chapter Two offers a context for better understanding the meaning and function of 

the object. I also consider the cardinal’s longstanding interest in antiquity, and suggest that his 

collecting of ancient Roman antiquities and coins informed the medal iconography.  

In Chapter Three, I consider the medal in relation to others commissioned by cardinals, 

an effort that reveals the full iconographic and propagandistic value of the image. Considering 

Andrea della Valle’s medal in relation to earlier cardinal medals also offers the opportunity to 

open the discussion of the medallic patronage of the cardinalate in a way that has not previously 

been attempted. To date, I have found no scholarship solely dedicated to the study of medals 

specifically commissioned by cardinals during the fifteenth and sixteenth centuries. The lack of 

scholastic attention certainly does not stem from a lack of examples. In order to form a corpus of 

comparanda, I have compiled a database (Table 1, Cardinal Medals held at the British Museum) 

of Cardinal medals based on those found in the British Museum’s excellent collection, which is 

made available online.26 This information offers the basis for systematic consideration of the 

della Valle medal in relation to other examples.  Many of the medals found in the British 

Museum collections, as we shall see, represent cardinals who, like della Valle, had papal 

aspirations. 

In Chapter Four, I assess the medal demonstrating that della Valle capitalized on a unique 

opportunity of self-promotion by commemorating the ceremonial honor of opening the porta 

santa. I begin by comparing the Cardinal’s medal to the two commissioned by Clement VII for 
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the same event, showing that the iconography suggests more than simple commemoration. The 

ceremonial rites performed during the Jubilee were reserved for the pope and those of the highest 

echelon within the Curial sphere. While the importance of crafting a public persona within the 

cinquecento College of Cardinals has been largely left overlooked in previous discussions of the 

medals, analyzing the Clement VII medals alongside the della Valle medal aids in highlighting 

the cardinal’s aspirations for the papal seat. Indeed, I suggest the iconography explicitly evoked 

ancient Roman imagery denoting successorship.  

Finally, in the Conclusion, I consider the broader implications of this study for the history 

of art. Not only does this thesis reestablish the Cardinal della Valle medal as the first Jubilee 

medal commissioned by a cardinal, it lays the groundwork for further study of cardinal medals, 

and perhaps offers an avenue at identifying cardinals with papal aspirations through medal 

iconography. The number of medals commissioned by cardinals present at the British Museum 

would suggest that the medium held significance within the Curia. This study will add to the 

paucity of attention that the field has acquired. Further, it will aid in bolstering the medal’s status 

within the sculptural field.  The portrait medal’s classification within the realm of sculpture has 

remained tenuous due factors such as diminutive size, exclusivity to the aristocracy, and 

relegation to the highly educated.  
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CHAPTER 2 
CRAFTING A PAPAL IDENTITY IN EARLY CINQUECENTO ROME 

 
As was noted in the Introduction, Cardinal della Valle’s medal commemorates, in both 

text and image, the honor of his selection to open the porta santa of Santa Maria Maggiore for 

the Jubilee of 1525. In this chapter, I consider della Valle’s choice to commission a medal 

against the backdrop of his family history and collecting habits, viewing it as a manifestation of a 

long-standing effort on the part of the della Valle to ascend the social ranks of Rome through 

visual means. I begin by evaluating the family history, tracing a tradition of self-promotion and 

collecting. Then, I survey Cardinal Andrea della Valle’s movements within the Church, along 

with the alliances he formed. This evaluation also reveals that Cardinal Andrea della Valle 

imitated papal examples in nearly every aspect of his life, laying the groundwork for 

appreciating the medal commission as a mode of self-promotion as a papal candidate. 

Since attention will center upon objects commissioned by a member of the Curia, a basic 

understanding of a cardinal’s role during the Renaissance is foundational.  A cardinal essentially 

is an ordained bishop who often assumes roles beyond diocesan service.1 Known collectively as 

the College of Cardinals, the largest responsibility of the cardinals is to elect the new pope 

during Conclave, while their more general duties include overseeing the daily operations of the 

Church and its holdings.2 However, cardinals of the Renaissance differed from contemporary 

ones in their secular status.  Often drawn from the wealthiest families in Europe, their rank in the 

secular world was equal to that of a prince.  The balance of power between the Curia and the 

pope relied heavily on guidelines of decorum set forth through both written text and ritual 
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display.3 In 1510 Paolo Cortesi published De Cardinalatu, a three-volume treatise instructing 

cardinals on the modes of living most conducive for exemplifying their station within the 

Church.4 For Cortesi, the cardinal represented the Roman senator to the pope’s Caesar, insofar as 

the cardinal maintained an oligarchic station.5 This meant that the cardinal held influence and 

power in the papal sphere, and was to be considered an active participant in crafting doctrine. In 

addition, as art historian Jennifer DeSilva argues, the model of behavior imposed upon cardinals 

through silent participation in ceremonial rites, including procession, under the pontificates of 

Julius II and Leo X enacted a courtly structure, akin to secular courts of the period.6 Tracing the 

motives resulting in the medal’s commission affirms these notions, evidencing the cardinal’s 

need to craft an air of excellence as a means of ascending the social and curial ranks.  

The della Valle Family History  

Unlike many Roman aristocratic families who claimed histories that stretched into 

antiquity, the della Valle family settled in Rome only in the mid-thirteenth century.7 This is 

confirmed by the family history, first compiled by Carlo Cartari for Senor Abbot Nicolo 

Francesco della Valle in 1673.8 Not of noble heritage, the della Valle were classified as 

populares – members of a rising class. In an attempt to bolster their genealogical tree, the della 

Valle made shrewd marriage choices.  Andrea’s grandfather, Paolo (d.1440) was named Count 

Palatine by Sigismund of Luxembourg in 1433, and also married a woman from a noble family. 

Paolo made calculated efforts to ensure the continued elevation of the family name, particularly 

via association with the papal court.9  Paolo della Valle served as the court doctor to Antipope 

Alexander V (r. 1409-1410) and Pope Martin V (r.1417-1431). Paolo also required that each of 

his children acquire law degrees to ensure their mastery of Latin and Greek.10  
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Paolo della Valle and his brother also abandoned their old neighborhood near the Forum 

of Trajan and acquired a large swath of land located along the Via Papalis (Figure 2, no. 38).11 

The new location had several advantages over their previous dwelling. The neighborhood was 

top choice among some of Rome’s oldest and most powerful families, many of whom produced 

cardinals. These included the Carafa (Figure 2, no. 11). Some of the more illustrious families that 

resided there even produced popes, including the Piccolomini (Francesco Todeschini 

Piccolomini later Pius II d. 1503) (Figure 2, no. 26) and the Medici (Figure 2, no 23).12 As the 

“road of the Pope,” the Via Papalis connected principle sacred and secular locations of Rome. It 

was also the route used during the possesso, the ceremonial processing of the new pope. During 

the possesso the pope moved from the Lateran – the cathedral of Rome – along the Via Papalis, 

to St. Peters Basilica. As such, to live on the street was a privilege.13 The location of the Della 

Valle palazzo meant that the family occupied a prime position; during the possesso of Leo X, 

Andrea della Valle erected one of the most spectacular triumphal arches in honor of the event, 

decorated with large antique sculpture from the family collection. This is important to consider, 

because it shows that della Valle specifically used his collection as a means of propaganda, and 

helps our understanding of the medal’s propagandistic potential.  

Palazzo, Collection, and the Construction of Visual Identity 

Andrea della Valle continued the family tradition for augmenting their position within 

Roman society. As a part of that effort, prior to his appointment to the Cardinalate in 1517, 

Andrea specifically modified the family palazzo to house a monumental collection of 

antiquities.14 The palazzo was divided into three sections: the Palazzo di Cantone, the Palazzo di 

Mezzo, and the Palazzo di Giove (Figure 3). Though these were separate residences, a 

colonnaded portico unified the façade facing the Via Papilis.15 Andrea and his brother, 
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Bartolomeo, resided in the Palazzo di Mezzo, while members of two separate braches of the 

family resided in the Palazzo di Cantone and Giove. A large collection of antiquities that 

predated Andrea’s birth was also divided among the three branches. Indeed, the della Valle 

family possessed one of the most impressive collections of ancient sculpture in Rome.16 As 

Giorgio Vasari notes, Andrea della Valle continued the family tradition of collecting with 

vehement zeal.17 Vasari offered a rave review of the site in his Lives of the Artists (1550) stating, 

“that it is as if all of the treasures of Rome are all in one place.”18 

The massive collection of ancient sculpture in the cinquecento was a noble and 

particularly papal pursuit. Kathleen Wren Christian explains that Andrea della Valle compiled 

and curated one of the most impressive sculpture gardens in Renaissance Rome, second only to 

those of the popes, housed at the Belvedere.19 Della Valle’s Palazzo di Mezzo featured an open-

air cortile that held over one hundred sculptures and inscriptions (Figure 4). Andrea’s father 

Filippo collected many of the inscriptions found hanging within the cortile. Filippo served as the 

court doctor for Pope Sixtus IV, who amassed the beginnings of the papal Belvedere collections. 

Andrea della Valle’s sculpture garden was, like that of other wealthy elites and cardinals, and the 

popes, designed to demonstrate the collector’s knowledge of antiquity.   

The della Valle collection was dispersed in 1584 when it was sold en masse to the 

Medici. An inventory of the collection contents, compiled by Giovanni da Tolentino in 1490, 

offers a glimpse of some of the more prominent works housed in the cortile; however, da 

Tolentino’s report contains distortions of fact.20 Richard Schofield analyzed the accuracy of da 

Tolentino’s accounts noting that the inaccuracies mainly stem from da Tolentino’s misuse of 

primary sources, such as Livy. For instance, da Tolentino remarks that the statues of Pan in the 

collection were gilded. Schofield suggests that da Tolentino may have seen gilded copies 
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elsewhere, and substituted their description to enliven and aggrandize the narrative.21 The 

collection was reconstructed by Adolf Michaelis in 1886.22 In order to identify the location and 

identification of the statues within the cortile, Michaelis utilized the sketchbook of Dutch artist, 

Maarten van Heemskerck (1498-1574) (Figure 4). The collection featured over 200 antiquities, 

including ancient Roman inscriptions, an ancient Roman calendar, columns carved into figures 

of Pan.23 While Michaelis catalogues the collection of antique sculpture, he does not assess 

works commissioned by Andrea, or items held within his studiolo, or study.24  

Noting the ideological import of the della Valle collection, Kathleen Wren Christian 

posits that Cardinal della Valle was the first cardinal to implement a similar schema to that 

exercised in the papal collections. The Della Valle garden’s encrustation of antiqua caught the 

eye of many artists, including those in papal employ – most notably Raphael (1483-1520). 

Raphael was tasked with cataloguing all the antiquities within Rome by Pope Leo X, and no 

doubt went to della Valle’s cortile. It is possible, as well, that a member of Raphael’s retinue had 

designed the cortile’s layout of sculptural niches and inscriptions.25 Della Valle’s proximity to 

artists in papal employ, such as Raphael, granted him access to knowledge of the iconographic 

aims of the pontificate.  

Of particular interest to the study of the della Valle medal is the fact that the Cardinal 

also possessed a collection of ancient coins, which would have been held in his studiolo.26 This 

aspect of della Valle’s collecting has previously received very little consideration.27 But, primary 

sources affirm the collection did exist.. In the Antiquitates Urbis, published in 1543, Andrea 

Fulvio mentions beholding ancient coins owned by Cardinal della Valle.28  Similarly, Gabriel 

Symeoni visited the palazzo (c.1535) shortly after the estate had passed to Andrea’s nephew, 

Bruto, and reported being given a silver medal of Pompey the Great for deciphering ancient 
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inscriptions within the cortile.29 Collecting ancient numismatics was a pursuit that, like the 

collecting of large-scale antiquities, aligned Cardinal della Valle with the intellectual elite in 

Rome, including other cardinals and the papacy. The importance of collecting Roman coins in 

the Renaissance has been evaluated most thoroughly by John Cunnally in his dissertation and 

later publications.30 Most pertinent to this discussion is the assessment of the ancient coin 

collections of Cardinal Pietro Barbo, later Pope Paul II (r. 1464-1471).31 Cunnally suggests that 

the collecting of ancient coins had become so pervasive among Renaissance humanists that 

knowledge or trade allowed lovers of antiquity to easily identify each other.32 He also argues that 

Renaissance collectors believed the coins also preserved the virtu, the innate ability to rule, of 

the depicted.33 

 In all likelihood, the iconography of Cardinal della Valle’s medal was influenced by 

objects within his own collection, including large-scale sculptures, inscriptions, and coins. The 

figure of Faith on the reverse of the della Valle medal, for instance, bears a striking resemblance 

to a coin minted under Hadrian depicting Sabina on obverse, and a figure identified as Queen 

Juno (Figure 5).34 While we can only conjecture, one can imagine Cardinal della Valle keeping a 

cast of his medal within a cabinet alongside ancient coins, or other Renaissance medals, and how 

delighted he might have been should the object he commissioned be mistaken for an antique.35  

Cortesi discusses the ideal palazzo of a cardinal in the third volume of De Cardinalatu.36 

In it he discusses the advantages the palazzo can afford the cardinal, including projecting 

magnificence.37 Wren Christian discusses the use of the courtyard as a venue for Cardinal della 

Valle to host influential nobles, humanists, and artists.38 The inscriptions lining the cortile 

announced the garden’s use for scholarship, and invited all who passed to enter the cortile and 

wander through garden, observing the antiquities. However, the garden was, in fact, a highly-
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restricted space, reserved only for those invited. Thus, della Valle could attract a sphere of 

influence through the display of his collection.  With this, della Valle embodied the concept of 

the senatorial cardinal delineated in Cortesi’s De Cardinalatu, all while subjecting to the courtly 

model. For Cortesi, each cardinal would assume the role of advisor to the pope and would hold a 

fair amount of power, in both sacred and secular realms.39 Conversely, de Grassi’s ceremonial 

performances actively combatted these attempts, asserting a courtly model that mirrored the 

secular world, where powerful families flattered an absolute monarch.40 At the time of 

commission, the court mode would have benefitted della Valle, as he was a powerful member of 

the Church, even before entering the cardinalate in 1517.41 The use of della Valle’s palazzo as a 

nexus of learning ultimately lead to its status as the earliest site to adopt the papal model set forth 

by the Belvedere collection.42 The location afforded the collection high visibility. This collection 

of ancient Roman statuary attracted important artists that were also employed by the papacy. 

From Paolo della Valle’s ennoblement in 1433, to the acquisition of a palazzo complex 

on arguably the most prominent street in Rome, the della Valle took calculated measures to align 

themselves with the elite of society. Andrea della Valle continued this campaign by 

reconstructing the palazzo and expanding the location amid some of the oldest and most 

prestigious families identified with the cardinalate. Further, he utilized his palazzo and garden to 

entertain humanists, artists, and travelers. While it could be hypothesized that della Valle truly 

wished to share his treasures of antiquity, he surely recognized the courtly advantages his large 

collection could facilitate. This was exemplified by his use of the collection to construct the large 

triumphal arch display during the possesso of his benefactor, Pope Leo X. Evaluation of della 

Valle’s networking within the Church further suggests his aspirations.  
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Alliances and Enemies 

Andrea della Valle’s elevation to the cardinalate in 1517 by Leo X (r. 1513-1521) was 

not without controversy. Leo X’s created thirty-one cardinals on July 1, 1517 in direct response 

to an assassination attempt on his life at the hands of Cardinal Alfonso Petrucci (1590-1517). 

The cardinals raised were those that Leo personally trusted. Ludwig Pastor, historian of the 

popes, notes that while many of Leo X’s appointees were considered questionable, Cardinal della 

Valle was seen in a slightly positive light, as he was considered prudent.43 Both Medici popes, 

Leo X and Clement VII (r. 1523-1534), entrusted Cardinal della Valle with important legal 

matters. Vatican records suggest that della Valle, along with three other cardinals, served as 

governor of Rome in 1522.44 In 1520, the Venetian ambassador, Marco Minio, described della 

Valle as amongst the “kingmakers” in the College of Cardinals.45  

Della Valle’s position is significant since the influence of the Curia had progressively 

waned since the late quattrocento. Initially, cardinals took an active role in forming policy and 

resolving issues within the Church; however, as the papacy expanded into what was to become 

the Papal States, cardinal responsibility shifted into a more ceremonial role.46 That is, unless one 

was within the coterie of the Pope. As a favorite of the two Medici popes, della Valle was 

counted as a trusted advisor; however, the Medici were not the most highly regarded pair.47  

While it is evident that Cardinal della Valle held great curial responsibility, conflicting 

accounts make evaluating his character difficult. Records show that his was put forth as a papal 

candidate in the conclave of 1521 but that he received no additional votes.48 During the conclave 

of 1523, Andrea initially acquired several votes, but as the proceedings continued, those 

declined. The Venetian historian Marino Sanuto, who posited the probability of each cardinal for 
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becoming the pope, noted that “there are a thousand reasons why it will not be” Cardinal della 

Valle.49  

Popular opinion of Andrea della Valle does not seem to have been wholly favorable. He 

was the subject of multiple pasquniate, satirical poems attached to the ancient Roman statue 

identified as Pasquino (Figure 6), in the Piazza Parione since 1501.  The posting of these poems 

was, ironically, initiated by Cardinal Oliviero Carafa (d.1431-1511), when he decorated the 

statue in honor of St. Mark’s feast day.50 Per historian Giovanni Cesareo, the pasquinate were 

posted anonymously on the statue.51 This hotbed for social commentary was a mere four-minute 

walk from the Palazzo della Valle according to today’s technology (Figure 7). One such 

pasqinate reads: 

XXXIV. Cardinal DELLA VALLE,  
Andrea Della Valle, a Roman, had many relatives, who Pasquino rubbed in their face: 
among others, a brother, Bartholomew; a nephew, the son of this man, Ottaviano, 
apostolic writer, a sister, Francesca, wife Battista del Bufalo and then to Thomas Cola, 
and another sister, Gismonda, married to Domenico Mattei.  
He had to be tall and fat of person, wherefore said by satirical poets sometimes elephant, 
at other times, even more graciously "slut".  
I cannot say if Gaius, who Pasquino wished to give to the conclavist, was the famous 
jeweler of that name or that "Johannem Jacobum de Gais clericum casalensem" apostolic 
writer, Count, noble, and papal knight.52 

 
This anonymous review was one of many left for cardinals; however, such denigrating comments 

as “slut” appear astounding. One can surmise this criticism stemmed from della Valle’s 

propensity for flattering those in power. Another pasquinate’s author accuses a plethora of 

cardinals participating in sexual activity with one another, remarking, “I’ve watched Andrea 

della Valle get behind Cardinal Franciotto Orsini.”53 Regardless of their veracity, these remarks 

could not have been well received by a man of Cardinal della Valle’s status. After all, he was the 

archpresbyter of Santa Maria Maggiore, a major papal basilica. He interacted with some of the 

most powerful men in Rome, and multiple popes relied on him in a variety of situations.  
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Patronage and Papal Iconography 

The portrait medal was not the only work in bronze commissioned by Andrea during the 

Jubilee year. Cardinal della Valle’s seal (Figures 8 & 9), produced in 1525, employed 

iconography traditionally reserved for papal patronage.54 The year of the seal’s execution is 

important, because seals were usually commissioned on the cardinal’s elevation. That Cardinal 

della Valle waited eight years following his elevation to the cardinal to commission this seal 

suggests that it held deep and timely significance. Discussion of the seal’s artistic qualities offers 

further evidence of della Valle’s close proximity to papal artists and, like his extensive collection 

of antiquities, suggests that this, too, was intended to promote his position within the Curia.  

Two examples of the seal are extant, one at the Ashmolean Museum in the United 

Kingdom (Figure 9), and another at the Museo Civici in Brescia, Italy.55 The seal has been 

ascribed to the goldsmith Lautizio da Perugia (d.1527).56 Cellini identifies Lautizio as the creator 

premiere of seals during his time in Rome, including those for the pope. The iconography 

imbedded in the seal signifies della Valle’s ultimate goals in the Church. Luigi Passerini states 

that della Valle is featured kneeling before the Virgin and Child, while his brother, Bartolomeo, 

appears nearby. It appears that the infant Christ is handing della Valle a folded piece of paper. 

The Holy Trinity is visible above; a highly-classicized St. Sebastian is at left; della Valle’s 

patron saint, the apostle Andrew, stands behind Andrea; and a bishop and the martyr of Priscia 

are also present.57 The inscription reads, “ANDREAS TT S PRISCAE PRES CAR DE VALLE,” 

translating to, “Andreas, title of St. Priscae, presbyter, Cardinal della Valle,” which closely 

repeats the medal’s text.  58  

Luigi Passerini erroneously states that the seal was commissioned between the years 

1518, the year della Valle attained the bishopric of Mileto, and 1527, the year Lautizio died. This 
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seems in keeping with the tradition set forth by previous cardinals of commissioning seals in a 

year of their elevation; however, Cardinal della Valle was not given the seat of Santa Prisca, 

noted in the inscription, until 1525.59 C. Drury Fortnum evaluated the same seal in 1886 and also 

attributed the work to Lautizio; unlike Passerini, however, he correctly dated the medal to 

1525.60 Fortnum also argues that it is St. Peter handing the key to the Christ Child, not della 

Valle. Importantly for our purposes, Fortnum notes the visual similarities between the seal and 

that of Giulio de Medici, later Pope Clement VII, which Lautizio executed in 1513 (Figure 10).61 

With della Valle’s reputation as a shameless flatterer, it is highly likely that the cardinal imitated 

the seal of Pope Leo X’s favored cousin and the future pope. 

The papal symbolism embedded within the seal is subtle, yet easily identifiable. I agree 

with Fortnum that it is most likely St. Peter, and not the cardinal, interacting with the Christ 

child, since della Valle was shown without a beard in his medal of the same year; however, the 

presence of St. Peter is significant. Per Scripture, Peter was the apostle that Christ selected as the 

foundation of the Church. He is considered the first Pope, and was later, according to some, 

martyred in Rome at the spot St. Peter’s Basilica currently fills. Behind the figural group stands a 

multi-domed, architectural structure with three arcades. This building looks strikingly similar to 

Bramante’s original designs for the new St. Peters Basilica (began in 1506) seen in the drawing 

now known as Uffizi 1-A (Figure 11). Similar fictive architecture was executed in the papal 

apartments by Raphael five years earlier (Figures 12 & 13). Della Valle would have had contact 

with these decorations, as he was serving as Julius II apostolic secretary at the time. Lautizio was 

a member of Raphael’s circle and had a connection with other papal artisans.62 Lautizio is also 

the posited artist of several earlier plaques (Figure 14) that feature the same inscription found on 

the seal, as well as on the outside of the Palazzo della Valle, and the medal (Figure 15). That the 
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medal and the seal, executed in the same year, bear the same inscription suggests, in my mind, an 

attempt at continuity of iconographic aims, with specifically papal undertones. Cardinal della 

Valle’s inclusion of his name across media further indicates his continuation of self-promotion.  

Conclusion 

  Cardinal della Valle’s rise in the Curia was due, in large part, to steps taken by previous 

generations of his family. While their efforts had set the stage for della Valle’s success within the 

College of Cardinals, the competition amongst powerful cardinals heightened the need for self-

promotion. Against this backdrop, the medal is one of many commissions aimed at casting 

Cardinal della Valle in a pontifical light, in an effort that seems designed to promote him as a 

candidate for that station. As with his use of his palazzo, collection of antiquities, his networking 

within the Church, and commission of a seal executed by an artisan with papal ties and in 

imitation of that of the Medici heir apparent, della Valle consciously carefully crafted a persona 

of authority, tradition, and alignment with papal prerogatives. 

  



 

 
 

22 

 

1 Johannes Baptist Sägmüller, s.v. "Cardinal," In The Catholic Encyclopedia accessed 28 Apr. 
2017, http://www.newadvent.org/cathen/03333b.htm.  
 
2 Sagmuller, “Cardinal,” http://www.newadvent.org/cathen/03333b.htm. 
 
3 Jennifer Mara DeSilva, "Appropriating Sacred Space: Private-Chapel Patronage and 
Institutional Identity in Sixteenth-Century Rome: The Case of the Office of Ceremonies," The 
Catholic Historical Review 97, no. 4 (2011): 154-158. 
	
4 DeSilva, “Senators or Courtiers,” 156. 
 
5 DeSilva, “Senators or Courtiers,” 159-161. 
   
6 DeSilva, “Senators or Courtiers,” 155. 
 
7 Becchetti, Un blasonario, 9. 
 
8 Carlo Cartari, Memorie della famiglia della Valle al signor abate Nicolo Francesco della Valle 
(Vatican Libraries no. 12545), 39 folios. 
 
9 Christian, "Instauratio,” 35-37. 
 
10 Christian, “Instauratio,” 36. 
  
11 Christian, “Instauratio,” 36. 
 
12 Christian, Empire, 256. 
 
13 Valeria Cafà, "The Via Papalis in Early Cinquecento Rome: A Contested Space between 
Roman Families and Curials," Urban History 37, no. 03 (2010): 434. 
 
14 Christian, “Instauratio,” 44.  
 
15 Christian, “Instauratio,” 37. 
 
16 Giorgio Vasari, "Lorenzo Lotto," in Lives of the Most Eminent Painters, Sculptors & 
Architects, trans. Gaston Duc Devere, vol. 5 (London: Phillip Lee Warner, 1912), 261-263. 
 
17 Vasari, “Lotto,” 261. 
 
18 Vasrai, “Lotto,” 263. 
  
19 Christian, “Instauratio”, 33. 

                                                



 

 
 

23 

                                                                                                                                                       

20 Richard Schofield, “Giovanni da Tolentino Goes to Rome : A Description of the Antiquities of 
Rome in 1490,” Journal of the Warburg and Courtauld Institutes 43 (1980): 246-48. 

21 Schofield, “Giovanni,” 250-258. 
 
22 Adolf Michaelis, "Römische Skizzenbücher Marten van Heemskercks und anderer nordischer 
Künstler des XVI Jahrhunderts," Jahrbuch des Kaiserlich Deutschen Archäologischen Instituts 6 
(1891): 218-238. Further surveys include: Rodolfo Lanciani, Storia degli scavi di Roma, 7 vols. 
(1902-1912; rev. ed. Rome, 1989-2002), 1: 165-168; and Christian Hülsen and Hermann Egger, 
Die römischen Skizzenbücher von Marten van Heemskerck im königlichen Kupferstichkabinettzu 
Berlin, 2 vols. (Berlin, 1913-1916), 2: 56-66. An inventory made in 1584 was published with 
minor differences by Aurelio Gotti, Le gallerie di Firenze (Florence, 1872), 76, 305-315; and 
idem, Documenti inediti per servire alla storia dei Musei d'Italia, 4 vols. (Florence and 
Rome,1878-1880), 4: 377-381.  
 
23 The collection was divided between different palazzi each inhabited by a different branch of 
the family, with Andrea’s inhabiting the largest – Palazzo di Mezzo. Later historians also 
catalogued the collection with minor difference in location of particular sculptures. This is 
mainly due to the use of sketches by other artists, such as Hollanda, completed at different times. 
It has been suggested that Andrea would rotate sculptures in order to keep the space a lively and 
stimulating space for artists and visitors. There was a large carved Roman calendar that was 
considered by many accounts to be the crown jewel, but is now lost. See Christian, Empire, 264. 
 
24 Michaelis, “Römische Skizzenbucher,” 220-238.  
 
25 Christian, “Instauratio,” 38-40. 
 
26 Wren Christian posits the existence of an extensive coin collection, but only in passing. See, 
Christian, “Instauratio,” 36. 
 
27 Kathleen Wren Christian has analyzed della Valle’s palazzo and collections extensively. Her 
most in-depth analysis traces the architectural history of the palazzo to recreate the plan as it 
stood in the early cinquecento and creation of the early collection. By recovering ancient Rome’s 
lost treasures della Valle spliced his family’s heritage with the lineage of the Capito Mundi in a 
very visual sense. Wren Christian posits that the design of the cortile aligned with both secular 
and sacred prerogatives, Most significantly, the inscriptions housed within the cortile served to 
reinforce and highlight the della Valle’s humanist tradition. She also argues that the garden 
served as a pseudo-antique heritage, as opposed to claiming fictitious ancestry. To this end, the 
collecting of ancient sculpture was utilized by the cardinalate to appear as a virtuous act of 
service for the good of the greater public. Furthermore, this allowed for cardinals like Andrea to 
conceal motives of self-promotion under the guise of protecting the history of Rome while 
simultaneous reintroducing this past to the present populace.  This is evident in the inscriptions 
stating that the sculpture garden was open to all citizens of Rome, when the space was actually 
open only to an elite circle personally invited by Andrea. See, Christian, “Instauratio,” 36. 
 



 

 
 

24 

                                                                                                                                                       
28 Andrea Fulvio, Antiquitates urbis (Venice: Michele Tramezino, 1543), fol, 99; and Christian, 
“Instauratio,” 79n. 
 
29 John Cunnally, "Ancient Coins as Gifts and Tokens of Friendship During the Renaissance," 
Journal of the History of Collections 6, no. 2 (1994): 129-130.  
 
30 John Cunnally, “The Role of Greek and Roman Coins in the Art of the Italian Renaissance,” 
Ph.D. Diss., University of Pennsylvania, 1984; idem, Images of the Illustrious: The Numismatic 
Presence in the Renaissance (Princeton: Princeton University Press, 1999). 
 
31 On how ancient Roman coins influenced humanist circles, see John Cunnally, “Role of 
Greek,” 102-212; and idem, Images of the Illustrious, 30-33. Cunnally, in turn, draws upon 
Roberto Weiss, “The Study of Ancient Numismatics during the Renaissance,” The Numismatic 
Chronicle 8 (1968) 177-187. 
 
32 Cunnally, Images of the Illustrious, 34. On how finding hordes of ancient coins was seen as a 
significant event across the Italian peninsula, which caused competition for Pope Paul II, see 
Weiss, “Study of Ancient Numismatics,” 179-182. 
 
33 Cunnally, Images of the Illustrious, 36. 
 
34 Della Valle was known to have a statue of a veiled Sabina in cortile, and there is the possibility 
that he had a prevalent imperial Sabina coin in his possession, as well. On this, see Michaelis, 
“Römische Skizzenbucher,” 228. 
  
35 Arne Flaten, “Identity and the display of medaglie in Renaissance and Baroque Europe” Word 
and Image 19 (2003): 59-73. 
	
36 Kathleen Weil-Garris and John F. D'Amico, "The Renaissance Cardinal's Ideal Palace: A 
Chapter from Cortesi's ‘De Cardinalatu,’" Memoirs of the American Academy in Rome 35 
(1980): 45-123. 
 
37 Weil-Garris and D’Amico, “Renaissance Cardinal’s,” 45-52. 
 
38 Christian, Empire, 307. 
 
39 DeSilva, “Senators,” 160. 
 
40	DeSilva, “Senators,” 156. 
	
41 The delay of della Valle’s elevation is posited as being due in large part to his position within 
one of the more powerful baronial families in Rome at the time; see DeSilva, “Senators,”158. 
 
42 Wren-Christian, “Instauratio,” 39. 
 
43 Becchetti, Un blazonario, 16. 



 

 
 

25 

                                                                                                                                                       
 
44 Piers Baker Bates, "A Portrait of Cardinal Pompeo Colonna, Rival and Imitator of the Papal 
Caesars," Papers of the British School at Rome 76 (2008): 187. 
 
45 Bates, “Portrait,”186. 
 
46 DeSilva, “Senators,” 169.  
 
47 DeSilva, “Senators,” 162. 
 
48 It could be that he suggested himself; on this see Linda L. Carroll, Commerce, Peace, and the 
Arts in Renaissance Venice: Ruzante and the Empire at Center Stage (Abingdon, Oxon: 
Routledge, 2016), 79. 
 
49 Carroll, Commerce, 217 
  
50 Anne Reynolds, "Cardinal Olivero Carafa and the Early Cinquecento Tradition of the Feast of 
Pasquino," Humanistica Lovaniensia 34 A (1985): 178-208. 
 
51 Giovanni Casereo, Pasquino e pasquinate nella Roma di Leone X. Roma: nella sede della 
deputazione, (Rome: 1938): xxi-xxvii. 
 
52 Casereo, Pasquino, 134. 
 
53 Byrne Fone, The Columbia Anthology of Gay Literature: Readings from Western Antiquity to 
the Present Day (New York: Columbia University Press, 1998), 151. 
 
54 C. Drury Fortnum, " The Seal of Cardinal Andrea De Valle, A.D. 1517, with Remarks on 
Some Other Cardinals' Seals of That Period, Ascribed to Lautizio of Perugia, and to 
Cellini.," The Society of Antiquaries of London 50 (1886): 117-128. 
	
55 Jeremy Warren, Renaissance Master Bronzes from the Ashmolean Museum, Oxford: The 
Fortnum Collection (Oxford: Daniel Katz and the Ashmolean Museum in Association with the 
National Art Collections Fund, 1999), 245.  
 
56 Fortnum, “Seal,” 119. 
 
57 Luigi Passerini, "Sigillo del Cardinale Della Valle," Estratto Dal Periodico Di Numismatica E 
Sfragistica V, no. v (1873): 3-8. 
 
58 Fortnum, “Seal,” 119. 
	
59 Passerini, “Sigillo,” 6-7. 
 
60 Fortnum, “Seal,” 118. 
	



 

 
 

26 

                                                                                                                                                       
61 Fortnum, " Seal,” 117. 
 
62 Noel Adams, John Cherry, and James Robinson, Good Impressions: Image and Authority in 
Medieval Seals (London: British Museum, 2008), 100-107. 
 



 

 
 

27 

 
 
 
 
 
 

CHAPTER 3 
CARDINAL MEDAL ICONOGRAPHY AND PAPAL EMULATION 

The previous chapter considered Cardinal della Valle’s family history, collecting habits, 

and seal as context for his commission of the medal that commemorated his selection to open the 

porta santa. In this chapter, I address the medal iconography in detail. The portrait medal held a 

uniquely commemorative function and aided in conveying specific information in a highly 

portable and distributive medium. The existence of both bronze and lead examples of the Della 

Valle medal is a prime example of the flexibility of the sculptures for communicating with a 

variety of audiences. Unlike painting, or larger-scale sculpture, the portrait medal could be 

produced in multiple examples, in a variety of metals. I argue that the imagery present on the 

Cardinal della Valle medal differed from that common in cardinal medal iconography, and that 

the imagery aligned with that utilized by cardinals who later became pope, potentially signifying 

della Valle’s own papal aspirations.  

As was noted in Chapter One, no scholarship exists solely dedicated to the study of 

medals commissioned by cardinals during the fifteenth and sixteenth centuries.  However, in an 

article devoted to the medals of Pope Julius II, Roberto Weiss (1965) notes that, as Cardinal 

Giulio della Rovere, the future pontiff had three portrait medals made, each under a different 

pope: Sixtus IV, Innocent VIII, and Alexander VI.1 Weiss asserts that the first of these medals 

commemorated the laying of the foundations of his fortress at Ostia in 1483 (Figure 16).2 The 

cardinal’s next medal celebrated his role as a protector of the rights of the Church during a trip to 

his bishopric of Bologna (Figure 17).3 James Fishburne’s dissertation (2014), dedicated to Julius 
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II’s medallic patronage, considers each of the examples commissioned during that Giuliano della 

Rovere’s (the future Julius II) cardinalate to be politically charged, and connected to the rule of 

the pope’s under whom he served.4 Fishburne goes on to suggest that the medals executed during 

della Rovere’s cardinalate bolstered his image, which ultimately lead to his election to the 

papacy.5 

 I posit that Cardinal della Valle, like Giuliano della Rovere – later Pope Julius II – the 

pope whom della Valle served as secretary, utilized the medal to promote his image in a similar 

fashion. Andrea della Valle attempted this self-promotion by aligning himself with the Medici, 

under whom he was elevated to the cardinalate. In so doing, he followed an established strategy 

utilized in medals commissioned by, in addition to Giuliano della Rovere, two other cardinals, 

Pietro Barbo (Figure 18) and Giovanni de Medici (Figure 19), later elevated to the papacy as 

Pope Paul II (r.1464-1471) and Leo X (r. 1513-1521), respectively.  

To support this thesis via visual comparanda, I have compiled a working database of 

medals commissioned by cardinals between 1455-1575 (Table 1). When compared with prior 

cardinal medals, it becomes apparent that della Valle distinguished himself from his peers 

through both his obverse portrait and the adoption of an emblematic reverse. These differed 

significantly from prior medals commissioned by cardinals. This, combined with statistical 

analysis of the medals in Table 1, affirms that della Valle’s medal was one of a few 

commissioned by ambitious cardinals that share iconographic commonalities that signified papal 

intentions. 

Obverse 

 The obverse of the della Valle medal (Figure 1) features a portrait of the cardinal facing 

left. His head is bare, revealing a tonsure.6 The cardinal wears a mozzetta, a hooded cloak, 
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fastened beneath his chin. The surrounding text reads, “ ANDREASCARDEVALLE AR ANNO 

IVBILEI/ Andreas Cardinal della Valle Archpresbyter in the Jubilee Year.” Showing tonsure 

was common on both cardinal medals and papal medals. Significantly, it was one of the few 

modes of representation utilized by both cardinals and the pope, which would have been 

important to an ambitious cardinal. The mozzetta and text represent small, but significant 

departures from prior medals commissioned by cardinals. 

 The vestments worn by members of the Church connoted piety and solemnity; served a 

ritual function; and more practically, distinguished the wearer from the laity.7 Of the cardinal 

portraits featured in Table 1, roughly seventy-two percent depict the sitter in a hooded cassock, a 

basic garment worn by most clergymen. This was the garment worn by Cardinal Benedetto 

Accolti (c. 1527-1549) in a medal produced in the mid sixteenth century (Figure 20).8 By 

contrast, Cardinal della Valle’s medal depicts the sitter in a mozzetta, a hooded elbow-length 

garment. Importantly, the mozzetta could be worn only by cardinals and the pope. 9 This mode of 

representation was an unusual choice for Cardinal della Valle. Indeed, only five medals in Table 

1, aside from della Valle’s, identify a cardinal wearing a mozzetta.10  

Cardinal della Valle’s unusual choice of garment has been largely overlooked in previous 

studies. Technically, Graham Pollard correctly identified della Valle’s vestment as a mozzetta. 

George Hill asserted only that Cardinal della Valle wears a “cape with hood.”11 The British 

Museum website identifies della Valle as wearing a hooded cassock, but this cannot be, as the 

open front of the garment clearly denotes some sort of undergarment. The hooded cassock was 

generally worn as a base garment, thus would not be shown open. Nor is della Valle’s vestment a 

manteletta – a sleeveless, knee-length garment that fastened at the neck and was open at the 
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front, because those were never hooded.12 A hooded mozzetta could be worn over a manteletta, 

but the length of della Valle’s portrait forbids this ascription. 

Though rare in medallic depictions of cardinals, the wearing of the mozzetta was 

commonly depicted in other artistic mediums. Sebastiano del Piombo’s Cardinal Bandinello 

Sauli, His Secretary, and Two Geographers (Figure 21) features Cardinal Sauli in red mozzetta. 

As noted above, the mozzetta was not solely utilized by cardinals, but was also worn by the pope. 

In Raphael’s Portrait of Pope Leo X with Cardinals Giulio de’Medici and Luigi de’Rossi (Figure 

22) all three wear the mozzetta. Della Valle was also featured in a scene with Leo X (r.1513-

1521), depicted by Giorgio Vasari, now in the Palazzo Vecchio (Figure 23). The scene depicts 

the pope’s legendary elevation of the thirty-one new cardinals in the year 1517.13 Cardinal della 

Valle is third from the right, shown in mozzetta, as is Pope Leo X. Again, while the mozzetta was 

not an uncommon garment, the significance here is that it was almost without precedent in 

medals commissioned by cardinals.  

Recognizing this, it becomes relevant that Pope Julius II was depicted in mozzetta in 

three medals (Figures 24,25, & 26).14 James Fishburne notes that Julius II was the first to adopt 

this dress in medallic representation.15 The mozzetta was not used during the liturgy, as were the 

cope and morse, which popes traditionally adopted for medallic depiction.16 Given its absence 

from liturgical use, the mozzetta held a significantly more secular identification, conveying the 

pope’s role as ruler of the Papal States.17 The pope wore the mozzetta when receiving diplomats 

and holding audience on important affairs of the state. Leo X continued this visualization in a 

large medal executed by an unknown medallist in (Figure 27). Fishburne aligned these medals 

with the pope’s secular interests. The same has been suggested of Raphael’s Portrait of Julius II 

(Figure 28).18 Taking this into consideration, Cardinal della Valle’s choice garment may seem to 
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conflict with the medal’s function in commemoration of a liturgically-based ceremony, the 

opening of the porta santa at the Jubilee; but, his role as a governor of Rome offers an 

explanation. By wearing the mozzetta, Cardinal della Valle subtly underscored his dual position 

both within and without the Curia.  

The inscription on the della Valle medal obverse also departs from those found on other 

cardinal medals in Table 1. Fifty-four out of sixty-six, or eighty-four percent of the cardinal 

medals indicate the location of the cardinalate’s seat via inscription. Della Valle’s medal was one 

of the first to break with that tradition. Two of della Valle’s contemporaries, Cardinal Bernardino 

Carvajal (1456-1521) (Figure 29) and Cardinal Domenico Grimani (1461-1523) (Figure 30) did 

the same.19  Carvajal was a Spanish cardinal who held deep humanist interests and attached 

himself to the Medici at an early age.20 Grimani was a Venetian cardinal who also amassed a 

collection of antiquities.21 Grimani participated in one conclave with della Valle.22 Della Valle’s 

choice here may have been influenced by his position as a governor of Rome. It is possible that, 

by eliminating the locale that specified his  seat of sacred power, perhaps the patron intended to 

underscore the fact that he held a significant amount secular authority in the eternal city as well.  

Reverse  

 The della Valle medal reverse features a personification of Faith flanked by the holy door 

at left, and an urn upon an altar at right. The text in the surround reads, “PORTA AVRE FIDES 

PVBLICA,” translating to, “Golden Door, Public Faith.” Like the obverse, the reverse of 

Cardinal della Valle’s medal diverges in significant ways from the traditions established in 

earlier cardinal medals as documented in Table 1. The contents of prior cardinal medal reverses 

varied, ranging from family crests (Figure 18), to Christian figures such as Elijah (Figure 31), to 

classical scenes (Figure 32), to female personifications (Figure 19). This variation in theme, in 



 

 
 

32 

my opinion, suggests a degree of personalization, in which the patron desired a readable, 

emblematic association, most likely with their character. As Fishburne discussed, the fortress of 

Ostia on the reverse of a medal of then Cardinal Giuliano della Rovere was intended to identify 

the sitter as possessing strength.23 I suggest that Cardinal della Valle’s reverse functions in a 

similar fashion, in that it goes beyond commemoration into a more highly associative, semiotic 

state of signifying key factors of his character.  

Utilizing a highly portable means of self-promotion would have been invaluable to della 

Valle, as he was one of the three standing governors of Rome at the time. As both a cardinal and 

governor of Rome, he occupied a liminal space between secular and sacred rule, if a separation 

existed at all. As discussed in the previous chapter, the secular authority exerted over Rome 

during the rule of Julius II recalled a Roman past. One might wonder if the Medici Popes Leo X 

and Clement VII further evoked this heritage, due to the Medici’s deep association with 

Republican Florence.  To be sure, the iconography present on the della Valle medal alludes to the 

Christian event with which it commemorates, as will be discussed in the subsequent chapter; 

however, it is my belief that the imagery utilizes secular imagery drawn from ancient Roman 

coins in a similar fashion to various papal medals. The fusion of ancient and Christian ideals was 

at the forefront of papal aims.  

Emulating the Iconography of Medals Celebrating the Election of Pope 

 Cardinal della Valle’s medal is one of only thirteen documented in Table 1 to feature an 

emblematic female on the reverse. By emblematic female, I mean a female personification, 

usually of a virtuous quality or concept, that, by its inclusion on the medal reverse, was intended 

to represent a concept or virtue identifiable with the medal subject. The figure featured on the 

della Valle reverse, identified as Faith, could have been simply meant to align the depicted with a 
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noble and faithful spirit.  The medal commissioned by Cardinal Giovanni de Medici, later Pope 

Leo X and della Valle’s benefactor, features a similar personification, this one of Charitable 

Faith (Figure 19).  Here it is suggested that the visual and textual elements present in the 

Cardinal della Valle medal are explained, in part, when the imagery is compared with papal 

medals, specifically those of Paul II, Sixtus IV, and Leo X. The imagery on both the obverses 

and reverses of these papal medals share numerous points of contact with the Cardinal della 

Valle medal. Each features a reverse with an emblematic female of an Ancient Roman deity, 

layered with Christian symbolism, meant to be seen as a symbol or personification of their rule. 

Several of the medals depicted the pontiff in tonsure (Figures. 33, 34, 36, 37), and one was 

featured in mozzetta (Figure 24). Significantly, each of these medals was commissioned within 

the first year of the pope’s reign. As such, they may have provided a model for disseminating 

propaganda throughout the papal states. Thus, the female reverses would have been read as 

emblems, such as personifications of certain virtues with which the observer was to associate the 

ruler on obverse.    

The reverse of the della Valle medal follows the pattern of backgrounds featuring 

emblematic female figures that emerged during the late quattrocento and the early cinquecento. 

The first papal medals to feature the element were commissioned by Paul II. The reverse of two 

medals cast in 1464 feature personifications of Hilaritas Publicas (Figure 33), and Letitias 

Scholastica (Figure 34).24 The Hilaritas Publicas medal was commissioned to celebrate Paul II’s 

ascension to the throne; the Letitias Scholasticas medal celebrated both the pontiff’s ascension 

and his generous donation to the university in Bologna following his elevation.25 In the Letitia 

Scholastica – or Scholastic Gaiety – medal, a female figure accompanied by two young children 

is depicted in a gossamer gown that also reveals her figure beneath, with a hand raised towards 
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the heavens. In the second medal, a semi-nude, female figure is seen with a palm frond and 

cornucopia, accompanied by two small children. The text identifies her as, “Hilaritas Publica,” or 

Public Joy. The figure on the reverse of Della Valle’s medal similarly references the public, or in 

this case Public Faith, as designated by the inscription of “Fides Pvblica.”  

A medal of Sixtus IV cast between 1471-1484 (Figure 35) features the first appearance of 

the figure Constantia. The Della Valle’s medal appears to reference the general composition of 

the Sixtus IV Constantia medals. The figure of Constantia dominates the Sixtus IV medal 

composition. The figure is semi-nude, with a cloth draped in front of her pubic area, and breasts 

deemphasized, with arm articulated towards the sky. This is similar to the depiction of Fides, or 

Faith, on the reverse on the Cardinal della Valle medal.  

 The medals discussed above all have something else in common, they reference ancient 

coins featuring Roman goddesses or personifications of virtues.  Letitia, variously spelled 

Laetitia, appeared on Roman coins spanning from the late second, to mid-third century AD 

(Figure 38).26 Hilaritas, the goddess of rejoicing, was featured on the reverse of coins minted 

during the first century AD (Figure 39).27 Constantia was featured on the reverse of coins minted 

under Claudius in the first century AD (Figures 40, 41,42).28 Claudius was fond of evoking the 

concept, so much so that the figure was an emblem of his rule.29 Della Valle, a collector of 

Roman coins, seems to have been aware of the papal tradition for evoking connections with 

classical numisma via incorporation of female personifications of public virtues. A survey of 

Adolfo Modesti’s Corpus numismatum omnium Romanorum pontificum (2002) shows that every 

pope from Nicholas V had a medal executed during his reign that referenced an ancient Roman 

coin. This seems fitting as much of the papal power stems from ancient Roman rulers, more 
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specifically the rule of Constantine (d. 274-337) and his fabled donation of the western half of 

the Roman empire to Pope Sylvester I (r.314-335).  

Reference to papal examples and ancient roman coinage continues in the text of the della 

Valle medal. Here I suggest that the figure previously identified as Faith on the Cardinal della 

Valle medal reverse might best be identified as Fides Publica.30 Fides Publica, emblematic of 

the Public Faith that was issued on Roman coins during the first century AD (Figures 43).31 In 

antiquity, Fides Publica was usually represented as a young maiden crowned with an olive 

wreath, and often with a turtledove in hand.32 Fides had the meaning of “trust,” as opposed to the 

Christian concept of Faith, and she was the first deified virtue.33 The notion of Fides Publica was 

also represented with shaking of hands, meant to evoke trust in matters of business and politics 

(Figures 44). Fides Publica was considered a manifestation of the trust the Roman citizens held 

for the ruling body.34  Fides Publica was essentially a standard of ruling behavior in ancient 

Rome that specifically applied to men of the state.35 Here we might recall that Cardinal della 

Valle served as one of the governors of Rome, from at least 1520.36 As such, it seems especially 

fitting that della Valle would co-opt an ancient Roman prototype signifying public trust.  

Text was a consistent and inherent element of the portrait medal during the Renaissance. 

As was noted above, the clear majority of cardinal medals in Table 1 directly reference the 

location of the subject’s seat, usually on the obverse. Cardinal della Valle’s medal conspicuously 

lacks mention of his seat on either obverse or reverse. This could be explained, in part, by the 

fact that della Valle’s medal functioned to commemorate an event separate from his cardinal 

elevation. I, however, feel that the reason lies in his desire for papal elevation. As will be 

discussed in the following chapter, Cardinal della Valle’s medal commemorated an event, 

sanctioned and controlled by the papacy, that was intended to affect all of Christendom. Perhaps, 
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the lack of seat location, coupled with the reference to “publica” was meant to imbue the cardinal 

with an air of accessibility. As previously stated, it also could have referenced his position as 

governor of Rome. The duality inherent on the obverse allowed for reference to both his secular 

authority in Rome, as well as his sacred authority as Archpresbyter of Santa Maria Maggiore, a 

major papal basilica. More importantly, as with the inclusion of an emblematic female on the 

reverse – unusual in cardinal medals but more common in those of prior popes, the text of the 

della Valle medal imitated papal examples, as well as ancient Roman coins.  

On the obverse of the Cardinal della Valle medal, the word “IVBILEI” is broken up, with 

the last five letters inverted beneath della Valle’s portrait. This, too, is a departure from the 

majority of cardinal medals, which feature unbroken script on the obverse. The text usually 

edges the medal neatly, and at most, there is one break in the text, to visually denote beginning 

and end (Figures 29,30,31). On the reverse, the text is again broken into three sections, “PORTA 

AVRE,” “FIDES PVBLICA,” and “CONSECRACIO.” Much of the text and image on the 

reverse references ceremonial aspects of the Jubilee, a subject that will be discussed in much 

greater detail in the following chapter. For the present, discussion will focus on the text’s 

relationship to ancient numismatic examples.  

Multiple breaks in text were common on ancient coins. The coins usually feature 

separated areas of text on obverse and reverse, with the shape of the breaks mirroring each other. 

The della Valle medal mimicked that separated areas of text. The text in the della Valle exergue 

“CONSECRACIO” is particularly interesting. It appears as a misspelling of the Latin, 

“CONSECRATIO,” found on multiple Roman coins under multiple ancient rulers (Figures 45 & 

46).37 Consecratio coins, themselves, had a dual nature. On one side, they marked the death of 

the previous emperor through text and image, honoring him in the process; yet, simultaneously, 
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they marked the opening of a new ruling era.38 These were the only opportunity to signify a 

successor.39 Taking the implied concept of successorship into consideration, the inclusion of the 

phrase infuses the Della Valle medal with a marked political quality.  Against this backdrop, 

della Valle’s appropriation of the term might be viewed as a careful positioning of himself as a 

future Pope. 

 The medal of Cardinal Andrea della Valle offers an interesting view into the unchartered 

territory of cardinal medals. As we have seen, he diverged from the usual mode of representation 

adopted by cardinals on the obverse – through both dress and text. Appearing in mozzetta, della 

Valle opted for garments that might be conflated with those of a pope, but which might also have 

signaled his role in the secular governance of Rome. To that same end, the medal lacked location 

identifiers which had been standard for most medals commissioned by cardinals. The reverse, 

like that of Cardinal Giovanni de Medici, who later ascended to the papal throne, incorporated an 

emblematic female that took inspiration from figures featured on Roman imperial coinage.  

Finally, the text both visually references papal examples and ancient Roman coins, a precedent 

followed by every prior pope. 

  



 

 
 

38 

 

1 Roberto Weiss, “The Medals of Pope Julius II,” Journal of the Warburg and Courtauld 
Institutes 28 (1965): 163-182. 
 
2 Weiss, “Medals of Pope Julius II,” 163-65. 
 
3 The final medal commissioned during the future pope’s time as cardinal features a portrait of 
his cousin Clemente della Rovere on the reverse, but does not evaluate the medal further; see   
Weiss, “Medals of Pope Julius II,” 165-68. 
 
4  Fishburne, “Casting,” 31-34. 
 
5 Fishburne, “Casting,” 36. 
	
6 The tonsure was a symbol of piety displayed by multiple members of the Church, but was 
required of cardinals. Two medals, each commissioned by cardinals who later became pope, 
show the sitter in tonsure. The first was commissioned by Pietro Barbo (Figure 8), and the 
second was commissioned by Giulio della Rovere (Figure 9).  Cardinals, as princes of the 
Church, had access to accoutrement that would grandly display their station in a more visual 
sense, such as the biretta – a small, square cap – seen on the obverse of the medal of Cardinal 
Giovanni de Medici (Figure 11). The biretta is the second-most featured, visible in twenty-one 
medals in Table 1, with tonsure having only two more. Another form of cardinal haberdashery, 
the red galero, the wide-brimmed hat so visually referential to the status of the wearer as 
cardinal, would have been a much grander option for della Valle.  James Fishburne argues that 
the representation in tonsure suggested, for the Renaissance cardinal of the pope, interest in 
conveying piety, as the tonsure was seen as a “priestly crown”; on that, see Fishburne, “Casting,” 
98. 
	
7 Philipp Zitzlsperger, "Der Papst und sein Kardinal Oder: Staatsportrat und Krisenmanagement 
im Barocken Rom," Zeitschrift für Kunstgeschichte 64, no. 4 (2001): 547. 

8 Egerton Beck, “Ecclesiastical Dress in Art, Pt III,” The Burlington Magazine for Connoisseurs 
7, no. 30 (1905): 446–48.  

9 Joseph Braun, "Mozzetta," The Catholic Encyclopedia 10 (New York: Robert Appleton 
Company, 1911), http://www.newadvent.org/cathen/10624b.htm. 
 
10 These all come from around the same time as the della Valle medal. The cardinals include: 
Bernardino Caravajal, Bartolommeo Roverella, Domenico Grimani, Scaramuccia Trivulzio, and 
Francesco Degli Alidosi.   
	
11 Hill, Dreyfus Collection, 634.  
 

                                                



 

 
 

39 

                                                                                                                                                       
12 Joseph Braun, "Mantelletta," The Catholic Encyclopedia 9 (New York: Robert Appleton 
Company, 1910), http://www.newadvent.org/cathen/09611a.htm 
 
13  Giorgio Vasari, “Lorenzo Lotti,” 579. 
 
14 Weiss, “Medals,” 170.  
 
15 Fishburne, “Casting,” 89-90. 
 
16 Fishburne, “Casting,” 89-90. 
 
17 Fishburne, “Casting,” 91. 
 
18 Fishburne, “Casting,” 91. 
 
19 Salvador Miranda, "Bernardino Carvajal," The Cardinals of the Holy Roman Church: 
Biographical Dictionary, August 08, 2016, 
http://www2.fiu.edu/~mirandas/bios1493.htm#Lopez; and Miranda, “Domenico Grimani,” The 
Cardinals of the Holy Roman Church: Biographical Dictionary, August 08, 2016, 
http://www2.fiu.edu/~mirandas/bios1493.htm#Grimani. 
 
20 Salvador Miranda, "Bernardino Carvajal," The Cardinals of the Holy Roman Church: 
Biographical Dictionary, August 08, 2016, http://www2.fiu.edu/~mirandas/bios1493.htm#Lopez 
 
21 Miranda, “Domenico Grimani,” http://www2.fiu.edu/~mirandas/bios1493.htm#Grimani 
 
22 Gino Benzoni and Luca Bortolotti, "Domenico Grimani," Dizionario biografico degli italiani 
59 (Rome: Istituto della dnciclopedia Treccani, 2006), http://www.treccani.it/enciclopedia/ 
domenico-grimani_(Dizionario-Biografico). 
 
23 Fishburne, “Casting,” 37. 
	
24 George Hill, “The Medals of Paul II,” The Numismatic Chronicle and Journal of the Royal 
Numismatic Society 10 (1910): 340–69. 

 
25 Hill, “Paul II,” 354-57, 361. 
 
26 Harold Mattingly, Edward Allen Sydenham, and C. H. V. Sutherland, “Elagabalus 95b,” The 
Roman Imperial Coinage, vol. I (London: Spink and Son, 1972), 
http://numismatics.org/collection/1905.57.565. 
 
27 Harold Mattingly, Edward Allen Sydenham, and C. H. V. Sutherland, “Marcus Aurelius 
1742,” The Roman Imperial Coinage, vol. IV (London: Spink and Son, 1972), 
http://numismatics.org/collection/1974.26.1153. 
 



 

 
 

40 

                                                                                                                                                       
28 Harold Mattingly, Edward Allen Sydenham, and C. H. V. Sutherland, “Claudius 111,” The 
Roman Imperial Coinage, vol. I (London: Spink and Son, 1972, 
http://numismatics.org/collection/1957.172.1531. 
 
29 Seth William Stevenson, Charles Roach Smith, and Frederic W. Madden, A Dictionary of 
Roman Coins, Republican and Imperial (Hildesheim: G. Olms, 1969), 255. 
 
30 William Smith, "Fides," A Dictionary of Greek and Roman Biography and Mythology 
(London: J. Murray, 1872), 149. 

 
31 Harold Mattingly, Edward Allen Sydenham, and C. H. V. Sutherland, “Caracalla 334,” The 
Roman Imperial Coinage, vol. I (London: Spink and Son, 1972, 
http://numismatics.org/collection/1944.100.51575. 
 
32 Smith, “Fides,” 149. 
 
33 John P. Adams, "The Roman Concept of Fides,” The Roman Concept of Fides, May 24, 2009, 
FIDES, https://www.csun.edu/~hcfll004/fides.html. 
 
34 Samuel Ball Platner and Thomas Ashby, "Aedes Fides," in A Topographical Dictionary of 
Ancient Rome (Rome: L'Erma di Bretschneider, 1965), 209. 

 
35 Adams, “Concept of Fides,” http://www.csun.edu/~hcfll004/fides.html. 
 
36	Pastor, History, 7: 675. 
	
37 The misspelling of avrea for “golden” is something Hill corrects in his transcription, but 
doesn’t comment upon. The existence of Roman coins minted in the second century with the text 
of “AVRE” for a Roman legate could provide an answer. For more information on the coin see:  
“Carus 29. 1944.100.36332,” http://numismatics.org/collection/1944.100.36332. 
 
38 MacCormack, “Consecratio,” 91-97. 
 
39 MacCormack, “Consecratio,” 91-97. 
 



 

 
 

41 

 
 
 
 
 

CHAPTER 4 
THE JUBILEE, RITUALISTIC SIGNIFICANCE, AND PAPAL IMPLICATIONS  

 
As was noted in Chapter One, Cardinal della Valle’s medal represents the first true 

Jubilee medal cast for a cardinal. The Jubilee of 1525 was presided over by Pope Clement VII (r. 

1523-1534). At that time, Cardinal della Valle was Archpresbyter at the church of Santa Maria 

Maggiore, one of the four patriarchal basilicas in Rome. In 1520, when Leo X awarded Cardinal 

della Valle the title of Archpresbyter, he was bestowed with a multitude of responsibilities and 

honors. These included the opening and closing the porta santa, or Holy Door, during the Jubilee 

of 1525, an act that signified the release of the plenary indulgence to pilgrims. The opening of 

the Holy Door symbolized the opening of the Gates of Heaven and the release of the plenary 

indulgence on the pilgrims. This would have been done simultaneously to the pope who opened 

the Holy Door at St. Peter’s, while two other cardinals opened doors at the two other patriarchal 

basilicas, the Lateran and San Paolo fuori le Mura. The inclusion of cardinals in the ceremonial 

rite of opening the porta santa was instituted only twenty-five years earlier in the Jubilee of 

1500, in which della Valle participated.  

In this chapter, I argue that Andrea della Valle’s unprecedented commission of a medal to 

commemorate his significant role in the Jubilee of 1525 represented a declaration of his elevated 

position within the cardinalate and aspirations to the papacy. The Jubilee, at its core an ornate 

demonstration of the power of the bishop of Rome, provided an excellent opportunity to 

emphasize his papal qualities. The medal appears designed to promote this identity.  
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To support this argument, I first explain the ceremonial rites of the Jubilee, highlighting 

the papal implications of Cardinal della Valle’s ceremonial role in the event. The layering of 

ancient Roman and Christian symbolism on the Cardinal della Valle medal is then evaluated 

within the context of Jubilee. Prior papal commemoration of the Jubilee is considered, an effort 

that makes it apparent that Clement VII’s medals (Figures 47 and 48) were, in fact, the first papal 

jubilee medals produced. Comparison of the iconography of Clement’s papal jubilee medals with 

that of the Della Valle medal supports the notion that the Cardinal intended his medal to promote 

his potential as a papal candidate, should the need arise.  

Past Jubilees and their Papal Commemoration 

 A knowledge of Jubilee history and ceremonial is essential to understanding the 

iconographic complexities and function of Cardinal della Valle’s medal. Boniface VIII (1294-

1303) implemented the first Jubilee on February 22, 1300, with the papal Bull Antiquorum fida 

relatio of 1300.1 As Herb Kessler and Johanna Zacharias explain, the turn of the century saw a 

large influx of pilgrims to Rome to behold the acheiropoieton, or Veil of Veronica. Following 

Christ’s death, every turn of the century saw a renewed fervor in the faithful in hopes of the 

Second Coming. Participation in the Jubilee year offered the absolution of a lifetime of sins. As 

the seat of Western Christendom for nearly a millennium, Rome offered a much more accessible 

pilgrimage destination than the Holy Land of Jerusalem.2 The city of Rome itself was modeled 

after that holiest of destinations in many Roman guide books which emphasized only twelve of 

the city’s gates to mimic Jerusalem.3 Once in Rome, pilgrims were encouraged to visit as many 

holy sites as possible, with the major basilicas being the only requirements.4  The pilgrim was 

tasked with visiting multiple locations, including the Lateran, Santa Maria Maggiore, and St. 

Peter’s basilica. Those locations often featured rites performed by clergy. 
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 The Jubilee itself included multiple processions throughout the year.5 On Christmas Eve, 

the pope was carried through the city with the cardinals as silent participants. A cornerstone of 

the first Jubilee of 1300 was the processing of the Veil of Veronica from the Sancta Sanctorum 

to be united with the icon of the Virgin held at Santa Maria Maggiore, the Salus Populi Romani. 

The ceremonial aspects of the Jubilee remained largely unchanged until 1500, when changes 

were implemented by Alexander IV (r. 1492-1503). That Jubilee drew thousands of pilgrims to 

Rome including royalty and nobles from throughout Christendom. Prior to the Jubilee of 1525, 

della Valle had previously participated in the Jubilee of 1500. In that year, he was given the 

honor of depositing the Holy Spear, used to pierce Christ’s side during the Crucifixion, into the 

ciborium of St. Peter’s basilica.6  

In 1525, then, della Valle’s role was substantially increased when he opened the Holy 

Door at Santa Maria Maggiore. When exactly the rite of opening the Holy Door entered Jubilee 

ceremonial has been debated; however, it is certain that Sixtus IV, at the very least, opened the 

Holy Door at St. Peter’s during the Jubilee of 1475. In 1500, Alexander VI expanded the 

tradition to include the opening holy doors at the three other patriarchal basilicas: the Lateran, 

Santa Maria Maggiore, and San Paolo Fuori le Mura in 1500.7 The opening of the doors was to 

be done by each presiding bishop simultaneously to the pope at St. Peter’s. In 1525, Clement VII 

expanded the ceremony to require silver-gilt hammers to unwall the holy doors.8 

 Artistic commemorations of Jubilee varied over the centuries. Though the first papal 

medal was executed for Nicholas V (1447-1455) in 1455, no medal, papal or otherwise, was 

produced to commemorate a Jubilee until that commissioned by Clement VII in 1525.9 Paul II (r. 

1464-1471), who issued the papal bull declaring the Jubilee of 1475 but did not live to see the 

event, commissioned a plaquette to celebrate the upcoming indulgence in 1471 (Figure 49). 
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While that object has sometimes been identified as a medal, its oval form, featuring an identical 

obverse and reverse, is not that of a medal.10 The important thing to consider, however, is that 

Pope Paul II who, as we saw in previous chapters, was an avid collector of ancient coins, decided 

to celebrate the announcement of the Jubilee in bronze. Sixtus IV, who actually presided over the 

Jubilee of 1475 only minted money; the medals purported to depict the event are much later 

restitutions.11 Similarly, Alexander VI minted coins but did not commemorate the Jubilee of 

1500 with a medal.12  

 Importantly for consideration of the della Valle medal, the first true medals 

commemorating a Jubilee were likely produced at the same time as the cardinal’s medal, in 

1524-1525 under Clement VII (1523-1534). The first of Clement VII’s Jubilee medals (Figure 

47) depicts the Nativity on its obverse, and a scene of the Pope with attendants unwalling the 

Holy Door at St. Peter’s on the reverse. This medal was most likely cast in 1524, as the pope 

opened the Holy Door at St. Peter’s on Christmas Eve to mark the beginning of the holy year. 

The inscription reads, “HODIE SALVS FACTA EST MVNDO,” on the obverse, and 

“CLEMENS VII ANNO IVBILIAE ET PORTAE CAELI APERTASVNT,” on the reverse. 

These translate to, “Mighty the world,” and “Clement VII in the year of the Jubilee and the 

opened gates of Heaven,” respectively. The second Clement VII Jubilee medal (Figure 48) 

shows a procession scene with the pope enthroned on the obverse, and the Ascension on the 

reverse. Giulio Berni claimed that the second medal commemorated both Clement VII’s 

possesso and his meeting with Charles V.13 These two medals will be hence forth referred to as 

the Nativity medal and the Ascension medal respectively. 
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Simultaneous Distribution with the Papal Jubilee Medal 

 Cardinal della Valle’s medal, executed simultaneously with those of Clement VII, 

represents the first Jubilee medal commissioned by a cardinal.14 The numismatist Giulio Berni 

(1950) recognized this but his assertion was challenged by Mario Traina in 1975 in a series of 

articles published in La numismatica dedicated to the money and medals of the Jubilee years.15 

Traina erroneously identified the first cardinal Jubilee medal as that executed in 1476 for the 

French Cardinal Carlo di Borbone (Figure 50).16 The Latin text on the obverse, “CAROLVS 

CAR BORBONIVS LVG PONT,” makes no mention of the Jubilee; neither does the reverse 

text, “ECCE AGNVS DEI.”  Traina’s argument rests on the fact that Sixtus IV extended the 

Jubilee to Easter of that year due to a severe outbreak of the plague across Europe. Cardinal di 

Borbone served no ceremonial function during that Jubilee; rather, he appears to have stayed in 

Lyon. Traina also argues that Cardinal George d’Amboise commissioned a medal to 

commemorate the Jubilee of 1500, yet cited no surviving or lost example of that sculpture.17 He 

does provide the inscriptions on the medal; the obverse text read “GEORGIVS D AMBOISE S 

AE R CARD” and the reverse, “SALVTA VBI LVCET 1500 MEDIOL.”18 Again, it is highly 

unlikely that Cardinal d’Amboise participated in the Jubilee, due to the fact that, in that year, 

d’Amboise was the lieutenant general of Louis XII’s army charged with recapturing Milan from 

the control of Ludovico Sforza.19 Further, no evidence suggests that the cardinals who did 

participate in the Jubilee of 1500 (Orsini, de Sacchi, and de Costa opened the holy doors of the 

other patriarchal basilicas in that year) commissioned medals to commemorate their 

participation, as did Cardinal della Valle.  

Recognizing that Cardinal della Valle’s Jubilee medal was likely commissioned 

simultaneously to the first papal Jubilee medals, those of Clement VII, offers a vivid testimony 
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to della Valle’s position at the papal court while also suggesting the cardinal’s ultimate 

aspirations. The similarities and differences between the medals suggests Cardinal della Valle’s 

careful effort to align with papal prerogatives.  

While the similarities between the della Valle medal and Clement’s Ascension medal are 

few, Clement’s Nativity medal (Figure 47) and della Valle’s medal (Figure 1) both measure 

thirty-nine millimeters in diameter and feature the porta santa. Otherwise, the iconography and 

text are quite different. First, the Nativity medal features no portrait of Clement VII, whereas 

Cardinal della Valle’s visage is prominently displayed on his medal obverse. Instead, Clement 

VII’s obverse shows the holy family in the stable, with the Latin inscription in the surround, and 

a large exergue. The reverse shows the pontiff unwalling the Holy Door, surrounded by 

attendants, with a heavenly holy door above. The pope acts as God’s conduit for unleashing the 

indulgence on the crowd of pilgrims. While Clement VII is featured on the reverse, the emphasis 

is ceremonial.  

The differences between della Valle’s medal and Clement’s medals are subtle, yet 

significant. The lack of a prominent portrait on Clement VII’s Nativity medal obverse was 

unusual for the medium.20 Its absence appears to cement the medal in the event, rather than 

overtly glorifying the pope. This could have been an attempt to quell Clement’s critics which 

asserted the event was self-serving. The vision of the Holy Family in the stable foregrounds the 

message and purpose Jubilee, the dispersal of the plenary indulgence. Instead, the pope appears 

on the reverse with attending cardinals, in the act of unwalling the holy door, as an angel above 

symbolizes the holy spirit releasing the indulgence. The foremost cardinal, tonsured, beardless 

and portly, and kneeling behind the pope might well be identified as Cardinal della Valle.  
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Political Context of the Jubilee of 1525 and the Importance of Layered Symbolism 

As was mentioned earlier, the ceremonial pomp surrounding the early sixteenth-century 

papacy transformed the way members of the college of cardinals operated. The office of 

ceremonies crafted a courtly system by visually diluting the cardinals’ powers, instead 

emphasizing the pope’s total control.21 This hindered the abilities of individual cardinals in 

establishing themselves as princes of the Church, and pursuing singular interests. Exemplifying 

this, the Master of Ceremonies to popes Julius II and Leo X, Paris de Grassi (1470-1528), 

orchestrated ceremonies that visually highlighted the power of the pontiff and the cardinals’ 

acquiescent participation.22  Against this backdrop, we might view Cardinal della Valle’s Jubilee 

medal as a carefully balanced whole, designed to identify the Cardinal with a tradition of papal 

prerogatives while maintaining acceptable decorum. 

Della Valle flourished under both Medici popes.  He was a trusted advisor to Leo X, and 

was elevated to the cardinalate by him in 1517.23  Andrea was given the seat of Santa Maria 

Maggiore in 1520 under Leo X, possibly in anticipation of the coming Jubilee.24 Following Leo’s 

death and during the conclave of 1521, which elected Adrian VI (r. 1522-1523), Cardinal della 

Valle garnered at least one vote, perhaps his own.25 The conclave of 1523 saw a little more 

recognition for della Valle, when his friend and ally Cardinal Guilio di Guiliano de Medici 

submitted Cardinal della Valle’s name for election.26 This seems to have been a red herring to 

throw off the Venetians, as Cardinal Medici was himself elected, taking the name Pope Clement 

VII.27 As we have seen, it was under Clement VII that della Valle became known as a 

“kingmaker” within the Church and served as one of the three governors of Rome.28 His secular 

role is significant when factoring in the notion that attaining a position of power in the 

cardinalate was difficult at this time. Della Valle was certainly an extremely influential member 
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of the Church, and his patronage of the Jubilee medal simultaneously to that of Clement VII 

appears to have further aligned him with papal prerogatives and power, while positioning him for 

a future candidacy. 

 It would, indeed, be obtuse to assume della Valle’s complete loyalty to the Medici. The 

della Valle family had a long-standing alliance with the Colonna, who were constantly at odds 

with seemingly every pope during the Renaissance.29 It seems that the Cardinal also had a strong 

connection to both Cardinals Orsini and Farnese, each of whom had differences with the 

Medici.30 Della Valle appears to have been a master at navigating participation in large conflicts 

and not only surviving but thriving in the often-tense world of the Curia.31  

Furthermore, della Valle was acutely aware of the political climate leading up to the 

Jubilee. Clement VII’s rule began quite roughly. The Reformation was in full swing, and critique 

of the Church was at a high. When Clement VII deferred his possesso by a year to coincide with 

the Jubilee, the papacy was subjected to much criticism. Reformists called this an attempt to 

draw more pilgrims to Rome and accrue more revenue for the papal coffers.32 The advance of 

Holy Roman Emperor Charles V through Lombardy also caused strong criticism of Clement 

VII.33 Like all popes before him, Clement VII’s life was constantly in danger, whether from 

illness or enemies.34  

I do not suggest that, in commissioning his Jubilee medal, Cardinal della Valle was 

overtly campaigning to be the pope, since that would have been seen as a conspiracy. Rather, the 

medal fits into a larger overall campaign of visually emulating the papal precedents via layered 

symbolism. By this I mean iconography that can be imbued with two implicit meanings, 

simultaneously. When examining the iconography on the medal reverse, layered symbolism 

reveals the duality of message. The inclusion of the figure identified as Faith and the inscription 
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of CONSECRACIO on the medal provides a case in point. As we have seen, these held both 

ancient Roman and Christian meanings. In adapting an image of “FIDES PVBLICA,” della 

Valle emulated Roman coins with the Roman goddess personifying the public faith. This 

imagery was intended signify the people’s trust in Roman rulers. More significantly, the 

legendary second ruler of Rome, King Numa, was said to have instituted a holiday specifically in 

the goddess’s honor, during which high priests would be ceremonially processed to their temples 

to perform the rites.35 The similarities of the ceremonial processing to the ceremonial rites of the 

Jubilee, which della Valle’s medal commemorated, seem pointed given his knowledge of 

classical text and history. In a manner similar to the popes, Cardinal della Valle underscored both 

his secular and sacred authority through the use of ancient imagery.  

This emulation of Roman numisma as a means of papal promotion continues to the text 

in exergue. Roman coins offered a ready wealth of iconography that connoted power and 

authority. The interplay between text and image on Cardinal della Valle’s medal offers an 

example. Cardinal della Valle, again, was an avid collector of ancient roman inscriptions, many 

held in the open-air cortile of his palazzo on the Via Papilis. But as we have seen, the inscription 

in the exergue of the medal reverse, CONSECRACIO, is a misspelling of the common Latin 

phrase CONSECRATIO. The exergue inscription CONSECRACIO could easily be referring to 

the consecrated year. But, it seems striking then, that such a knowledgeable collector would have 

allowed a misspelling on the medal. Here we should note another possible meaning. The term 

appeared on the reverses of coins minted after the death of an emperor (Figure 51).36 This 

information was known in the early sixteenth century, as Alfred Frazer has suggested that a 

consecration Sestertius was the likely inspiration behind Michelangelo’s Pope Julius II’s tomb 

design of 1512 (Figure 52).37  
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 The Della Valle medal seems to emulate the composition of Roman city coins minted 

during the Jubilee (Figure 53), including a silver Giulio minted by Clement VII. Both incorporate 

a portrait on the obverse, holy door on the reverse, statuesque figures, and a bead border. The act 

of visually emulating papal Jubilee coinage, while referencing a well-known motif of 

successorship may well have conveyed ultimate intentions. The symbolic effect of successorship 

would have been furthered by the fact that Clement VII was the first to mandate the inclusion of 

a small box to be included in the final ceremonies of the Jubilee. This small box, filled with coins 

and medals from the Jubilee year, was enclosed in the masonry the resealed the Holy Door of St. 

Peter’s during the closing ceremony. It would have acted as a time capsule commemorating the 

previous Jubilee.38 Cardinal della Valle’s participation in the Jubilee was honored and 

commemorated symbolically by being sealed within the very fabric of St. Peter’s Basilica. To be 

sure, the symbolism would not have been lost on the Cardinal.  

This multivalent imagery affirms the cardinal’s adroit politic, and ability to make 

alliances in all camps. To be sure, Cardinal della Valle’s power stemmed from his connection 

with Clement VII.39 He would not have wanted to injure this most important allegiance, as it 

could end fatally. His very elevation to the cardinalate in 1517 was a direct result of an 

assassination attempt on Leo X.40 Surely, della Valle recognized subtlety as the best avenue 

towards self-promotion. The ambitious cardinal’s dual use of imperial Roman iconography and 

inscription again reveal the potential for broader iconographic implications, rather than merely 

commemorate the Jubilee. 

The tumultuous rule of Leo X caused doubts in the rule of Clement VII. With the pope’s 

safety being a constant concern, the need for a successor was never far out of the mind of the 

Curia. Della Valle’s use of the ancient Roman concepts of consecratio and fides publica suggest 
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a not-so-subtle campaign to be identified as that successor. By evoking Fides Publica, the 

cardinal suggested that his reign would see a renewed Faith of the people, when Reformist ideas 

had so swayed so many of the faithful. Cardinal della Valle had served as one of the governors of 

Rome, and would have assumed that he was an obvious choice. By evoking consecratio, della 

Valle signifies that he should be viewed as the next Pope.  

 The Jubilee medal of Cardinal Andrea della Valle truly was the first of its kind, with 

pointed iconography worth investigation. Through layered symbolism, the medal commemorated 

the event and della Valle’s service as a surrogate for the pope during the opening of the Holy 

Door at Santa Maria Maggiore. Furthermore, his medal iconographically aligns with the 

Ascension medal of Clement VII, meant to commemorate his possesso during the Jubilee year; 

as opposed to the Nativity medal, commemorating the ceremony in which della Valle 

participated. Cardinal della Valle’s medal recalls previous papal coronation medals as well. 

Finally, della Valle’s coded use of ancient Roman imperial figures further imbues the medal with 

the desire for authority. Cardinal della Valle recognized the Jubilee as a demonstration of papal 

power, and he then utilized both papal and ancient Roman imperial imagery to signify himself as 

the best possible candidate for the papacy. 
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CHAPTER 5 
CONCLUSION 

The bronze Jubilee medal commissioned in 1525 for Cardinal Andrea della Valle was the 

first of its kind. The medal commemorated the cardinal’s opening and closing of the Holy Door 

of Santa Maria Maggiore; as such, it was the first Jubilee medal commissioned by a cardinal. It 

was also executed simultaneously with reigning Pope Clement VII’s unprecedented papal Jubilee 

medal. This study represents the most recent evaluation of the politically charged object in an 

attempt to highlight the cardinal’s papal aspirations. Cardinal della Valle was not simply a social 

climber, he was an imitator of the popes. His family began collecting antiquities, yet he was the 

one to elevate their collection to rival that of the papacy. Della Valle followed in the footsteps of 

Pope Paul II by collecting ancient coins and, like that pontiff, made them available for humanists 

to consult. He also commissioned a seal during the Jubilee year of 1525 with an image of the 

Christ Child handing St. Peter, the first pope, a set of keys. Finally, in commissioning his portrait 

medal, Della Valle commemorated an event in which his ceremonial actions mimicked those of 

the Pope.  

In his medal, Cardinal della Valle exceeded the bounds of traditional cardinal 

iconography. He adopted the mozzetta, which had first been adopted in medallic portraiture by 

Julius II, a pope for whom Cardinal della Valle had personally worked, some decades previously. 

Della Valle’s medal eschewed location identifiers, a staple on previous medals commissioned by 

cardinals, perhaps in an attempt to emphasis his secular role, as a governor of Rome. Further, he 

adopted an emblematic female on the medal reverse, embodying concepts faithfulness to the
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people, public stability, and public trust in their ruling authority, in a manner similar to medals 

celebrating the elevation of new popes to the throne.  

The medal’s propagandistic qualities are amplified when it is contextualized in references 

to Jubilee ceremonial. The opening and closing of the holy door had previously only been a rite 

performed by the pope. The extension of opening designated Holy Doors at the remaining 

patriarchal basilicas of the Lateran, San Paola fuori la Mura, and Santa Maria Maggiore 

necessitated the participation of cardinals. Having participated in the Jubilee of 1500, Cardinal 

della Valle would have recognized the significance of opening and closing the Holy Door.  His 

role in the ceremonial rites presented della Valle as a conduit for the pope’s power of releasing 

the plenary indulgence; for the duration of the ceremony the cardinal embodied the will of the 

papacy. The medal subtly referenced the notion of successorship through the inclusion of the 

term CONSECRATIO, found on ancient Roman coinage associated with the death of the 

emperor and the naming of an heir.  

This study also has broader implications, including opening the possibility of future 

evaluation of cardinal medals as a distinct class of sculpture with specific aims.  The systematic 

catalogue of medals depicting cardinals held at the British Museum provided in Table 1 offers a 

framework upon which future studies might draw. With such a large, diverse number of 

examples seen in only one collection, the possibilities for discovery are endless. This thesis also 

opens discussion for a reevaluation of Jubilee medals and their implications. Finally, 

reconsideration of the della Valle medal offers an interesting insight into Renaissance portraiture 

as a means of self-promotion. The Renaissance has long been identified as the epoch when the 

concept of the individual was redefined in more modern terms, one that saw the reintroduction of 

individual portraits. The Renaissance portrait medal was a medium that developed during the 
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quattrocento and cinquecento as a result of the resurgence of self. The bronze Jubilee medal 

offers an interesting glimpse in the development of the medium and is a tribute to the 

individuality possible in portrait medals. To ignore these information-rich objects, would prove 

detrimental to the field. As this study has shown, a small, bronze medal measuring only thirty-

nine millimeters in diameter can be the gateway to information on both an ambitious Roman 

cardinal, and the intricate inner-workings of the Curia. 
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FIGURES 
 
 
 
 
 
 
 
 
 
 

 

 
Figure 1: Unknown, Medal of Cardinal Andrea della Valle, bronze, 39mm diameter, 1525, 
National Gallery of Art, Washington D.C., 1957.14.1101.a 
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Figure 2: From Kathleen Wren Christian, Empire Without End: Antiquities Collections in 
Renaissance Rome, C. 1350-1527 (New Haven: Yale University Press, 2010), 351. 
 

 
Figure 3: Map of the della Valle properties, on the based Catasto Urbano of 1818-1824, showing 
( i ) Palazzo di Cantone, (2) Palazzo di Mezzo, (3) Palazzo di Giove, (4) palace 
of Ottavio della Valle, ( 5 ) storage area and carriage house, (6) Palazzo della Valle-Capranica, 
and (7) Teatro Valle. From Kathleen Wren Christian “‘Instauratio’ and ‘Pietas’: The Della Valle 
Collections of Ancient Sculpture.” In Studies in the History of Art: Collecting Sculpture in Early 
Modern Europe, edited by Nicholas Penny and Eike D Schmidt, 70 (2008) Figure 4, 36. 
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Figure 4: Maarten van Heemskerck, The della Valle Sculpture Garden, pen and ink, 153s-37, 
Bibliotheque Nationale de France, Paris, Ga 80, fol. 53.  
 

 
Figure 5: Denarius, bronze, Hadrian (117-138) 18.5 mm, American Numismatic Society.  
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Figure 6: Unknown Artist, Pasquino, Roman marble (most likely after Greek Bronze), third 
century CE, Rome 
 

 
Figure 7: Piazza Pasquino at left and present-day location of Palazzo della Valle at right. Image 
courtesy of Google Maps, searched for by the author.  
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Figure 8: Lautizio da Perugia, Seal of Andrea della Valle, bronze, 10cmx7cx4cm, 1525, The 
British Museum. 



 

 
 

72 

 
Figure 9: Lautizio da Perugia, Seal of Andrea della Valle, bronze, 10cmx7cx4cm, 1525, The 
British Museum 



 

 
 

73 

 
Figure 10: Lautizio da Perugia, Seal of Giulio de Medici, bronze, 11x7.5, 1517, The Ashmolean 
Museum 
 
 

 
Figure 11: Bramante, Uffizi 1A, pen, ink, and ochre on parchment, 54 cm x 1.105cm, 1505, 
Uffizi. 
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Figure 12: Raphael, detail of the School of Athens, fresco, 1511-2, Papal Apartments, City of the 
Vatican 
 

 
Figure 13: Raphael, detail from The Expulsion of Heliodorus from the Temple, fresco, 1511-2 
Papal Apartments, City of the Vatican 
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Figure 14: Della Valle Engraver, Lamentation Plaquette, bronze, 1510, Museo Correr. 
 

 
Figure 15:  Compilation of images with Cardinal della Valle’s name inscribed. Images of seal, 
pax, palazzo, and medal taken from the public domain and cropped by the author. 
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Figure 16: Unknown Artist, Medal of Cardinal Giuliano della Rovere, bronze, 34mm, 1483, 
Museo National del Bargello. 
 

 
Figure 17: Sperandio of Mantua, Medal of Cardinal Giuliano della Rovere, bronze, 76mm, 1488, 
Museo National del Bargello. 
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Figure 18: Varrone Belferdino, Medal of Cardinal Pietro Barbo; Shield with the Arms of Barbo, 
1455, bronze, 33mm, Bibliotheque Nationale de France.  
 
 

  
Figure 19: Unknown, Medal of Cardinal Giovanni de Medici, bronze, ca. 1489, Collection of J. 
C. Robinson. 
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Figure 20: Unknown Medallist, Medal of Cardinal Benedetto Accolti the Younger, lead trial 
strike, 34 mm, 16th Century, The British Museum. 
 

 
Figure 21: Sebastiano del Piombo Cardinal Bandinello Sauli, His Secretary, and Two 
Geographers, oil on panel, 47 15/16 x 59 3/16, 1516, National Gallery of Art, Washington D.C. 
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Figure 22: Raphael, Leo X with Cardinals, oil on panel, 61 in x 47 in, 1518-1519, Museo degli 
Uffizi 
 

 
Figure 23: Vasari, Pope Leo X with His Creations, fresco, 1555-1562, Palazzo Vecchio, Florence 
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Figure 24: Cristoforo Romano, Medal of Julius II, cast bronze, 43mm, 1506-1507, Museo 
National Bargello 
 

 
Figure 25: Caradossa Foppa, Medal of Julius II, bronze, 45mm, 1504, The British Museum 
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Figure 26: Unknown Medallist, Medal of Julius II, bronze, 57mm, National Gallery of Art, 
Washington D.C. 

 
Figure 27: Unknown Medallist, Medal of Leo X, bronze, 78.6mm, 1513, National Gallery of Art, 
Washington D.C. 
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Figure 28: Raphael, Julius II, oil on panel, 3′ 7″ x 2′ 8, 1511-1512, Museo degli Uffizi. 
 

 
Figure 29: Unknown Medallist, Medal of Bernardino Caravajal, bronze, 44mm, ca.1500, 
Victoria and Albert Museum 
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Figure 30: Unknown Medallist, Medal of Domenico Grimani, bronze, 55mm, 1508-1510, The 
British Museum. 
 
 

 
Figure 31: Unknown Medallist, Medal of Cardinal Antonio Ciocchi del Monte, bronze, 44mm, 
ca. 1514, The British Museum 
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Figure 32: Francesco Franci, Medal of Cardinal Francesco degli Alidosi, bronze, 60mm, 1505- 
1511, The Metropolitan Museum of Art. 
 

 
Figure 33: Unknown Medallist, Medal of Paul II (Hilaritas Pvblica), bronze, 32mm, 1464, The 
British Museum 
 

 
Figure 34: Unknown Medallist, Medal of Paul II (Letitias Scholastica), bronze, 32mm, 1464, 
The British Museum. 



 

 
 

85 

 

 
Figure 35: Andrea Guacialoti, Medal of Sixtus IV, bronze, 32mm, 1471-1484, The British 
Museum 
 

 
Figure 36: Vittore Gambello (Camelio), Medal of Leo X (1513-1521), cast bronze, 1513, 
unknown 
 

 
Figure 37: Unknown Medallist, Medal of Leo X (1513-1521), cast bronze, 1512, private 
collection 
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Figure 38: Denarius, silver, Elagabulus (218-222), 203-222 CE, American Numismatic Society 
 

 
Figure 39: Sestertias, bronze, Marcus Aurelius (161-180), American Numismatic Society 
Society 
 

 
Figure 40: Dupondius, bronze, Claudius (41-54), 41-50 CE, American Numismatic Society  
 

 
Figure 41: Dupondius, bronze, Claudius (41-54), 41-50 CE, American Numismatic Society  
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 Figure 42: Aureus, gold, Claudius (41-54), 46 CE, American Numismatic Society 
 

 
Figure 43: Denarius, silver, Caracalla (198-217), American Numismatic Society  
 

            
Figure 44: Two Ases, bronze, Vespasian (69-79), 72CE , American Numismatic Society  
 

 
Figure 45: Antoninianus, silver, Carus (282-283), 282 CE, American Numismatic Society 
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Figure 46: Denarius, silver, Hadrian (117-138),138, American Numismatic Society  
 

 
Figure 47: Unknown, Jubilee Medal of Clement VII, 1525, 39mm, bronze, Museo Nacional 
Archeologico de Bologna 
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Figure 48: Unknown, Jubilee Medal of Clement VII, 1525, bronze, British Museum, 101 mm 
 

 
Figure 49: Unknown, Plaquette of Paul II (1464-1471), 1470, Bronze, Height: 68.5 millimetres, 
Width: 45 millimetres, The British Museum.   
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Figure 50: Unknown French Medallist, Medal of Carlo di Borbone, 1486, Unknown location. 
 
 

  
Figure 51: Sestertius, silver, Antoninus Pius (138-161), ca. 161, American Numismatic Society  
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Figure 52: Michelangelo, Reconstruction of the original project of 1505 for a freestanding tomb 
(after Franco Russoli), 1952. 
 

 
Figure 53: Clement VII 3 giulio, silver, 1525, Vatican Museums. 
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TABLES 
 

Table 1: Cardinal Medals held at the British Museum 

Date Medium  Depicted Obverse Reverse Artist 

1455 (before) 
Rome struck silver   Christoforo 

Madruzzo  

Bust facing left, 
bearded, wearing a 
hooded cassock and 
a biretta. Inner oval 

bead and reel 
border, and outer 
circular pearled 

border, separated to 
each side by a 

garland. 
CHRISTOPHORV

S MAD ET C 
CARD TRIDEN 

Cristoforo 
Madruzzo, etc., 

cardinal of Trent 

 A phoenix rising 
from ashes. Above, 
a wreath of laurel 

and palm  REVIXIT 
He has come back 

to life 

Lorenzo 
Fragni 

1455 (before) 
Rome cast bronze   Otto 

Truchsess 

Bust facing 
forward, bearded, 
wearing a hooded 

cassock and a 
biretta. Beaded 
border. OTHO 
CARDINALIS 

AVGVSTANVS 
Otto, cardinal of 

Augsburg 

Christ on the Cross, 
against a crowned 

double-headed 
eagle, above a 

pelican in its piety. 
Beaded border. SIC 

HIS QVI 
DILIGVNT It is 

thus for those who 
love him 

Lorenzo 
Fragni 

1455 (before) 
Rome 

Cast lead 
medal. 

Aftercast. 42 
29.2 

Bernardino 
Caravajal 

 Bust facing right 
wearing camauro 

and mozzetta. Plain 
border. 

BERNARDINVS 
CARVAIAL 

CARD S Cardinal 
Bernardino 
Caravajal 

Philosophy standing 
towards the front; 
she is wearing a 
crown, veil and 

voluminous mantle. 
In her right hand: 

rolls of manusrcipt, 
in left: a sceptre. 

From her breast to 
her feet is a long 

ladder. Plain border. 
QVI ME 

DILVCIDANT 
VITAM 

ETERNAM 
HABEB He who 
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Date Medium  Depicted Obverse Reverse Artist 

loves me shall have 
eternity 

1455 (before) 
Italy 

Cast bronze 
medal. 

Aftercast. 
33.5 30.67 

Pier Barbò  

 Bust facing left, 
tonsured, wearing a 
cope with flowered 
orphrey, fastened 

with morse. 
PETRVS BARBVS 

VENETVS 
CARDINALIS S 

MARCI Pier Barbo 
cardinal of St 
Marco Venice 

View of the Palazzo 
di Venezia, as 

altered by Cardinal 
Barbò, with two 

towers, three doors, 
and two Gothic 
windows. HAS 

AEDES 
CONDIDIT ANNO 

CHRISTI 
MCCCCLV was 

established in year 
of Christ 1455 

  

1455 (before) 
Italy 

Cast bronze 
34 30.9 Pier Barbò  

Bust facing left, 
tonsured, wearing 

cope with flowered 
orphrey, fastened 

with morse. 
PETRVS BARBVS 

VENETVS 
CARDINALIS S 

MARCI Pier Barbo 
Cardinal St Marco 

Venice 

Shield (heater 
shaped) of Barbò 

arms, a lion 
debruised by a bend, 

surmounted by a 
cardinal's hat with 

tassels. HAS 
AEDES 

CONDIDIT ANNO 
CHRISTI 

MCCCCLV was 
established in year 

of Christ 1455 

  

1455 (before) 
Italy 

Cast bronze 
medal. 

Aftercast. 
Pierced. 34.5 

31.69 

Pier Barbò  

 Bust facing left, 
tonsured, wearing a 
cope with flowered 
orphrey, fastened 

with morse. 
PETRVS BARBVS 

VENETVS 
CARDINALIS S 

MARCI Pier Barbo 
cardinal of St 
Marco Venice 

View of the Palazzo 
di Venezia, as 

altered by Cardinal 
Barbò, with two 

towers, three doors, 
and two Gothic 
windows. HAS 

AEDES 
CONDIDIT ANNO 

CHRISTI 
MCCCCLV was 

established in year 
of Christ 1455 
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Date Medium  Depicted Obverse Reverse Artist 

1461 (before) 
Italy 

cast lead 40 
25.38 

Guillaume 
Estouteville  

 Bust facing right, 
tonsured, wearing 

pleated vestment. G 
CARDINALIS 
DEESTOTA 

VILLA ARHIE 
ROTO Guillaume 

d' Estouteville 
Cardinal 

Archbishop of 
Rouen 

 On an architectural 
corbel, a genius, 

nearly nude, but for 
drapery about legs, 

standing to the 
front, holding in her 

right hand a large 
bouquet, shaped like 

a cornucopiae. In 
her left is a kit 

shaped shield of 
Estouteville 

GLORIA FR NCOR  

  

1470 Italy cast bronze 
45  

Bartolommeo 
Roverella 

Aged bust facing 
left, tonsured, 

wearing mozzetta. 
Plain border. 

BARTHOLOMEV
S ROVERELLA 
CARDINALIS 

RAVEN 
Bartolommeo 

Roverella Cardinal 
of Ravenna 

Cross on a long 
shaft (dividing the 

inscription) standing 
on ground line, 

supporting 
cardinal's hat with 

tassels. Plain border. 
OB CLE IPSIVS 
MOR'Q SANC 

TIMO ET IN SE AP 
IN GEN MER ITA  

  

1478 Italy cast bronze 
36 23.93 

Raffaello 
Riario  

Bust facing right; 
wearing a round 
cap and pleated 

vestment. Pearled 
border. 

RAPHAELANNO
RVM XVII 

CARDINALIS S 
GEORGII 

Raffaello Riario 17 
years Cardinal of 

San Giorgio 

 St George on 
horseback facing 

left spearing a 
dragon. Pearled 
border. VIRTVS 

Virtuous 

Lysippus the 
Younger 

1483 (circa) 
Italy 

cast lead, 
pierced 92.5 

381.44 

Francesco 
Gonzaga 

Mature bust facing 
left, wearing a skull 

cap, cape with 
small hood (all 

stippled). FRAN 
GOZAGA CAR 

MAT LIBE RALIT 
ATIS AC ROE 
ECCIE IVBAR  

Tall pyramid, at the 
base of which is a 

sunk panel on which 
is incised. On the 

right is a seated lynx 
facing left and 

looking upwards. 
To the left on the 

ground is a cuirass, 
shield, bow in a 

case and a quiver 
full of arrows. 

Across the sky are 
clouds of which 
some reflect the 

scene below ENIG 
MATA  

Sperandio of 
Mantua 
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Date Medium  Depicted Obverse Reverse Artist 

1483 (circa) 
Italy 

cast bronze 
93 268.4 

Francesco 
Gonzaga 

Mature bust facing 
left, wearing a skull 

cap, cape with 
small hood (all 

stippled). FRAN 
GOZAGA CAR 

MAT LIBE RALIT 
ATIS AC ROE 
ECCIE IVBAR  

Tall pyramid, at the 
base of which is a 

sunk panel on which 
is incised. On the 

right is a seated lynx 
facing left and 

looking upwards. 
To the left on the 

ground is a cuirass, 
shield, bow in a 

case and a quiver 
full of arrows. 

Across the sky are 
clouds of which 
some reflect the 

scene below ENIG 
MATA  

Sperandio of 
Mantua 

1485-1486 
(circa) Italy 

cast bronze 
58 80.48 

Giovanni 
Jacopo 

Schiafenati 

Bust facing left, 
tonsured, wearing 

rochet. Pearled 
border. IO IA CAR 

PARMEN 
Giovanni Jacopo 

(Schiafenati) 
Cardinal of Parma 

 Shield (horse-head 
shaped) surmounted 
by a cardinal's hat 

and bearing per 
fesse. In chief, 
within a castle, 

double towered, an 
oak tree, the 

branches crossed in 
saltire; in base a 
barrry of four.   

Niccolo 
Fiorentino 

1486 France 
cast bronze 

oval Length: 
40  Width: 32   

Charles de 
Bourbon 

Bust facing right. • 
LVG • PONT • 

CAROLVS • CAR 
• BORBONIVS 

Charles, Cardinal 
de Bourbon, 

Archbishop of 
Lyon. 

Saint John standing, 
haloed, holding the 

Lamb of God. • 
ECCE • AGNVS • 
DEI • Behold the 

Lamb of God. 

Connetable 
de Bourbon 

1492-1500 
(circa) Italy 

cast bronze 
44.5 36.85 

Ascanio 
Maria Sforza 

Burst facing right, 
tonsured; wearing a 
cardinal's cape with 

hood. Pearled 
border. 

ASCANIVS MA 
CAR SFOR 
VICEO SRE 

VICECANCE 
Cardinal Ascanio 
Maria Sforza Vice 

Challcellor 

Female figure 
wearing a short 

girdled tunic, leaves 
the righ breast bare, 
standing at the front 

slightly turned to 
right; right hand 

holding a torch, in 
left balls of incense, 
about to be thrown 
on a flaming altar. 

Above is the arch of 
heaven discharging 

rays and flames. 
Pearled border. 

SACER 
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Date Medium  Depicted Obverse Reverse Artist 

ESTLOCVSITEPR
OHANI  

1498 (circa) 
Mantua 

cast bronze 
53 56.3 

Domenico 
Grimani 

 Bust facing left, 
tonsured; wearing a 
vestment pleated in 

the front and 
behind. The bust 

descends to a sharp 
point at the front. 

Linear border. 
DOMINICVS ; 
CARDINALIS ; 

GRIMANVS 
Cardinal Domenico 

Grimani 

 On the left is 
Theology in a 

tunic;standing to the 
right before a palm 
tree; she points with 
her right hand to a 
radiant cloud and 
takes with her left 

the wrist of 
Philosophy. 

Philosophy is 
wearing a tunic and 
veil over her head, 
she is seted under a 
tree and holds an 

open manuscript in 
her lap. Linear 

border. 
THEOLOGIA ; 
PHILOSOPHIA 

Theology; 
Philosophy 

Giancristofo
ro Romano 

1493-1534 
Italy 

Cast lead 
medal. 

Uniface. 
Pierced 40 

25.25 

Alessandro 
Farnese  

Bust facing right, 
bearded, wearing a 

cuirass. Raised 
border. 

ALESANDER 
FARNESIVS 

Alessandro Farnese 

     

1508-1510 
Italy 

cast bronze 
55 56.36 

Domenico 
Grimani 

Bust facing left, 
tonsured, wearing 

mozzetta. 
DOMINICVS.CAR
DINALIS.GRIMA

NVS Cardinal 
Domenico Grimani 

Theologia on left, 
standing under palm 
tree, takes the wrist 

of Philosophy 
seated on right 

holding an open 
book; Theology 

points up at radiant 
cloud. 

THEOLOGIA 
PHILOSOPHIA 
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Date Medium  Depicted Obverse Reverse Artist 

Theology; 
Philosophy 

1509-1520 
Italy 

Cast bronze 
medal. 

Crudely 
chased 

aftercast 45 
42.5 

Ippolito 
de'Este  

Bust facing left, 
bearded, wearing a 

hooded cassock. 
Beaded border. 
HIPPOLYTVS 
ESTEN S.R.E. 
PRESB CARD 

FERRAR Ippolito 
de'Este, presbyter 
of the Holy roman 
Church, cardinal of 

Ferrara 

Abraham, draped, 
kneeling before a 

building and a tree, 
facing three draped 

men. Beaded 
border. NE 

TRANSEAS 
SERVVM TVVM 
Do not pass over 

your servant. 

Gianfederic
o Bonzagna 

1509-1520 
Italy 

cast bronze 
48 58.55 

Ippolito 
de'Este 

Bust facing left, 
bearded, wearing a 

hooded cassock. 
Beaded border. 
HIPPOLYTVS 
ESTEN S.R.E. 
PRESB CARD 

FERRAR Ippolito 
de'Este, presbyter 
of the Holy roman 
Church, cardinal of 

Ferrara 

Central pellet, with 
four rocks arranged 

around, one of 
which is 

surmounted by a 
cross. Beaded 

border.   

Gianfederic
o Bonzagna 

1509-1520 
Italy 

Cast lead. 
Poor 

aftercast. 
Pierced in 7 

places 46 
36.81 

Ippolito 
de'Este  

Bust facing left, 
bearded, wearing a 

hooded cassock. 
Beaded border. 
HIPPOLYTVS 
ESTEN S.R.E. 
PRESB CARD 

FERRAR Ippolito 
de'Este, presbyter 
of the Holy roman 
Church, cardinal of 

Ferrara 

Abraham, draped, 
kneeling before a 

building and a tree, 
facing three draped 

men. Beaded 
border. NE 

TRANSEAS 
SERVVM TVVM 
Do not pass over 

your servant. 

Gianfederic
o Bonzagna 
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Date Medium  Depicted Obverse Reverse Artist 

1512-1578 
Italy 

cast lead 45 
46.52 

Cristoforo 
Madruzzo  

Bust facing left, 
bearded, wearing a 

shirt and a coat. 
Beaded border. 

CHRIST. MADRV. 
CARDI. EPIS. ET. 
PRIN. TRIDEN. 

ET. BRIX 
Cristoforo 

Madruzzo. cardinal, 
bishop and prince 

of Trent and 
Brixen. 

 To the right, a 
draped woman, 

standing on a rocky 
outcrop pointing 

with her right hand 
at the sun, and with 

her left at its 
reflection in a river 

below. In the 
background, a town, 

Clouds above. 
Beaded border.   

  

1514 (after) 
Italy 

cast bronze 
44 43.1 

Antonio 
Maria 

Dionision 
Ciocchi Del 

Monte 
Sansavino 

Bust facing left, 
tonsured. He is 

wearing a cape with 
small hood. ANT 

DYONISIVS CAR 
VITALIS Antonio 

Maria Dionisio 
Cardinal of S. 

Vitale 

Figure of Eijah in a 
car drawn to the 

right by two 
prancing horses. 
ZELVS HELYE  

  

1517-1518 
Italy 

Cast bronze 
medal. 

Uniface. 49 
38.69 

Scaramuccia 
di 

Giranfermo 
Trivulzio  

Bust facing left 
(nearly half-length) 

wearing berretta 
and mozzetta. 
SCARAMV 
TRIWLTIVS 
CARD EPISC 

COMENS 
Scaramuccia Di 

Gianfermo 
Trivulzio Bishop of 

Como, Cardinal 

     

1520 Italy cast bronze 
61 72.64 

Francesco 
Degli Alidosi 

Bust facing right, 
wearing berrretta 

and mozzetta. 
Pearled border. FR 
ALIDOXIVS CAR 

PAPIEN BON 
ROMANDIOLAE 

Q C LEGAT 
Francesco degli 
Alidosi Cardinal 

Legate of Bologna 
and Romagna 

A nude Jupiter is 
holding a 

thunderbolt in his 
left hand and an 

uncertain object in 
his right hand. He is 

standing on a 
charriot which is 

drawn by eagles to 
the right along some 
cloouds. Below the 
clouds are the signs 

of Pisces and 
Sagittarius. Pearled 

border. 
HISAVIBVSCVRR

VQ CITODVCE 
RIS ADA STRA 

HISAVIBVSCVRR
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Date Medium  Depicted Obverse Reverse Artist 

VQ CITODVCE 
RIS ADA STRA 

1522 Italy cast bronze 
45 45.1 

Ippolito 
de'Este 

Bust facing left, 
bearded, wearing a 

hooded cassock. 
Beaded border. 
HIPPOLYTVS 
ESTEN S.R.E. 
PRESB CARD 

FERRAR Ippolito 
de'Este, presbyter 
of the Holy roman 
Church, cardinal of 

Ferrara 

Abraham, draped, 
kneeling before a 

building and a tree, 
facing three draped 

men. Beaded 
border. NE 

TRANSEAS 
SERVVM TVVM 
Do not pass over 

your servant. 

Gianfederic
o Bonzagna 

1525 Italy cast bronze 
39 26.11 

Andrea della 
Valle 

Bust facing left, 
tonsured, wearing a 
mozzetta. Beaded 

border. ANDREAS 
CAR DE VALLE 

AR ANNO 
IVBILEI Cardinal 

Andrea della Valle, 
archipresbyter, in 

the year of the 
jubilee 

Faith, standing, 
pointing with her 

right hand to 
Heaven, and 

extending her left 
over a chalice 

placed on an altar. 
To the left the 

golden door of St 
Peter's adorned with 

a cross and 
surmounted by a 
cherub's head and 
volutes. Beaded 
border. PORTA 
AVRE FIDES 

PVBLICA: 
CONSECRACIO 
The golden door; 

the faith of the 
people; consecration 
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Date Medium  Depicted Obverse Reverse Artist 

1525 Italy 

Cast lead 
medal. 

Aftercast 40 
26.84 

Andrea della 
Valle 

Bust facing left, 
tonsured, wearing a 
mozzetta. Beaded 

border. ANDREAS 
CAR DE VALLE 

AR ANNO 
IVBILEI Cardinal 

Andrea della Valle, 
archipresbyter, in 

the year of the 
jubilee 

Faith, standing, 
pointing with her 

right hand to 
Heaven, and 

extending her left 
over a chalice 

placed on an altar. 
To the left the 

golden door of St 
Peter's adorned with 

a cross and 
surmounted by a 
cherub's head and 
volutes. Beaded 
border. PORTA 
AVRE FIDES 

PVBLICA: 
CONSECRACIO 
The golden door; 

the faith of the 
people; consecration 

  

1518-1550 
Italy 

cast bronze 
52 38.69 

Jean de 
Lorraine 

Bust facing right, 
bearded, wearing a 
biretta and a gown. 

IO (floret) CAR 
(floret) 

LOTHORINGIAE 
Jean, cardinal of 

Lorraine 

Prudence, draped, 
holding a mirror in 

left hand  and in 
right a pair of 

compasses, walking 
to her right; a 

dragon is at her feet. 
(Leaf) SIC (floret) 
ITVRAD. ASTRA 
Such is the way to 

the stars 

Milanese 
medallist 

1518-1551 
Italy 

cast bronze. 
Aftercast  51 

31.66 

Jean de 
Lorraine 

Bust facing right, 
bearded, wearing a 
biretta and a gown. 

IO (floret) CAR 
(floret) 

LOTHORINGIAE 
Jean, cardinal of 

Lorraine 

Prudence, draped, 
holding a mirror in 

left hand  and in 
right a pair of 

compasses, walking 
to her right; a 

dragon is at her feet. 
(Leaf) SIC (floret) 
ITVRAD. ASTRA 
Such is the way to 

the stars 

Milanese 
medallist 

1521-1549 
Italy 

cast bronze 
32 28.52 

Benedetto 
Accolti 

Bust facing right, 
bearded, wearing a 
hooded cassock and 

a biretta. Beaded 
border. BE 

ACCOLTVS CAR 
RAVENNAE 

Benedetto Accolti, 
cardinal of 
Ravenna 

The sea, with to the 
left, Neptune 

holding a trident, 
and to the right a 

lighthouse with two 
torches. Beaded 

border. OPTIMIS 
ARTIBVS With 
excellent skill 
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Date Medium  Depicted Obverse Reverse Artist 

1527-1541 
Italy 

Cast lead 
medal. 

Uniface. 
Pierced 47 

26.11 

Gianvincenz
o Carafa 

Bust facing left, 
bearded, wearing a 
hooded cassock and 
a biretta VINCEN 
CARRAFA CAR 

NEAPOI 
Vfincenzo Carafa, 
cardinal of Naples 

     

1527-1546 
Padua 

cast bronze 
35 36.21 

Marino 
Grimani 

Bust facing right, 
bearded, tonsured, 
wearing a hooded 
cassock. Beaded 

border. 
MARINVS.GRIM

AVS. S.R.E. 
CARD Marino 

Grimani, cardinal 
of the holy roman 

church. 

A draped man, 
sanding, holding in 
his left hand a vase, 

and in his right a 
rod. Beaded border. 

PASTORIS. 
MVNVS The gift of 

the shepherd. 

Giovanni da 
Cavino 

1527-1546 
Padua 

struck bronze 
35 30.8 

Marino 
Grimani 

Bust facing right, 
bearded, tonsured, 
wearing a hooded 
cassock. Beaded 

border. 
MARINVS.GRIM

AVS. S.R.E. 
CARD Marino 

Grimani, cardinal 
of the holy roman 

church. 

A draped man, 
sanding, holding in 
his left hand a vase, 

and in his right a 
rod. Beaded border. 

PASTORIS. 
MVNVS The gift of 

the shepherd. 

Giovanni da 
Cavino 

1527-1546 
Italy 

Cast lead 
medal. 

Bronzed. 
Pierced 36 

31.63 

Marino 
Grimani  

Bust facing right, 
bearded, tonsured, 
wearing a hooded 
cassock. Beaded 

border. MARINVS. 
GRIMANVS CAR 
LEGATVS Marino 
Grimani, cardinal 

and legate 

Grimani raising a 
draped figure of 
Perugia. Beaded 

border. PERVSIA 
SVRGE Rise Padua 

Giovanni da 
Cavino 
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Date Medium  Depicted Obverse Reverse Artist 

1527-1546 
Italy 

Cast lead 
medal. Poor 

aftercast, cast 
from moulds 

of pierced 
medal 68 
169.58 

Marino 
Grimani 

Bust facing left, 
wearing a hooded 

cassock and a 
biretta. Inner and 

outer borders. 
MARINVS 

GRIMANVS 
PRESB. CAR. S. 
VITALIS Marino 

Grimani, presbyter, 
cardinal of S. 

Vitale 

Jupiter, facing right, 
semi-nude, seated 
on a chair with an 

eagle, holding in his 
left hand a sceptre, 
and in his right a 

thunderbolt(?), with 
a diminutive 

Minerva, helmeted 
and armed with a 
spear and a shield, 

standing on his 
head. Below, waves. 

Inner and outer 
beaded borders. 

E.IOVIS CAPITE 
SAPIENTIA NATA 

EST Wisdom is 
born from the head 

of Jupiter 

Antonio 
Vincentino 

1527-1563 
Italy 

cast lead 58 
74.64 

Ercole 
Gonzaga 

Bust facing right, 
bearded, wearing a 
shirt, a coat, and a 

biretta. Beaded 
border. HER 
GONZ CAR 

MANT Ercole 
Gonzaga, cardinal 

of Mantua. 

A draped female 
figure, standing, 

holding in her right 
hand a caduceus, 

and in her left three 
ears of corn. Beaded 

border. NIHIL 
MAIVS MELIVS 

VE TERRIS 
Nothing greater or 

better on earth. 

  

1533 Italy cast bronze 
40 37.63 

Francesco 
Neri 

Bust facing right, 
wearing a doublet, 
and a coat with a 

wide collar. Beaded 
border. IΩ O 

KAPΣAΛBIATOΣ 
Giovanni Salviati, 

cardinal 

Bellerophon, 
wearing antique 

armour and helmet, 
seated on Pegasus, 

killing the Chimaera 
with his spear. 
Beaded border. 
EKEIΘEN H 
ΣΩTHPIA Well 

being from it 

  

1534-1539 
Italy 

Cast bronze 
medal 

Uniface. 
Pierced. 61 

78.3 

Lorenzo 
Campeggi 

 Bust facing right, 
bearded, wearing a 
hooded cassock and 

a biretta LAVR 
CAR CAMPEGI 
cardinal Lorenzo 

Campeggi of 
Bologna 
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1534-1564 
Italy 

Cast bronze 
medal. 

Aftercast. 
Pierced. 46 

43.41 

Guido 
Ascanio 
Sforza 

Bust facing right 
wearing a hooded 

cassock and a 
biretta. Outer and 

inner beaded 
border. GVI ASC 
SFORTIA CAR S 
FLO BONONIE 
Guido Ascanio 

Sforza, cardinal of 
Santafiora, legate 

of Bologna 

Bust of Frederick 
III, facing left, 

wearing a coat and a 
hat. Beaded border.   

  

1536-1560 
Ferrara 

Cast lead 
medal. 

Aftercast 
Uniface. 

Pierced. 41 
23.19 

Rodolfo Pio 

Bust facing left, 
bearded, tonsured, 
wearing a hooded 
cassock. Raised 

border 
ROD.VLPHVS 

PIVS CARD. DE 
CARP Rodolfo Pio, 

cardinal of Carpi 

     

1542-1580 
Italy 

Cast bronze 
medal. 

Pierced 42 
28.14 

Giovanni 
Moroni 

Bust facing left, 
bearded, tonsured, 
wearing a hooded 
cassock .IO CAR. 
MORON. FIDEI. 
CATH. PPVGN 

Giovanni Moroni, 
cardinal, defender 

of the Catholic faith 

ust of Anna Stampa 
facing right, 

wearing a gown 
with a fur collar, a 

ruff, and a veil. 
ANNA MORONA 

STAMPA MAR SO 
Anna Moroni, wife 

of Stampa, sister 

  

1542-1580 
Italy 

Cast bronze 
medal. 

Aftercast, 
cast from 
mould of 
pierced 

medal 47 
35.96 

Giovanni 
Moroni 

Bust facing left, 
bearded, wearing a 
hooded cassock and 

a biretta. 
IOANNES. 

CARDINALIS 
MORONVS 

Giovanni Moroni 
cardinal 

Radiant clouds 
shining on a 

landscape. ET 
TENEBRE EVM 

NON 
COMPREHENDER

VNT; VOX DE 
COELO And the 

forces of darkness 
did not understand 
him; Voice from 

heaven 
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1548-1578 
Italy 

Cast lead 
medal. 

Pierced. 40 
25.75 

Giulio della 
Rovere  

Bust facing left, 
wearing a hooded 

cassock and a 
biretta. Border of 

two concentric 
incised lines. 
IVLIVS CAR 
VRBI Giulio, 

cardinal of Urbino 

 A man, wearing 
antique armour, 

scatttering with his 
right hand the 

contents of a jar, 
held in his left, onto 

the hand of a 
reclining, draped 

and veiled woman. 
Between them, a 
griffin. Border of 

two concentric 
incised lines. 

AΦΘITON EAP 
Perpetual spring. 

  

1550 Italy cast bronze 
64 89.89 

Pierfrancesco 
Pallavicini  

Bust facing right, 
bearded wearing a 

coat. Beaded 
border. F FRAN 

PALLAVICINVS 
EPS ALERIAE 

DESIGN 
Pierfrancesco 
Pallavicini, 

successor designate 
of the Bishop of 

Aleria 

A draped woman, 
standing, holding in 

her right hand a 
wreath, and in her 

left a branch, 
conversing with a 

shepherd, also 
standing, holding in 

his left hand his 
crook. To the left a 

flock of sheep, a 
tree and a distant 

hill town, above, a 
cloud from which 
issue rays. Beaded 
border. SERVABO 

I will protect 

  

1551-1566 
Italy 

Cast lead 
medal. Poor 
Aftercast. 
Loop for 

suspension. 
42 25.85 

Tiberio 
Crispi 

Bust facing left, 
bearded, wearing a 
gown and a biretta. 
TI CAR CRISPVS 
LEG tierio Crispo, 

cardinal, legate 

A unicorn plunging 
its horn into a 
stream. In the 

background, trees. 
HAVRITE 

SECVRE Drink 
safely 

  

1557-1559 
Italy 

Cast bronze 
medal. 

Pierced. 35 
39.68 

Virgilio 
Rosario 

Bust facing left 
bearded, wearing a 
hooded cassock and 

a biretta. Raised 
border VIRGILIVS 
ROSARIVS CAR 

DE SPOLETO 
Virgilio Rosario, 

cardinal of Spoleto 

An arm, with a 
snake entwined 
arond the wrist. 

Below, a rose bush. 
Raised border. 

FIDE ET PRVDEN 
COLVIDONEC As 

long as I have 
cultivated faith and 

prudence 
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1557-1559 
Italy 

Cast bronze 
medal. 

Aftercast. 
Pierced. 35 

38.9 

Virgilio 
Rosario 

Bust facing left 
bearded, wearing a 
hooded cassock and 

a biretta. Raised 
border VIRGILIVS 
ROSARIVS CAR 

DE SPOLETO 
Virgilio Rosario, 

cardinal of Spoleto 

An arm, with a 
snake entwined 
arond the wrist. 

Below, a rose bush. 
Raised border. 

FIDE ET PRVDEN 
COLVIDONEC As 

long as I have 
cultivated faith and 

prudence 

  

1561-1586 
Italy 

Silver. 
Uniface 74  

Antoine 
Perrenot de 
Granvelle 

Bust facing right, 
bald and bearded. 
ANT · S · R · E · 
PBR · CARD · 

GRANVELANVS  

     

1564-1586 
Italy 

cast bronze, 
gilt 49 49.2 

Carlo 
Borromeo  

 Bust facing left, 
wearing a hooded 

cassock and a 
biretta. CAR. 

BORROMEVS 
CARD. ARCHIEP 

MEDI Carlo 
Borromeo, cardinal, 

archbishop of 
Milan. 

A lamb on an altar. 
Above to right, rays 

issuing from a 
cloud. SOLA 

GAVDET HVMIL 
ITATE DEVS God 
rejoices in humility 

alone 

  

1564-1585 
Italy 

Cast bronze 
medal. 

Uniface. 
Pierced 52 

45.77 

Carlo 
Borromeo 

Bust facing left, 
bearded, wearing a 
hooded cassock and 
a biretta, his right 
hand raised to his 

chest. CAROI. 
BORROM. CARD. 

S.P. ARCHIEP. 
MED Carlo 

Borromeo, cardinal 
of S. Prassede, 
archbishop of 

Milan. 

     

1564-1584 
Italy 

cast bronze, 
gilt 53 47.97 

Carlo 
Borromeo  

 Bust facing left, 
wearing a hooded 

cassock and a 
biretta. CAR. 

BORROMEVS 
CARD. ARCHIEP 

MEDI Carlo 
Borromeo, cardinal, 

archbishop of 
Milan. 

A lamb on an altar. 
Above to right, rays 

issuing from a 
cloud. SOLA 

GAVDET HVMIL 
ITATE DEVS God 
rejoices in humility 

alone 
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1565-1579 
Italy 

Cast lead 
medal. 

Pierced at 
edge. 35 

12.05 

Benedetto 
Lomellini 

Bust facing right, 
bearded, tonsured, 
wearing a hooded 

cassock 
BENEDICTVS 

CARD 
LOMELLINVS 

Cardinal Benedetto 
Lomellini 

 A figure of 
Gentleness, 

wearingf antiue 
drapery and a veil, 
holding a dove in 

her left hand, 
standing on a 

serpent 
MANSVETVDO 

Gentleness 

T.R. 

1565-1583 
Italy 

cast bronze 
78 156.8 

 Zaccaria 
Dolfin 

Bust facing right, 
bearded, wearing a 

hooded cassock. 
Beaded border. 
.ZACH. S.R.E. 

PRAESB. CARD. 
DELPHINVS. 

Zaccaria Dolfin, 
cardinal presbyter 

of the Holy Roman 
Church 

     

1565-1589 
Italy 

cast bronze 
53 63.56 

Prospero 
Publicola 

Santacroce 

Bust facing right, 
bearded, tonsured, 
wearing a hooded 
cassock. Beaded 

border. PROSPER 
SANCTACRVCIV

S S R E CARD 
Prospero 

Santacroce, 
cardinal of the Holy 

Roman Church 

View of the Villa 
Gerocomio, its 

garden and 
surrounding hills. 

beaded border. 
GEROCOMIO 

Villa Gerocomio 

Federico 
Cocciola 

1565-1607 
Italy 

cast bronze 
45 41.46 

Tolomeo 
Gallio 

Bust facing right, 
bearded, wearing a 

hooded cassock. 
PTOLEMEVS 

CARDI 
COMENSIS EPS 
TVSCVLANVS 

Tolomeo, cardinal, 
from Como, bishop 

of Frascati 

Facade of a church 
TEMPLVM 

BEATE VIRGINI 
MATRIS DD 
Churchof the 

Blessed Virgin, 
Mother of God. 

  

1578-1584 
France 

Cast bronze 
medal. 

Uniface. 52 
50.13 

Claude de la 
Baume 

 Bust facing left, 
bearded, wearing a 

hooded cassock. 
CLAVDIVS 

CARD A BAVMA 
Claudius de la 

Baume, cardinal 
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1596-1629 
Italy 

Cast bronze 
medal. 

Pierced. 38 
25.71 

Ottavio 
Bandini 

Bust facing right, 
bearded, wearing a 
hooded cassock. To 

the left Bandini's 
insignia as cardinal. 
Inner linear border 
and outer beaded 

border. OCT. 
S.R.E. PR. CAR. 

BANDINVS. LEG. 
A. IVB. M.DC. 
Ottavio Bandini, 

presbyter cardinal 
of the Holy Roman 
Church, legate, to 
the jubilee year 

1600. 

John the Baptist, 
haloed, wearing a 
tunic, seated on a 

rock, holding in his 
left hand a cross, 
and in his right a 

radiant disc. Beaded 
border. D.IO: BAP. 

COLL. MACER 
SOCIESV. D The 
College of St John 

the Baptist, 
Macerata, of the 
Society of the 
divine Jesus . 

Burg, C 

16th Cen 
Italy 

cast lead 
uniface 37 

20.18 

Astaldo degli 
Astalli 

Bust facing right, 
wearing a hooded 

cassock. 
ASTALDVS 

CARD ASTAL 
Cardinal Astaldo 

degli Astalli 

     

16th Cen 
Italy 

cast lead 38  
Length: 
36.79   

Pietro degli 
Annibaldi 

Bust facing right, 
wearing a hooded 
cassock. PETRVS 

CARD 
ANIBALDVS 
Cardinal Pietro 
degli Annibaldi 

Arms of Cardinal 
Pietro degli 
Annibaldi   

  

16th Cen 
Italy 

cast bronze 
42 47.42 

Ottavio 
Ubaldini  

Bust facing left, 
bearded, tonsured, 
wearing a hooded 
cassock. OCT C 

VBALDINVS PA 
FLOR Cardinal 

Ottavio Ubaldini, 
patrician of 

Florence 

Two women, 
wearing antique 

drapery, 
approaching a 
burning altar, 

festooned with a 
garland, on which is 
placed a vessel; the 
figure on the right 
holds out a scarf, 
that on the left, 
carries an olive 
branch. Lenear 

border.   
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16th Cen 
Italy 

cast bronze. 
Aftercast  42 

37 

Ottavio 
Ubaldini  

Bust facing left, 
bearded, tonsured, 
wearing a hooded 
cassock. OCT C 

VBALDINVS PA 
FLOR Cardinal 

Ottavio Ubaldini, 
patrician of 

Florence 

Two women, 
wearing antique 

drapery, 
approaching a 
burning altar, 

festooned with a 
garland, on which is 
placed a vessel; the 
figure on the right 
holds out a scarf, 
that on the left, 
carries an olive 
branch. Lenear 

border.   

  

16th Cen 
Italy 

cast lead 37 
29.68 

Francesco 
Zabarella 

Bust facing left, 
wearing a hooded 

cassock and a 
biretta Raised 

border ZABAR IC 
P SRE CARD FL 

Francesco 
Zabarella, jurist of 
Padua, cardinal of 

Florence of the 
Holy Roman 

Church. 

An elephant, 
standing on a bank 
with its front feet in 

the water. To the 
left a palm-tree, to 

right a laurel. 
Above, a radiant sun 

and seven stars. 
SOLI DEO To God 

alone. 

  

16th Cen 
Italy 

Cast lead 
medal. Poor 
Aftercast 31 

29.98 

Iacopo 
Savelli 

Bust facing left, 
bearded, wearing a 

coat. IACOBVS 
SAABELLVS 
CARD LEGA 
Iacopo Savelli, 
cardinal, legate 

Savelli arms, 
surmounted by a 

cardinal's hat EXII 
CIVITAS 

MERENTI DICA 
The (...) city 

dedicated (it) to the 
deserving. 

  

16th Cen 
Italy 

Cast lead 
medal. Poor 
cast 38 34.17 

Giulio Della 
Rovere 

 Bust facing right, 
bearded, tonsured, 
wearing a hooded 
cassock. IVI FEI 
DERV EP SAB 
SRE CAR VRB 
AR RA Giulio 

Felice della Rovere, 
bishop of Sabina, 

cardinal of the Holy 
Roman Church, of 
Urbino, archbishop 

of Ravenna 

The Virgin seated, 
supported by two 

angels 
AVEDOMINA 

ANGELOR Hail, 
Lady of Angels 
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Table 2: List of Renaissance Popes 

Boniface VIII 1294-1303 
Antipope Alexander V 1409-1410 

Martin V 1417-1431 
Paul II 1464-1471 

Sixtus IV 1471-1484 
Alexander VI 1492-1503 

Julius II 1503-1513 
Leo X 1513-1521 

Clement VII 1523-1534 
 


