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Abstract: The wedding between Michele Peretti, Prince of Venafro and great-nephew of 
Pope Sixtus V, and Anna Maria Cesi, daughter of the Duke of Ceri and cousin of Prince 
Federico Cesi was celebrated in the Palazzo della Cancelleria with a rich program of events. 
The most important of them was the staging of Iacopo Cicognini’s Amor pudico in an 
ephemeral theatre intentionally built in the large hall known as the Sala dei Cento Giorni (Hall 
of the Hundred Days), which is celebrated for the massive architectural quadrature Vasari 
depicted on the walls in the 1547. The digital reconstruction process of the theatre after a 
few literary sources and the actual form of the Hall provides the opportunity to discuss the 
evolution of the theatre architecture in the age in which permanent theatres were gradually 
being built and the mechanism of the valorisation of intangible heritage. At the same time, 
some elements suggest the possibility that the theatre was designed as a three-dimensional 
projection of Vasari’s frescoes, the result of a sort of inverted perspective process from the 
pictures to the physical space.
Keywords: Intangible heritage; Ephemeral architecture; Baroque Theatre; Digital Reconstruction; 
Palazzo della Cancelleria

ES “En la gran sala de la Cancillería”.  
El teatro efímero para el Amor Pudico

Resumen: La boda entre Michele Peretti, príncipe de Venafro y sobrino nieto del papa Sixto 
V, y Anna Maria Cesi, hija del duque de Ceri y prima del príncipe Federico Cesi, se celebró en 
el Palazzo della Cancelleria con un rico programa de actos. El más importante de ellos fue 
la puesta en escena del Amor pudico, de Iacopo Cicognini, en un teatro efímero construido 
expresamente en la gran sala conocida como Sala dei Cento Giorni —Sala de los Cien Días—, 
célebre por la monumental cuadratura arquitectónica que Vasari pintó en sus muros en 1547.

El proceso de reconstrucción digital del teatro, a partir de algunas fuentes literarias y de la 
configuración actual de la sala, ofrece la oportunidad de analizar la evolución de la arquitectura 
teatral en una época en la que comenzaban a construirse progresivamente teatros permanen-
tes, así como los mecanismos de valorización del patrimonio inmaterial. Al mismo tiempo, algu-
nos elementos sugieren la posibilidad de que el teatro fuera concebido como una proyección 
tridimensional de los frescos de Vasari, resultado de una suerte de proceso de perspectiva 
invertida, desde las imágenes hacia el espacio físico.
Palabras clave: Patrimonio inmaterial; arquitectura efímera; teatro barroco; reconstrucción 
digital; Palazzo della Cancelleria.

1	 This paper is an extension and a critical reconsideration of precedent studies on the topic of reconstruction 
after Intangible Heritage (Colonnese, 2022; Colonnese, Fagiolo, 2023) and the pages written in Tamburini, 2023, 
pp.295-300. My gratitude goes to Elena Tamburini, Marcello Fagiolo, Marco Fasolo, Leonardo Baglioni, Flavia 
Camagni e Lorenzo Ascani. Dept. History, representation and restoration of architecture
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Held in Paris from September 29 to October 
17, 2003, UNESCO General Conference pro-
duced the Convention for the Safeguarding of 
the Intangible Cultural Heritage. Since then, 
the idea of heritage has been expanding to 
include “traditions or living expressions in-
herited from our ancestors and transmitted to 
our descendants, such as oral traditions, per-
forming arts, social practices, rituals, festive 
events, knowledge and practices relating to 
nature and the universe, or the knowledge and 
skills to produce traditional crafts” (BYRNE 
2008).

The extension of the notion of heritage to 
the intangible dimension has also resulted in 
theoretically and operationally reformulating 
the work of architects and scholars involved 
in visual reconstructions. Unlike archaeolog-
ical practice, intangible heritage is generally 
devoid of remains as original sites can be pro-
foundly altered. In this sense, the descriptions, 
drawings, and models preserved in archives 
are both useful documents for understanding 
the past and sources of spatial information to 
be explored, organized, and developed into 
multiple visual models, according to the prac-
tices of Virtual Heritage (COLONNESE 2023).

In this scenario, ephemeral architecture 
occupies a special place for it is an artistic 
expression conceived in transitory terms, 
with a brief and predetermined duration, of-
ten in relation to specific events, people, and 
places. Unlike “permanent” architecture, it 
often looks artificial and experimental and 
combines durable with ephemeral materials, 
often treated to appear other (COLONNESE, 
FAGIOLO 2022). Ephemeral architecture was 
generally at the centre of festivals and other 
events that today we would define as “multi-
media.” By combining engineering, literature, 
music, gardening, visual expressions and cu-
linary arts, it encouraged the collaboration of 
specialists from many disciplines (FAGIOLO 
1997). From this perspective, it also offers the 
opportunity to delve deeper into issues relat-
ed to the circulation and exchange of tools 
and techniques as well as to discuss on the 
relationships of power and subordination be-
tween the arts, including within the idea of 
“global work of art” (FROMMEL, FERDINAND, 
CICALI 2025). At the same time, gathering 
the information necessary to reconstruct 

ephemeral structures requires knowing how 
to decipher the literary and graphic testimo-
nies created for the occasion, by examining 
the data in light of the implicit rhetorical and 
celebratory addresses. In this sense, the re-
construction of a theatre built at the beginning 
of the Baroque period in the hall of a large six-
teenth-century Roman palace can only be the 
fruit of a multidisciplinary activity, directed in 
this case by Elena Tamburini, author of years-
long investigation into the forms of historical 
Italian theatre (TAMBURINI 1997; 2004).

A Theatre for the Newlyweds
Like many other successful cultural prac-
tices, modern theatre has its origins in the 
Renaissance years (Johnson, 2018). However, 
the construction of architectural structures 
specifically designed for performances only 
occurred at the end of the 16th century, as in 
the case of the Teatro Olimpico in Vicenza, 
designed by Andrea Palladio and completed 
by Vincenzo Scamozzi in 1618. For decades, 
performances organized by Renaissance 
aristocratic families were instead staged with-
in palaces. Sometimes there were structures 
already partially designed for the purpose, like 
some parts in Villa Madama or the Palazzo 
Farnese in Piacenza. But ephemeral theatres 
could also be built outdoors, in the court-
yards, the gardens – think of in the so-called 
“teatri di verzura” (green theatres) which of-
ten combined water, light, and sound displays 
(BORSI 1980) – or squares. This is the case of 
the famous Capitoline theatre built and used 
on September 13 and 14, 1513, to celebrate 
the Roman citizenship granted to Giuliano 
and Lorenzo de’ Medici (CRUCIANI 1968). 
Consider also the Florentine tradition boosted 
by the Medici, revealed by the pioneering re-
search lead by Ludovico Zorzi and Cesari Lisi 
and illustrated by fascinating wooden models 
(FABBRI, GARBERO ZORZI, PETRIOLI TOFANI 
1975; GARBERO ZORZI 2001).

This practice, often linked to extraordinary 
events, is documented as early as the begin-
ning of the 17th century, when the first “per-
manent” theatres were already beginning 
to spread. This is the case with the wedding 
between Michele Peretti, Prince of Venafro 
and great-nephew of Pope Sixtus V, and Anna 
Maria Cesi, daughter of the Duke of Ceri and 
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cousin of Prince Federico Cesi, who was 
eventually the founder of the Accademia dei 
Lincei. The wedding was celebrated in the 
Palazzo della Cancelleria, the longtime resi-
dence of Alessandro Damasceni Peretti, the 
Cardinal Montalto and the groom’s brother, 
and it was celebrated with a rich program of 
events. The most important of them was the 
staging of Iacopo Cicognini’s Amor pudico, a 
show with unexpected political implications, 
presumed to have been conceived to defend 
Galileo Galilei’s discoveries from an academ-
ic perspective, as well. On the other hand, the 
prince, who perhaps would have preferred a 
tournament or a joust, had had Torquato Tasso 
as a tutor and was particularly susceptible to 
the allure of the theatre. It is therefore natu-
ral that he personally committed himself to 
the production (TAMBURINI 2023, p. 146) and 
to giving a large audience the opportunity to 
participate in one of at least three document-
ed performances (5, 9, and 11 February 1614). 
The theatre was built in the weeks preceding 
the performance in the large Hall known as 
the Sala dei Cento Giorni (Hall of the Hundred 
Days). Its name is due to the time Giorgio 
Vasari supposedly took to create the complex 
decorative apparatus with large quadrature 
panels in 1547, which had been commissioned 
by Cardinal Alessandro Farnese (Fig.1).

The architect commissioned to build the 
theatre was Giovanni Guerra (1544-1618) from 
Modena, a close associate of Vasari himself 
and involved in several Roman construction 
sites since he was young. The decorative el-
ements and some of the stage designs are 
attributed to Baccio Ciarpi (1574-1654) from 

Lucca. It is also possible that the two artists 
followed the example of a previous theatre 
built three years earlier for the performance of 
Psiche, also on the initiative of the Montaltos. 
However, nothing remains of the theatre built 
in 1614, and only a few sources are available to 
understand and produce a conjectural recon-
struction of its form.

There are four primary sources, three of 
which are literary. First, the text of Amor pu-
dico, for which the theatre was actually con-
ceived; added to this is a detailed account of 
the celebrations compiled by Romolo Paradisi 
of the Accademia degli Umoristi. His account, 
which constitutes the richest source for the 
theatre architecture, is written in a letter dated 
February 10, 1614, to Giovan Battista Strozzi, 
which was published under the title Copia di 
una lettera a few days after the event; both 
sources are now accessible in Aldo Roma’s 
critical edition (TAMBURINI 2023, pp. 316-
362; 363-403). Further information emerges 
from some notes relating to the celebrations 
contained in personal letters and public notic-
es that superficially mention the event, which 
Tamburini (2023, pp. 267-277) also collected 
in his book.

The only direct architectural source avail-
able for a reconstruction of the theatre is the 
current form of the Sala dei Cento Giorni, which 
did not change much since the 17th century. 
The irregular rectangular hall is approximate-
ly 12 x 20 meters wide. The coffered ceiling is 
about 12 meters above a marble floor that cov-
ers a 260 square meters area. An imposing 
decorative apparatus runs continuously along 
the four internal walls and features a series of 

Fig. 1 The Sala dei Cento Giorni (Hall of the Hundred Days) in Palazzo della 
Cancelleria in Rome (photo: Leonardo Baglioni) 
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perspective loggias above structured tiers, 
crowded with figures positioned several meters 
above the ground (FASOLO, MANCINI 2014). 
The room is accessible through three doors. 
One is located at the centre of the main south-
ern wall and two others on the shorter sides, 
one of which is very low and virtually invisible, 
having been camouflaged by the frescoes. The 
only windowed wall, which has two rows of five 
windows each, faces north and allows direct 
sunlight only in the summer months. The Hall 
is therefore suitable for hosting performances 
and spectators who might be disturbed by di-
rect sunlight.

In the absence of drawings or detailed 
technical documents, it was necessary to 
rely on some secondary sources. First, it was 
important to examine coeval documents of 
theatrical architectural practices, regard-
ing the types of stage and wings and other 
contemporary stagecraft solutions. Among 
the considered documents are the draw-
ings of proscenium arches by artists such as 
Bartolomeo Neroni, known as Il Riccio, Giovan 
Battista Aleotti, Pietro Paolo Floriani, and Inigo 
Jones, which illustrate, among others, the 
first modern theatres built in Siena, Florence, 
and Ferrara (BONDONI 1982). Iconographic 

Fig. 2 Digital section layout of the theatre inside the Hall (photographic source: Flavia Camagni)

Fig. 3 Axonometric and perspective views after the reconstructive digital  
model of the stage and steps (drawing by author)
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research also extended to the decorative 
sphere, aiming to attribute a historically com-
patible form not only to the statues, bas-re-
liefs, wall paintings, decorations, and curtains 
mentioned in the descriptions, but also to 
important furnishing accessories such as re-
movable ladders and globular chandeliers.

Reconstructing the Theatre
Starting from the sources above listed, the 
graphic reconstruction of the theatre was car-
ried out in three stages. First, a rough plan was 
drawn up for the organization of the stage and 
the steps; then, the structure was developed 
in terms of construction and style; finally, it 
was optimized to accommodate the decora-
tive system and respond to certain elements 
in detail.

The central position of the door on the 
south wall of the Hall suggested the idea of 
dividing the interior space into two equiva-
lent zones, one for the audience, to the east, 
and the other for the stage, to the west (Fig.2). 
Specifically, the stage was placed by the wall 
where a small door leading to some service 
rooms could be used for the actors’ prepa-
ration; conversely, the other two doors of the 
Hall lead to rooms that could serve to collect 
and channel the flow of spectators. It was 
therefore near the door on the south wall that 
“the Prince stood meanwhile […] all majesti-
cally populous, receiving everyone with grave 
affability and courteous gravity” (TAMBURINI 
2023, p. 366, transl. by author).

The reconstruction of the theatre was 
therefore conceived as the combination of 
two independent wooden structures—the 
uditorio and the proscenio (Fig.3). The two 
structures are self-supporting, resting only at 
some points on the surrounding walls, which 
were covered with “very fine work drapes” 
(TAMBURINI 2023, p. 366, transl. by author). 
The drapes were intended both to protect the 
Vasari frescoes and to conceal the apologia 
of Paul III Farnese with the symbols of the rival 
family.

The two structures are composed of small 
or medium-sized wooden elements (perhaps 
excluding only the architrave above the pro-
scenium) that could be transported, handled, 
worked, assembled, and dismantled easily. 
Materials for ephemeral installations were 
commonly dismantled, preserved and reused 
in a following event (FROMMEL, FERDINAND, 
CICALI 2025). 

The auditorium has a dodecagonal plan, 
similar to the one that was depicted by Floriani 
in a drawing for the Teatro degli Intrepidi 
in Ferrara. The hypothesis of a truly curved 
form, according to the example of the design 

attributed to Nicolò Sabbatini for the Teatro 
del Sole, built in 1621 in the court hall of Pesaro 
(Pesaro, Biblioteca Oliveriana, ms. 387, vol. X, 
c. 173), has been discarded for economic rea-
sons. Curving the wood requires a complex, 
lengthy, and costly process, especially for an 
ephemeral architecture intended to last only 
a few days. 

The two tiers of steps are served by two 
stairs (one for ascending and the other for de-
scending, maybe?) that are inserted into the 
gaps created in the eastern corners of the 
Hall, while two linear stairs at the two ends of 
steps lead directly to the central area of the 
lower level. The auditorium encompasses 
the central area of the Hall that remains free 
to be functionally flexible. At different times 
during the performance, this area, which was 
surrounded by the high polygonal parapet of 
the auditorium decorated with painted pan-
els, could be used either to accommodate the 
seats intended for the female audience or for 
dancing.

The lower level of the auditorium features 
a first walkway approximately 3 meters high. It 
is supported by eight pairs of Doric columns, 
slender than those on the stage not to ob-
scure the view of those seated behind them. 
A second walkway, connected to the two stairs 
in the corners, is located almost 4 meters 
high.

The paired columns support an entabla-
ture that decorates the parapet of the up-
per level of the auditorium, where there the 
audience can sit onto two more steps. The 
crowning point of the structure, approxi-
mately 7.50 meters high, corresponds ap-
proximately to the horizontal band on the 
painted walls that divides the lower archi-
tectural scenes from the upper allegorical 
figures.

This arrangement of the audience would 
have allowed for approximately 35 people 
to sit in the stalls, approximately 250 peo-
ple in the first tier, and another 100 in the 
second tier, for a total of nearly 400 people. 
However, considering the maximum crowd 
and additional spectators standing along 
the balustrades, it is plausible that more 
than 500 people attended each of the three 
performances, for a total of 1,500. It is no 
coincidence that Paradisi evokes Pliny when 
he states that “a small space was filled with 
such a multitude of people that, if the site 
had permitted it, the theatres of Curio and 
Scaurus would perhaps be spoken of with 
less admiration” (TAMBURINI 2023, p. 366, 
transl. by author).

The proscenium design is inspired by the 
scheme of triumphal arch in a tradition that 
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extends from the Bartolomeo Neroni’s designs 
to that made by Giovanni Felice Sances for 
Ermiona, which was performed at the Teatro 
di Prato della Valle in Padua on April 11, 1636 
(Fig.4). Paradisi reports that “two Doric-order 
pillars rose on extreme sides” (TAMBURINI 
2023, p. 367, transl.by author) and the initial 
hypothesis for the proscenium design inter-
preted this indication by inserting two pilasters 
on each side (Fig.5). However, the ambiguity of 
the sentence (two pilasters on each side or two 
in total?) and some consequential critical ele-
ments, such as the anomalous proportions of 
the proscenium, suggested investigating other 
possibilities, such as those described in some 
sketches by Inigo Jones.

The final proscenium design is framed by just 
two Doric pillars resting on plinths protruding 
from the tall base of the stage. The pillars sup-
port an entablature at the level of the horizontal 
band depicted on the walls, which marks the 
beginning of the wooden brackets supporting 
the heavy coffered ceiling. As Romolo Paradisi 
writes, the high entablature was “false;” it is was 
painted and “in harmony” with that of the Hall, 
and was therefore reconstructed with corbels 
inspired by those of the ceiling. At the centre of 
the entablature, the upper cartouche bears the 
inscription “I will always tend to Heaven, from 
which I descended,” (TAMBURINI 2023, p. 366, 
transl.by author) while the lower shield depicts 
Cupid’s face (Fig. 6)

Fig.4 Giovanni Felice Sances, Libretto for Ermiona at the theatre of Prato  
della Valle in Padua, April 11, 1636 (Béringhen 1638)

Fig. 5. Longitudinal and transversal section through the stage according to the preliminary  
hypothesis with paired pilasters on both sides (drawing by author)
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Fig. 6. Plan and section of the proscenium area (drawing 
by author) 

The stage floor is 1.75 m high. This cor-
responds to the height of the audience 
balustrade and, more generally, to the eye 
level of a standing spectator. According to 
Paradisi, a landscape dotted with shrubs 
and “full of rough rocks, grasses, bumps, 
tartars, and boulders” (TAMBURINI 2023, p. 
367, transl.by author) decorated the base of 
the stage. In this case, the reconstruction 
was inspired by Sebastiano Serlio’s satirical 
scene and contemporary landscapes paint-
ed by Tarquinio Ligustri and Paul Brill. The 
“rustic village” seen upon entering the Hall 
is located to the far left of the stage, visible 
through an opening in the rocks. At the mid-
dle of the base is a trompe l’oeil depicting 
“two equally rough ladders made of broken 
stones, placed haphazardly” (TAMBURINI 
2023, p. 367, transl.by author)— a reference 
to one of Vasari’s original motifs present in 
the Hall’s frescoes. Apparently, there was no 
direct connection between the stage and 
the audience, unless a movable wooden 
ladder is considered; on the other hand, the 
plays and ballets did not require one.

The type of pictorial decoration adopt-
ed for the “rustic village” was extended to 
the two large Doric pillars that delimit the 

proscenium. Both feature large niches in the 
centre of the shaft, as evidenced by some 
examples drawn by Inigo Jones and Neroni 
himself. The niche in the left pillar contains 
the depiction of Valor; the one on the right 
contains the depiction of Modesty. Both 
were reproduced according to the figures 
of Valor and Marital Chastity developed by 
Cesare Ripa in the 1618 illustrated edition of 
Iconologia (shortly after the event).

The rectangular proscenium, 6 meters 
tall and approximately 9.5 meters wide, fea-
tures a double curtain. A “large red drape 
divided into two parts like curtains” forms 
the outer curtain, tied to the sides of the pil-
lars. This first red curtain covers the sliding 
mechanism of the inner curtain, divided into 
broad vertical bands alternating yellow and 
red.

The structure of the perspective stage 
was reconstructed starting from an ideal 
point of view corresponding to the eye of 
a spectator seated in a central position on 
the first walkway, a position that can be as-
sumed to correspond to the location of the 
newlyweds. The stage has a sloping floor, 
which helps to convey the illusion of a depth 
much greater than the actual depth. In the 
perspective scenario considered here, the 
stage would have appeared up to four times 
deeper than its actual depth of approxi-
mately 7 meters. The stage plan is based on 
a Provenzale’s letter. The lateral sections of 
the stage are constructed with a sequence 
of rotating triangular periaktoi aligned along 
oblique lines converging at the central van-
ishing point, serving to present three differ-
ent scenic configurations through their si-
multaneous rotation around the vertical axis. 
At the back, the stage is completed by four 
painted “perspectives,” each composed of 
pairs of canvases approximately 2.5 meters 
wide, which meet at the centre and slide 
sideways to reveal the stage behind them. 
In addition to the elements placed and sized 
on the stage according to the perspective 
construction, others were arranged accord-
ing to the needs of the actors and workers. 
The final “perspective” is detached from 
the back wall by 140 cm to allow the work-
ers to set up service structures and the ac-
tors to pass from one side of the stage to 
the other without being seen. The periaktoi 
are instead arranged to provide actors and 
dancers with a passage towards the stage 
of approximately 90 cm near the Doric pi-
lasters and approximately 70 cm from the 
first “perspective” (Fig. 7).

It is possible that at least part of the light 
coming from the high windows could have 
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been used to illuminate not only the audi-
ence but also the stage. However, Paradisi 
mentions globe-shaped grandissime lum-
iere (very large lamps) probably made of 
wrought iron, hung with silver chains from 
the gilded ceiling, which were responsible 
for illuminating the room on this festive oc-
casion. They are composed of larger rings 
arranged on vertical planes (corresponding 
to the meridians) and a larger ring (corre-
sponding to the equator) and two smaller 
rings (corresponding to the two tropics) ar-
ranged on horizontal planes. The horizontal 
rings supported “many hundreds of lamps” 
that resembled a starry sky. The lumiere are 
hung and operated by long silver chains that 
slide through hooks inserted into the second 
and third ceiling beams and are anchored 
to the auditorium structure. This way, the 
globes can be lowered to the floor, replac-
ing candles or oil lamps, and then hoisted 
to the required height to achieve the lighting 
required for the stage.

Fig. 7. Plan and longitudinal section (drawing by author) 

Communicating the Theatre
The theatre’s reconstruction was accom-
plished graphically using freehand sketch-
es, quick digital collages, and CAD drafting, 
which were ultimately used to construct a 
solid digital three-dimensional model. The 
drawings were then refined first as scientific 
illustrations to accompany the reconstruction 

essay in Tamburini’s book and then as images 
for the audience at the exhibition La Città del 
Sole in Rome2.

In a first group of drawings, published in 
shades of grey in a medium-format book, 
some particular conventions were adopted. 
The plan is the result of a horizontal section 
at the level of the Doric columns of the au-
ditorium. However, the doors and fireplace, 
although below the actual section plane, are 
drawn and filled in with a light grey tone, while 
the steps of the corner stairs were sectioned 
at a slightly higher level to better show the 
progression of the ramps. Some hollow ele-
ments, such as the periaktoi or the perspec-
tive frames, are nevertheless filled in with grey 
to emphasize their presence. The grid of the 
stage, inspired by Serlio’s drawings, serves to 
demonstrate the stage’s perspective artifice. 
The cross-section is perfectly axial, while the 
longitudinal section, essentially axial with re-
spect to the auditorium, was shifted near the 
perimeter walls and passed through the doors 
on the short sides, thus demonstrating their 
presence and height.

The images produced for the exhibition 
pursued different objectives. On the one 
hand, they provide the most suitable and 
realistic viewpoints to convey the actual 
spatial experience of the theatre, with views 
from the steps to the stage and vice versa 
(Fig.8); on the other, they offer several ‘im-
possible’ viewpoints to reveal the relation-
ship between the theatre and the Hall that 
contained it, and the hidden structure of the 
wooden structures (Fig.9).

The images are deliberately schematic, 
wire-frame, devoid of material and chromatic 
quality. This communication strategy serves 
a dual purpose. On the one hand, it respects 
and reflects the hypothetical nature of the 
reconstruction, particularly delicate here be-
cause it arises from the combination of cel-
ebratory ekphrasis and technical and formal 
solutions borrowed from contemporary works, 
about which little information is available. On 
the other hand, it eschews overly detailed and 
photorealistic images to engage not only the 
eye but also the mind of the readers, who is 
implicitly encouraged to complete them with 
data gleaned from their own experiences but 
also to remain critical of the proposal. A high-
er level of definition has been applied only 
to a few images, which feature the curtains 
that once covered the walls, intended for a 
more casual viewing experience during the 
exhibition.

2	 CAMEROTA 2023.
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Fig. 8. Perspective views after digital model showing the 
stage from the upper steps, from the “prince’s eye” and 

from the stage to the steps (drawing by author)

Fig. 9. Comparing two perspective sections after the 
digital model  

(drawing by Lorenzo Ascani and author)

Final considerations
The reconstruction process of the theatre 
built in the Sala dei Cento Giorni in 1614 pro-
vided the opportunity to study an example of 
ephemeral architecture born from the nego-
tiation between celebratory requirements, 
the spatial and structural characteristics of 
the Hall, short construction times, heterog-
enous techniques and, finally, the complex 

mechanisms of the classicist language dur-
ing the formative years of the Baroque idiom. 
Added to this are the scenic issues, which 
were rapidly developing in those years, as 
evidenced by the presence of the periaktoi, 
and the scenic aspects, influenced by the 
perspective device. From this perspective, 
it could also be hypothesized that the thea-
tre’s design was at least partially influenced 
by its location in a Hall which was massively 
frescoed with perspective scenes depict-
ing by theatrical structures. It is clear that 
Vasari’s perspectives iconographically and 
spatially refer to “a theatrical setup in which 
the privileged spectator observes the scene 
from above a raised stalls” (CAMAGNI 2024, 
p.117) and may have been influenced both by 
Vasari’s experiences as a set designer and by 
some ephemeral structures early built in the 
Hall itself.

Fig. 10. Comparing the proscenium elevation with 
Vasari’s decoration on the back wall  

(drawing by author)

Vice versa, the theatre and sets for the 
Amor pudico may have been conceived as 
a concrete and tangible version of Vasari’s 
decorative apparatus; by the way, this sort of 
three-dimensional embodiment of the quad-
rature scenes, which for the occasion were 
covered by drapes, could have been designed 
as an implicit demonstration of superiority by 
the Perettis over the Farneses). By comparing 
the proscenium elevation of the reconstruc-
tion with the back wall decoration several af-
finities emerge. When considering the initial 
hypothesis of a proscenium with two pilas-
ters on each side, the boccascena fits almost 
exactly Vasari’s painted loggia (fig.10). Other 
similarities can be found in the stairs painted 
under the stage to imitate those frescoed on 
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the walls or in the “false” entablature painted 
“in harmony” with that of the ceiling. An ideal 
extension of the Hall, the ephemeral theatre 
seems to result from a sort of inverted per-
spective process from the frescoes to the 
physical space.

Added to this, Camagni’s studies have 
demonstrated that Vasari’s scenes refer to an 
ideal viewpoint located at a height of approxi-
mately 4.75 meters, which corresponds to the 
viewpoint of a spectator standing on the first 
walkway of the theatre, perhaps the so-called 
“eye of the prince.” Beyond the entirely coinci-
dental metrical coincidence, it is nevertheless 
an interesting analogy, which could suggest 
further developments also with regards to the 
habit of Renaissance painters of creating their 
perspective frescoes above high bases, with-
out pursuing the illusionistic effect obtained 
when the geometric horizon of the scene co-
incides with the visual horizon of the standing 
observer (FAGIOLO 2020).
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