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takes this compositional idea to new heights. Codussi's church
of San Giovanni Crisostomo in 1497 has a composition similar
to San Michele in Isola, but with a stucco fagade and half
circular pediments, which project beyond the upper pilasters.
Later, in 1531, the church of San Felice addressed this problem
by employing side arcs as simple bands, rather than comices,
which are coplanar with the Ionic pilaster.

Thus, the circular pediment with side half-pediments, which
is all over Venice, 1s part of the continuity from the medieval to
the early Renaissance. Palladio draws upon this tradition and
develops it by angling the pediments parallel with the roofs
behind. It is quite easy to see the development if we just mental-
ly straighten the curved pediments. See F1G. 4. One realizes, in
light of the Venetian tradition during the century or more before
San Francesco della Vigna, that it is not necessary to interpret
Palladio's fagades as intersecting or overlapping pediments any
more than these late medieval or early Renaissance fagades.

The Palladian church fagade type with its major and minor
Orders became one of the great inventions of the Venetian
Renaissance and had an impact on many future churches. The
engaged tetrastyle temple, without wings, also became one of the
characteristic fagade types in Venice, as seen at the celebrated
churches of the Gesuati and Santa Maria del Rosario, and
continued to inspire many small churches in the Veneto up
through the 1950s.

The influence of Venice can also be discerned in Palladio’s
treatment of domes. Venice is a city of domes, the most
important ones at the Veneto-Byzantine basilica of San Marco,
which has five of them. Other medieval churches have multiple
domes also, including the basilica of San Antonio ('l Santo') in
Padova. Palladio's domes follow the Venetian or Byzantine
tradition in their shape, rather than the Florentine ovoid dome or
the hemisphere of the Pantheon (even though the Pantheon was
his favorite building).

In the early Renaissance the dome continues to be employed
at the crossing of a Codussian quinqunx plan or directly above
the sanctuary as at Santa Maria dei Miracoli (1489), which was
designed by Pietro Lombardo. Palladio follows this later
tradition of a single dome and places it in either location, along
with a third option in which the whole nave becomes a dome,
such as at Le Zitelle in Venice and the Tempietto in the
countryside at Villa Barbaro in Maser. He also employs twin
towers at his two centralized churches, making them square like
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the vast majority of towers in Venice. And this brings up the
whole question of the cylindrical towers at Il Redentore, which
are unique in Palladio's opera. FIG. 2. On either side of the
apse, they create an incredible crescendo of curvilinear forms
with the dome and transept apses. Deborah Howard and others
find a possible inspiration from the minarets of Istanbul where
Palladio's patron, Marcantonio Barbaro, lived for a while.
However, one can also find circular campanili much closer to
home in the round towers of the Byzantine exarchate in
Ravenna, such as at Sant'Apollinare in Classe. A round tower is
also found at the eleventh-century Cathedral at Caorle, one of
the nine important cities of the republic of Venice. The idea for
two campanili could also be inspired by the basilica of
Sant'Antonio at Padova.

The rich tradition of architecture in Venice helps us to better
understand Palladio's architecture and how it is grounded in the
local patrimony. Even as ancient and modern Rome are his
stated touchstone, it is important to see how his purportedly
Vitruvian architecture is transformed by contact with the
medieval and early Renaissance practice of Venice. It also helps
to explain why Palladio's architecture has unique characteristics
that are distinct from the contemporaneous architecture of other
parts of Italy.

It would be interesting to speculate how many of these
influences on Palladio are conscious and unconscious. Or even
how many of those decisions were made by the craftsmen on
the job or the clients themselves, who often wanted designs in
continuity with conventional practice. There was a lot of room
for this to happen, given that the only project in Venice
completed in Palladio's lifetime was the fagade of San
Francesco della Vigna. All of the others were finished by
others after his death. However, I would suggest that Palladio’s
genius allowed him to build upon the Venetian tradition in a
way that is antithetical to many modern architects. Morcover,
his criticism of Gothic architecture, which seems evident in his
writings, did not prevent Palladio from learning from aspects of
the medieval and Byzantine architecture of his adopted city.

Did he surpass the Venetian tradition even by adding to it?
Eventually, due to his disciples down through the ages, his work
would become synonymous with Venice. But also, his work has
become synonymous with classical architecture. Is not the work
of all great architects a confluence of local tradition and brilliant
invention?

Notes

' San Giorgio Maggiore, Il Redentore and Le Zitelle.

? "When the grandeur of the Roman Empire began to decline
because of the ceaseless invasions of the barbarians,
architecture, having abandoned its original beauty and
sophistication, as did all the other arts and sciences at that time,
deteriorated more and more until it could get no worse in the
total absence of information about beautiful proportions and the
ornate manner of building.' A. Palladio, Four Books . . . (1570),
IV:17 (Tavernor-Schofield trans., MIT Press, 1997), p. 276.

? Roberto Pane, 'Andrea Palladio e l'interpretazione della

architettura rinascimentale,' in Venezia e L'Europa, Atti del

XVIII Congresso Internazionale di Storia dell'Arte, Venice,
1956, pp. 408-412.
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