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Early 
Renaissance 

 Architects of the 
Renaissances were focused on how 
pieces are assembled together to 
produce a meaning, such as 
materials—the way it is organized in 
some way that produces shelter. 
Renaissance is about ideas and who 
we are as a people. How a society as 
a whole (or fragments) organizes . It’s 
habits, rituals, ornamental materials 
that provide a visual cue. It tells the 
story of their people and creates 
boundaries, limits and edges. 
 Because they lived in chaos, 
they wanted to create a world of 
beauty—Give a new birth. They 
decided to go back and read the great 
philosophers and their single surviving 
book on Architecture. They looked into 
antiquity  and reason that had 
disappeared in mysticism. The return 
of the pure form meant pure 
geometries—the most perfect shape is 
the circle—free in space like an atom. 
 The spirit of these 
revolutionary works was derived from 
the new world view of humanism, 
which celebrated rationality and 
mankind’s ability to make and act upon 
empirical observations of the physical 
world.  
 Renaissance architects 
derived whole-number rations from the 
musical consonances discovered by 
Pythagoras, and believed that the 
innate harmony of these ratios would 
be impressed upon anyone 
experiencing spaces determined by 
them. Humanists were convinced that 
God’s cosmic order could be 
expressed on earth through such 
mathematical proportions, which were 
inevitably related to the mensuration of 
the human body. In this context, the 
circular church represented the most 
perfect form, absolute, immutable, 
echoing celestial harmony.  
 Rather than using the 
complex, geometric transformation of 
medieval master masons, 
Renaissance architects favored simple 
forms such as the square and circle.  
 The Renaissance was about 
free will, it was in parallel with divine 
order. Humanist study elevated ones 
thought so one can perfect their order. 
Their art such as in architecture  was 
of ideal proportion and harmony, 
timelessness, shapes that represented 
idea of perfection. Many architects 
came from poverty and were able to 
elevate themselves to become great 
artists. They believed that Equal liberty 
exists for all. We saw the universal 
man who was able to understand and 
be part of different areas of study. 
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Leonardo da Vinci, Vitruvian Man, ca. 1485 Masaccio, The Trinity 1427-28 
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The Ospedale degli Innocenti 

 Also known as the Foundling Hospital, Brunelleschi 
was able to express outwardly his empathy for ancient 
Rome. The Ospedale degli Innocenti is often considered the 
first building of the Renaissance. It continues the link with 
classical tradition that had been maintained In Florence 
through such proto-Renaissance buildings. This building has 

a continuous arcade carried on Corinthian columns across 
its main façade and around an internal courtyard . These 
Romanesque elements were ultimately based on Roman 
architecture. The arcading is three-dimensional, creating a 
loggia with domed vaults in each bay. Semicircular arches 
span the width of the loggia, from the freestanding columns 
with abaci to corbeled brackets on the opposite wall.  

Brunelleschi  

 Brunelleschi was a gold crafter. He lost the competi-
tion to design a new set of bronze doors for the baptistery of 
Florence Cathedral. 

 Discouraged by his loss, he set off to Rome with the 
sculptor Donatello. His subsequent career as an architect 

owed much to 
the extended 
visit he paid to 
the Eternal City 
and the obser-
vations he  
made there.  

 While in 
Rome, Brunel-
leschi codified 
the principles of 
geometrically 
accurate linear 
perspective, 
making possible 
the exact repre-
sentation of a 
three dimen-
sional object on 
a two-
dimensional 
surface. Various 
artists in Italy 
had struggled 
with the ques-
tion of how to 

best depict spatial relationships in their paintings, but their 
solutions fell short of the precision achieved by Brunelleschi.  
In making careful drawings of such repetitive elements as the 
arches of aqueducts, he realized that parallel horizontal lines 
converged at a point on the horizon into the distance. His de-
velopment of this new system of spatial representation had a 
profound effect on art, architecture, and civic design during 
and after the Renaissance.  

Brunelleschi, Florence Cathedral, 1242 

Brunelleschi, Pazzi Chapel, 1430-33 

Brunelleschi, Foundling Hospital, 1419-44 

Brunelleschi, Foundling Hospital, 1419-44 

Brunelleschi, Pazzi Chapel, 1430-33 

Florence Cathedral 
Brunelleschi was consulted by the directors of the cathedral for 
work on the Dome of the Florence Cathedral. The cathedral itself 
was designed by Arnolfo di Cambio and Francesco Talenti, but 
the dome was completed by Brunelleschi. He used his knowledge 
of ancient Roman construction as well as Gothic traditions to pro-
duce an innovative synthesis. In order to reduce the dead load, 
he created a double shell of radial and concentric ribs. In order to 
reduce the amount of temporary construction, he devised porta-
ble centering that supported concentric courses of masonry until 
they were completed as stable compression rings, and he used 
this rising masonry to support scaffolding which in turn supported 
more centering.  
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Michelozzo  

Medici Palace (1444) 
 Michelozzo Cartolomeo was taught by Brunelleschi. His 

most noteworthy work 
was the Palazzo Medici. 
The client did not want 
to make his peers or 
neighbors jealous, and 
rejected Michelozzo’s 
first design for being too 
flashy.  
 Michelozzo’s 
desin reflects his aware-
ness of traditional Flor-
entine domestic build-
ings and his admiration 
for the Foundling Hospi-
tal arcade and its tradi-
tional Florentine court-
yard plan. The palazzo’s 
square plan includes 
such a central courtyard 
serving as a circulation 
core for perimeter rooms 
that open to one another 
without a continuous 
corridor.  

 He made use of rustification, stone blocks with deeply 
recessed chamfered joints. He arranged the street elevation in 
three tiers of graduate textures, beginning with rock-faced stone 
at the street level and concluding with smooth ashlar at the third 
level below a ten-foo-high crowning cornice with modillions, egg-
and-dart moldings, and a dentil course. The cornice projects out 
eight feet from the building, supported by acanthus leaf modillions 
or large brackets, and it combines with the string course between 
the floor levels to create a strong horizontal emphasis, even 
though the façade is eighty feet high.  
 The ground floor originally had three open arches along 
the street, the central one giving access to the courtyard and 
rooms serving the dici banking business. From the courtyard a 
staircase led to the major family rooms o the second floor. Deep 
shadows in the courtyard make the palazzo’s core cool and quiet, 
and the upper-level galleries provide access to and shade for the 
individual rooms. Typical Romanesque windows with circular 
heads are used throughout. While without radical innovations, the 
Medici Palace reflects Michelozzo’s connection to Renaissance 
circles through its symmetric  and mathematical proportions.  

Michelozzo, Medici Palace, 1444 

Michelozzo, Medici Palace, 1444 

Michelozzo, Medici Palace, 1444 

Michelozzo, Medici Palace, 1444 
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Alberti 
 Leon Battista Alberti 
was a classical theorist who 
saw architecture as a way to 
address societal order. The 
Renaissance architect, in his 
mind, was to be a universalist, 

an intellectual, a man of geni-
us, and a consort of those in 
positions of power and au-
thority.  

 Alberti was an accom-
plished scholar from an exiled 
Florentine family, he became 
on of the most influential 
thinkers of his time. His edu-

cation included 
mathematics, 
music, Greek, 
Latin, philoso-
phy, and Ro-
man law. Living 
in Rome provid-
ed him with 
many opportuni-
ties to meet art-
ists visiting the 
monuments of 
antiquity, and 
his travels gave 
him the chance 
to observe the 
works of artists 
in many cities 
throughout 
northern Italy. 
His writings re-
veal a mixture 
of scholarly re-
search and in-
formed obser-
vations.  

 

Alberti, Palazzo Rucellai, 1446—51 
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Alberti, S. Andrea, 1472-94 

Alberti, S. Maria Novella, 1456-70 

 
The Palazzo Rucellai (1446-51) 

 To organize the façade to the Palazzo Rucellai, he 
applied superimposed Doric use of the classical orders on a 
Renaissance domestic building. He raised the order of the 
ground floor on a high plinth scored into diamond shapes in 
imitation of Roman opus reticulatum, where diamond shaped 
masonry units were used as formwork for concrete walls. 
However, the subdivision serves only as a surface texture 
reflective of antique practices.  

S. Maria Novella 
 The task of adapting classical details to the façade of 
a church with a basilican cross section was a compositional 
problem for Renaissance architects, The S. Maria Novella 
produced the first completed design for a church façade in 
the Renaissance, but in some respects it is an extension of 
11th century Florentine traditions with its geometric panels of 
white and green marble. 

Late 
Renaissance  

Leonardo  
Da Vinci  
 Leonardo Da Vinci 
was born in Vinci, Tuscany 
and moved to Florence when 
he was 12 to apprentice to a 
painter and sculptor. He 
used methods of empirical 
observation of the natural 
world to produce inventions 
from engineering to war 
machinery such as cannons, 
catapults, the first 
submarine, he designed a 
helicopter that didn’t fly, 
barricade, walking machines, 
and  a parachute.  

 Da Vinci also drew 
from architecture, to the first 
scientific depictions of 
human bodies. He used an 
artistic technique of 
smearing paint onto the 
canvas to create an 
imaginary landscape. He 
dissected bodies, so he 
understood how organs 
function, as well as the 
circulatory system during an 
era of magic and mysticism. 
He made water-power 
machines and was interested 
in aerodynamics. He also 
came up with the idea of 
separating vehicles from 
pedestrians, and created 
urban landscapes to fight the 
plague of 1485.  

Da Vinci, Mona Lisa, 1503—06 
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Sangallo 
 Sagallo submitted plans to build the St. Peter’s church, 
but the sack of Rome had emptied the Vatican coffers and pre-
vented much actual construction being carried out.  Sagallo 
spent the amount required to build a small church in making a 

model to illustrate 
the ungainly ag-
glomeration of 
under-scaled clas-
sical orders he 
proposed for the 
north and south 
transept ambula-
tories.  Even 
though these ad-
mitted only indi-
rect light into the 
great central 
space, the south-
ern transept was 
completed ac-
cording to his de-
signs when he 
died. Michelange-
lo took over the 
design and quick-
ly saw the faults 
of Sangallo’s un-
imaginative 
scheme and 
razed the exterior 
walls of the tran-

sept ambulatories. They would have provided dark internal pas-
sageways in which vagrants could hide and attack pilgrims. 

 

Palazzo Farnese 
The Palazzo Farnese was a collaboration between Sangallo 
and Michelangelo, it became the model for a variety of urban 

monuments in the late 19th Century and early 20th centuries. 
Unlike the Florentine interpretation of the type, this palazzo has 
rustication only in the form of quoins and at the entry has clas-
sically inspired window surroundings.  

Il Filarete and Solari, The Certosa, 1396-1540 Sangallo and Michelangelo, Palazzo Farnese, 1517—46 

Sangallo, Plan of St. Peter’s Rome 

Filarete 
 Filarete was a 
Florentine architect 
and sculptor. He 
became interest-
ed in centralized 
Renaissance 
geometry, and 
wrote a Trea-
tise on Archi-
tecture in 
1461-64. 
Filarete pro-
jected an 
imaginary 
ideal city 
named Sfor-
zinda, howev-
er, Renais-
sance archi-
tects were rare-
ly able to build 

complete new cities according to their ideal plans.  

 

Certosa 
 The architecture of this building is more typical of Milanese 
architecture than the combination of Gothic and Renaissance features in 
buildings by Michelozzo and Filarete. The Carthusian monastery is a brick-and-
terracotta church. It incorporates both Gothic and Renaissance elements in profusion. Niches, medallions, arcades, columns, 
cornices, and buttressing compete within an allover pattern of surface relief. 

Filarete, Plan of Palma Nova, 1572 

Il Filarete and Solari, The Certosa, 1396-1540 

Sangallo , Palazzo Farnese interior, 1517—46 
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Bramante 

S. Maria delle Grazie 
 Donato Bramante designed the addition to the wide Milan-
ese church of S. Maria delle Grazie which is a medieval building con-
sisting of a nave, aisles, and chapels. Between 1492 and 1497 he 
added the centralized crossing, capped by a dome and completed on 
both sides  by transept apses and a choir with apse. Bramante’s de-
sign is behind the times, with its highly decorative exterior details 
falling into the Milanese tradition of brick-and –terracotta applique, 
Though it is in harmony with the spirit of Leonardo’s sketches of cen-
trally planned churches and consistent with Renaissance detail on 
the interior. 

S. Maria presso S. Satiro 
 An original design by Bramante is a rebuilding that included 
part of the old ninth-century church and campanile. His interior de-
sign included a barrel-vaulted nave and a transepts that intersect at 
central crossings, preventing Bramante from adding a conventional 
choir. He created a low relief that has the convincing appearance of 
a barrel-vaulted choir when viewed on axis. He simulated the space 
he wished to build in actuality, creating in the process what must be 
the ultimate use of his device in 15-century architecture. 

Bramante, S. Maria presso S. Satiro, 1482—92 

Bramante, S. Maria delle Grazie 

Bramante, S. Maria delle Grazie 

Bramante, S. Maria presso S. Satiro, 1482—92 
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Late 
Renaissance 
Mannerism 

 Mannerism only existed in 
Florence and Rome between the High 
Renaissance and Baroque periods. 
Society believed there was nothing 
more they needed to learn and society 
was in flux—They had gone as far as 
they believed they could go. This period 
was a reaction against  Renaissance, a 
structure so true it’s timeless.  

 The importance of this period 
was it was a time of change and 
uncertainty. It is distinguished by the 
notions of time and ruins, and 
exaggeration. By making things 
extreme, it created visual and 
compositional tension. It was not 
harmonic nor symmetrical. The goal 
was to create unstableness in the form.  

 Mannerists sought to achieve 
a more personal artistic expression 
through the imaginative and 
individualistic manipulation of the 
classical language. It has been 
associated with the political 
destabilization surrounding the Sack of 
Rome by the army  of Charles V. 
Mannerists favored disharmony, 
discord, imbalance, tension, distortion, 
and unresolved conflicts.  

 Eventually mannerism is seen 
as derogatory, as the decline of art. By 
the 17th century the term had come to 
mean self-indulgence, self-
consciousness, and superficial artifice.  

 Mannerism was a substitution 
for the loss of the old order. It 
organized itself into new groups and 
systems.  The singular world-view was 
gone. The belief was that despite the 
increase of choices, there was still a 
central belief in the system. Men’s 
choice was widened to structure their 
lives, yet limited by their immediate 
resources.  

4 
Raphael 

The Villa Madama 
 This building was left half-completed, it was to 
become a characteristic building type for Renaissance 
architects. In contrast to the urban dwelling, it was a coun-
try retreat inspired by the Roman estate farm. It’s main 
attricbute was an open elevated porch from which visitors 

could view 
carefully de-
signed gar-
dens . The 
owner would 
escape the 
city’s summer 
heat to this 
villa  to rest 
and relax.  

 The villa 
was set on a 
hillside, beyond 
the walls of 
Rome with a 
view over the 
city and the 
Tiiber. The 
hillside terraced 
into a number of 
levels, had for-
mal gardens 

with fountains 
pouring from level to level.  

  

 Only half the work was completed, It’s major space 
consists of loggia opening onto a parterre inspired in part by 
the three partially extend groin-vaulted bays of the Basilica 
of Constantine.  

 The building posits new conditions and problems for 
16th century designers. Movement through the site offers 
choices and potential moments of indecision. Various areas 
offer abrupt and dramatic contrasts.  

Parmigianino, Madonna of the Long Neck, 1534—1540 Raphael, The Villa Mdama, begun ca. 1616 

Raphael, The Villa Madama, begun ca. 1616 
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Michelangelo 
 Michelangelo Bounarroti was a painter, sculptor, and 
architect He was the son of a minor governmental official and 
was an apprentice for Domenico del Ghirlandaio. He was invit-
ed to join a workshop by Lorenzo de’Medici.  

Laurentian  Library 
 This building is more about duration, space of passage 
into depth. The perspective one gains through knowledge. Mi-
chelangelo wanted to make a statement of coming from illegiti-
mate state, and achieving higher status. He manages to take 
away the center away from the room by adding oversized 
stairs. This space asks you to participate and not just stand in 
space, making the foyer into an event. Instead of a decompres-
sion space, he gives you an aggressive space. Reason had 
given the would doubt and uncertainty, you can see the room 
posing questions such as, what is a window? What is a col-
umn? What is the relevance of a wall? The door increases a 
sense of penetration and combines elements by taking pieces 
away from them so one can contemplate the doubt.  

Michelangelo Buonarroti, 'Saint Peter's Basilica', ca. 1546-64  

Michelangelo, Laurentian Library vestibule, begun 1524 

Michelangelo,  Last Judgement, 1534—41 

Michelangelo Buonarroti, 'Saint Peter's Basilica', ca. 1546-64  Michelangelo, Tomb of Lorenzo di Piero de Medici, 1519—1534 

Michelangelo, Day and Night,, 1519—1534 

Michelangelo, Laurentian Library vestibule, begun 1524 

Michelangelo The Campidoglio, 1537  
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Vasari 
Corridoio Vasariano  

 Vasari was tasked to create a passageway from gov-
ernment palace to palazzo pitti for the Grand Duke for security 
reasons. Vasari’s creating's ask what is a building? To Vasari, 
a building is something you experience with time.  

The Galleria degli 
Uffizi is  hard to 
distinguish if it’s a 
courtyard, or is it a 
street? It’s actual-
ly a passageway 
with intensification 
of the orders by 
adding more than 
you need. It cre-
ates rhythm by 
multiplying the 
elements. He de-
stabilized the na-
ture of a true 
vault.  

Romano 
 Giulio Romano was born in Rome, his understanding of 
the buildings of antiquity came from his personal and intimate 
experience of the city rather than from study undertaken for pro-
fessional reasons. He represented the ruined condition of ancient 
monuments.  

Palazzo del Te 
 The Palazzo 
del Te by Giulio Ro-
mano reflected a 
world in decay, it has 
the walls of a building 
falling on Giants. The 
world of perfection still 
existed, but not for 
man. It  

a play between medi-
eval motes and roman 
villas , as if there is a 
delay in time. It has 
odd arrangements 
and it plays with ro-
man architectural or-
ders as if deconstruct-
ing the system by 
adding and removing 

elements. It consists of a large square courtyard, enclosed on all 
four sides by a series of rooms arranged en suite, with central 
entrances on the north and east sides. There is a garden laid out 
in geometric flowerbeds, and a moat used for staging miniature 
naval battles was dug adjacent to the villa. 

Vasari, Uffizi, begun 1560 

Vasari, Uffizi, begun 1560 

Vasari,  Corridoio Vasariano, begun 1560 

Romano, Palazzo del Te, 1525—34 

Romano, Palazzo del Te, 1525—34 

Romano, Palazzo del Te, 1525—34 

Romano, Palazzo del Te interior, 1525—34 
Vasari,  Corridoio Vasariano, begun 1560 
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Sanmicheli 
Palazzo Grimani 
(begun ca. 1556) 

 Sansovino was 
known for his nudes and 
landscapes for having a sup-
ple, luxurious, and slightly 
mysterious . Venetian palazzi 
like these became models for 
cast-iron facades applied to 
wood and masonry commer-
cial buildings in 19th century 
America. The repetitive col-
umns elaborate windows, and 
detailed cornices were ideal 
for mass production.  

Sansovino 
 Jacopo Sansovino was known for 
his nudes and landscapes for having a sup-
ple, luxurious, and slightly mysterious char-
acter.  

 

Library of S. 
Marco 

 The li-
brary of S. Marco 
has the appear-
ance of a Titian 
interpreted in 
stone. It’s bays 
are defined by 
attached Doric 
and Ionic col-
umns with open 
Palladian motifs 
between them. 
The composition 
is capped by bal-
ustrade and a 
deep frieze filled 
with a fecund 
array o swags, 
putti and masks.  
The effect is often 
called sceno-
graphic, it is one 
of sensuality and 
vividly contrasts 
with the brittle-

ness of Renaissance monuments that appealed to the sensual 
nature of 16th  Century Venetians. The façade can be interpret-
ed as three layers; the arched openings, the columns and en-
tablatures, and the lavish ornamentation.  

La Zecca 
 This building is adjacent to the library and facing the 
lagoon. It’s complete rustification reflects the influence of Giulio 
Romano and its related massiveness is ideally suited to its 
function as a great vault.  

5 

Sansovino, Library of S. Marco, begun 1537 

Sansovino, Library of S. Marco, begun 1537 

Sansovino, La Zecca, begun 1536 

Sansovino and Scamozzi, Loggetta, begun 1537 

Sanmicheli, Palazzo Grimani, begun ca. 1556 

Sansovino, Library of S. Marco, begun 1537 
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Villa Barbaro 

 Padillo made a significant contribution to 
the development of residential design . He had 
interpreted Vitruvius as saying that Greek temples 
had evolved from houses, and observation that 
may refer to the similarity of the geatron and the 
cella of a temple. Having no knowledge of the 
megaron, Padillio assumed Vitruvius’s remark to 
mean that Greek houses looked like Greek tem-
ples, which he knew to have columns and a pe-
ridiment. Padilladio believed that he was following 
Greek precedent, when in fact he was  being inno-
vative.  
  

S. Giorgio  
Maggiore 

(1565) 
The S. Giorgio Maggiore is 
Palladio’s most significant 
church, it has a façade de-
sign derived from his earlier 
S. Francesca della Bigne. 
Both churches offer a solu-
tion to the Renaissance 
problem of placing a classi-
cal façade in front of a basil-
ican cross section.  He com-
bined  four Corinthian col-
umns on pedestals that sup-
port the pediment at the end 
of the nave, superimposed  
with  wide smaller Corinthi-
an pilasters,  that match the 
sloping aisle roofs.  

Palladio, Villa Barbaro, 1557—58 

Palladio, Villa Foscari, 1559—60 

Palladio 

 Andrea di Palladio was inspired at one point by Guiulio Romano but 
looked back more to the models of Bramante.  He was a trained stonemason , 
at age 30 he was employed on a building site where his talents attracted the 
attention of the humanist Count Giangiorgio Trissino who 
then became his mentor and changed his name from Andrea  
di Pietro della Gondola, and gave him a humanist education.  

 While studying in Rome, he collected accurate infor-
mation on clas-
sical propor-
tions which he 
used in design-
ing his  own 
buildings. His architectural de-
signs are concerned with practical 
convenience as an essential com-
ponent of good design; firmness, 
commodity, and delight were the basic 
tenets of all architecture. 
 

Villa Americo-Capra 
(1556—57) 

 Arched openings 
at the center of the 
stairs once allowed 
carts to carry grain 
into the ground floor.  

  
  

Palladio, Villa Americo—Corpa, 1556—57 
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Scamozzi 

Teatro Olimpico (1579—80) 
 Inspired by Roman theaters with a proscenium 
like the Theater of Marcellus, but roofed with a ceiling 
painted to depict the sky. It has steeply banked rows of 
seats that are arranged in a semi circle facing the stage.  
The set remains as the scenery for all productions in the 

theater.  
The set 
shows an 
urban piaz-
za from 
which three 
streets ex-
tend back 
into the dis-
tance, their 
apparent 
length exag-
gerated by 
the false 
perspective 
of a sloped 
floor plan 
and artifi-
cially dimin-
ishing build-
ing heights. 
When the 
actors leave 
the stage, 
they appear 
to recede 
along the 
street, even 

though their own height does not diminish according to 
the perspective of the set.  
 The Treatises of Scamozzi, Vignola, and Serlio  
were a series of illustrated strap work, low relief designs 
based on studded leather straps, that was arranged in 
geometrical and sometimes interlaced patterns.  They 
were translated into English from the Dutch.  

Scamozzi, Teatro Olimpico, 1579—80 

Scamozzi, Teatro Olimpico, 1579—80 

Scamozzi, Teatro Olimpico, 1579—80 


