
Approximately in the middle of the 16th

century, in Book II of his ‘Quattro Libri’ An-
drea Palladio wrote on the Villa Rotonda, its
patron, the way it sits on the land, and its
plan: “Amongst the most respected Vicentine
gentlemen is Monsignor Paolo Almerico, a
man of the church who was referendary to
the two Supreme Pontiffs, Pius IV and V, and
who, because of his distinction, merited being
made a Roman citizen with all his family. This
gentleman, having traveled for many years in
his desire for honor, eventually returned to
his homeland when all his relatives had died;
to enjoy himself he retired to his place on a
hill outside the town [suburbano] less than a
quarter of a mile away from the city, where
he built according to the following project,
which I did not think appropriate to include
with buildings in the country [fabricha di
villa] because it is so close to the city that
one could say it is in the city itself. The site is
one of the most pleasing and delightful that
one could find because it is on top of a small
hill which is easy to ascend; on one side it is
bathed by the Bacchiglione, a navigable river,
and on the other is surrounded by other plea-
sant hills which resemble a vast theater and
are completely cultivated and abound with
wonderful fruit and excellent vines; so, be-
cause it enjoys the most beautiful vistas on
every side, some of which are restricted,

others more extensive and yet others which
end at the horizon, loggias have been built on
all four sides; under the floor of these loggias
and the hall are the rooms for the convenience
and use of the family. The hall is in the mid-
dle and is circular [ritondo] and receives light
from above…”1

This is a very critical passage, as it explici-
tly reveals the clear intentions of the archi-
tect when he was designing the Rotonda. In
order to understand more fully, however, the
manner in which all these elements of site,
design, and patronage came together, a more
extensive analysis of this particular time pe-
riod of the cinquecento and the social condi-
tions that prevailed is required. Read and
understood in this mode, the villa that Pal-
ladio designed is a product of its time and pla-
ce, a paradigm of all the values held dear in
this part of the High Renaissance world; the
fusion of the ideal conditions set by a society
which anxiously sought to lead an illustrious
existence find their complete representation
in the Rotonda. At the same time another
layer is unavoidably present in the synthesis
of this building. It is the more pragmatic one,
co-existing with the humanist symbolism of
the villa but addressing the every-dayness of
its reality. This part of the design does not
attempt to aspire to something higher; it
rather accepts the de facto veracity of life on,
as well as from, the earth. The fact that the
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“real” and the “ideal” are present in one
entity, contrasting and completing one
another at the same time, presents a real
challenge, and changes the perception and
appreciation of this building by implying a
much more complex and rich reading of it.

From the way the text in the ‘Quattro
Libri’ discusses the location of the building
and everything that is present around it, it is
evident that ‘place’ is celebrated in this
design, and Palladio is trying to directly relate
the man-made to the natural. This is partly
due to a renewed interest on the land in the
Veneto, a situation that stems from the mili-
tary defeat that Venice suffered on May 15,
1509, by the French troops at Agnadello. The
League of Cambrai, created in 1508 and com-
prising of France, Spain, the Empire, the
Papacy, as well as the city-states of Milan,
Florence, and Naples, was looking for a way
to check the expansionist ambitions of the
Republic of St. Mark. After their victory in
Agnadello, they pushed the war all the way to
the lagoon, took brief control of cities that
belonged to Venice, and the war did not stop
until 1516. Eventually, Venice regained its
territories, and realized that, for the first ti-
me in its long history, it could not be content
with just being a maritime force. Portugal
and Spain on the West, and the Ottoman
Empire and the Barbary corsairs on the South
and the East made the maintenance of the
undisputed hegemony of the Mediterranean
basin and its trade routes very difficult. On
the land, it was facing new, dangerous rivals
that would try to eliminate its influence and
importance. Confronted with this new state
of affairs, it was almost obliged to focus on
maintaining its territory, and making the
most out of the existing situation.2

Thus, after approximately ten years of
recuperating from the war, Venice turned its
attention to the terraferma and began to re-
shape it. Most of its great patrician families,
as well as the local aristocracy of the
dependent cities (Padua, Vicenza, Verona,
Treviso, etc.) started to cultivate their land-
holdings, and acquire more whenever they
were able to. Discussing this new trend in his
book “The Palladian Landscape”, Dennis
Cosgrove writes: “During the same period [the
16th century] Venetians were taking ever

greater interest in their landed territories on
the Italian mainland, both to defend their city
against military attack and excessive waters
draining into the lagoon, and for investment
in land improvement and increased agri-
cultural production. An important debate over
the destiny of the city and its future policy
direction became bound up with matters of
land so that for the first time in the history
of the maritime republic Venetians looked to
the land as part of the self-definition of their
state and their world.”3

Accompanying this shift, the art of the era,
and indeed beginning half a century before the
period this paper is concerned with, made
landscape one of its very important themes,
continuously recurring. The idea of humans in
the land became a genre; in the paintings of
the main Venetian artists of the 15th and 16th

centuries, such as Giovanni Bellini, Paolo
Crivelli, Palma Vecchio, and Giorgione, nature
was either background or setting. Paintings
such as the “Tempest” revealed the extent to
which man’s physical and spiritual involve-
ment in the cosmos became of essential
importance. Sometimes the representations
were very specific, recordings on the canvas of
actual settings. This fascination with the
theatrical aspect of nature, and the way peo-
ple and buildings are placed in it so as to
enhance its meaning and, ultimately, signify a
desire to interact with it, becomes a part of
the Palladio design of the Villa Rotonda. The
author himself designates the setting as
theatrical; in the footsteps of the artistic
tradition that precedes him, he sets his crea-
tion on top of a hill, making it the focal point
of the ensemble. Thus, this architectural,
‘artificial’ volume effortlessly integrates with
the natural and at the same time distingui-
shes itself in it, so that the viewer is aware of
this special moment in which the Rotonda
“acts” its part and elates the setting by or-
dering its composition around the central
position which the building holds. 

In this ‘elevated’ landscape, the Almerico
villa received its place among other creations
that exemplified the change of values of its
era. It is hardly surprising when we consider
the fact that Palladio grew up exactly at this
critical time of transformation. He was wit-
nessing it constantly, as the projects of irri-
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gation and land reclamation taking place in
the territories in which he was active were
rapidly transforming the earth. Moreover, one
of his early and influential acquaintances,
Alvise Cornaro, was, as James Ackerman de-
scribes him, “a great figure in Padua; a
successful farmer, a generous patron and a
scholar, but one who preferred action to
rumination and devoted much of his life to a
vigorous campaign for the reclamation of the
river deltas along the Adriatic coast, writing
books and urgent memoranda on the salvaging
of arable areas…”4 This man was one of the
most important and forceful advocates of the
need to embrace what was termed ‘holy
agriculture’[santa agricoltura]; he was the
first one to describe it as such, in one of his
many endeavors to persuade the Council of
Ten to invest in the terra firma. The hu-
manist education that the architect himself
received was always stressing the evidence of
God’s creation all around us, and how humans
had to dwell in this world, trying to beautify
it with their skills. St. Augustine, in his
writings, describes the work that the humans
do on the land not as a burden, but as “exhi-
laratio voluntatis”, the will’s joyful partici-
pation in Divine Creativity; his texts, among
others, became the core of humanism. Pal-
ladio, who followed such ideas that were
prevalent in his circle of acquaintances and
patrons, was taking commissions for country
dwellings, the villas, from aristocrats who
embraced this new tendency to live in, as well
as from, the countryside. The name given by
Palladio to this type of person was “the great
Republican gentleman” or “ the gentleman of
great splendor and ease”. These individuals
chose a life which was characterized by a
constant self-awareness of social position and
did their utmost to maintain this status;
owning a dwelling that becomes a manife-
station of the noble living in the land and of
the dignified existence in nature was
consequently becoming a matter of the
utmost necessity and importance. 

The Rotonda is situated in a part of the
Veneto that has a great concentration of villas
belonging to noblemen, the majority of them
being part of the aristocracy of the city of
Vicenza. These were members of great pa-
trician families, like the Thiene and the

Valmaranas, that patronized Palladio. The
greater part of the number of these noblemen
had their ancestral estates in little villages
around Vicenza, which were their original
seats of power. The new dwellings that the
architect designed sought to consolidate this
rule by creating an inextricable bound with
the land. Architecture ordered the surround-
ing area through an act of artificial perspe-
ctivization by the way it located itself and
received the environment, thus dignifying
nature by a newly attached layer of signifi-
cance which ennobled the land in order to
acknowledge the magnitude of these great
persons. These buildings became marks of
authority over a broad area, while at the same
time they were also depending on that same
area to confirm and legitimize their owners’
claim to power. Dwelling as an act of revea-
ling and affirming one’s status was instru-
mental for the manifestation of the social im-
portance of Palladio’s contemporary “great
Rebublican gentlemen.” 

Monsignor Almerico, from the few con-
temporary sources that mention him, fits the
general description of such a personage,
although there is a peculiarity in the case of
his commission to Palladio. So far as the re-
cords at our disposal show, he never meant to
be involved in agriculture as a means of su-
stenance. He was a man at the end of his
career, seeking to return to his native area to
pass the remaining years of his life. The Ro-
tonda did not have dependencies around it
originally; the structures that we see today
date from the century after its construction,
when the owners had changed. The Rotonda,
thus, cannot be totally seen as a villa in the
Venetian sense of the world, because there
was no direct connection with the produce
that the land could yield. On the other hand,
it can also not be totally viewed as a villa in
the Roman understanding. What is meant by
this is the use of this term in ancient Rome,
by Pliny the Younger when he is writing of
his villa in Tuscany, for example, to describe a
temporary dwelling in the countryside where
one would seek to pass some time away from
the cares of the city-the vita attiva of the
urban center versus the vita contemplativa of
nature. All over Italy, wealthy aristocrats
were re-discovering these ancient descriptions
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as part of the revered past, and sought to
emulate this tradition. The term that applies
to this situation is ‘villegiatura’. Every sum-
mer, privileged citizens and church prelates,
even the Pope himself, would leave the city of
Rome and spend three, four months some-
times, escaping the foul air and atmosphere of
the city, living in the clear air of the nature,
and very often exchanging visits with one
another. The Almerico estate, however, was
not merely accommodating the needs and
wishes of its owner for a temporary depar-
ture from his principal residence. It was the
only dwelling of the churchman, as he sold his
family’s house in the city in order to finance
this commission, and the Rotonda was the sole
house that he left, by a codicil added on July
13, 1571, to his 1569 will, to his only natural
son, Virginio Bartollomeo.5

Therefore, the best way to describe the
purpose of this villa is as a rather unique
combination of the two previous definitions of
a villa. The owner would live there perma-
nently, but not out of his need to oversee the
production of the estate, because there was no
such thing. In the same time, it is a sort of
permanent ‘villegiatura’, located in a delight-
ful site, detached from the city (although the
passage from the ‘Quattro Libri’ states that it
is as if the Rotonda is in the city itself), and
enjoying vistas of the surrounding area. The
site itself has all the requirements that Pal-
ladio sets in Chapter XII of Book II of his
treatise, entitled ‘On Choosing the Site for
Buildings on Country Estates’: “it will be
most convenient and attractive if it can be
built on a river…this [the river] will make it
very cool in the summer and will be a lovely
sight…But if one cannot have navigable rivers,
one must try to build near other forms of
running water, which must, above all, be at a
distance from water that is stagnant and does
not flow, because it produces foul air; we can
easily avoid it if we build in elevated and
healthy locations, that is, where the air is
moved by the continuous blowing of the wind,
and the land, because of its incline, is cleansed
of its damp and noxious vapors so that the
inhabitants remain healthy, happy, and of
good complexion…When it is essential to build
on a hill, one must select a site that faces a
temperate region of the sky and does not lie

continually in the shade of the larger hills…”6

A preoccupation with ‘healthy’ locations is
revealed in this excerpt, and the Rotonda is
certainly part of this whole tradition that is
rooted in ancient treatises. Vitruvius and his
‘Ten Books on Architecture’ especially come to
mind; Palladio would have been very familiar
with it. He participated in the 1556 edition of
Daniele Barbaro’s Vitruvius, and in his own
writings he keeps mentioning instructions
given in the Roman text, and how they should
be followed. The 1st century author, in Book I,
Chapter I wrote:”The architect should also
have a knowledge of the study of medicine on
account of the questions of climates (in Greek
ÎÏ›Ì·Ù·), air, the healthiness and unheal-
thiness of sites, and the use of different
waters. For without these considerations, the
healthines of a dwelling cannot be assured.”7

From this passage, and from Palladio’s own,
there could be no doubt on the intentionality
of positioning. The site on the hill, near a
river, not overshadowed by the nearby Berici
hills, displays a conscious attempt to un-
derstand and adhere to the advice of the
architect’s earlier colleague. The building
itself can be looked at as the full emergence
of these principles, which in turn become a
part of a greater cosmological viewpoint
which is based on the existence of the four
elements [ÛÙÔÈ¯Â›·], namely air, earth, water,
and fire. Everything in the world was believed
to be a mixture of these, from antiquity on.
By positioning his building so as to achieve a
balance of the elements, Palladio aimed at
making his creation part of the larger con-
tinuum around it, harmonically relating and
incorporating it in the Creation. 

There is more than this link, nonetheless,
between the ‘Quattro Libri’ and the ‘Ten
Books’. The woodcut of the plan and elevation
of the villa in Palladio’s Book II, the idealized
version of what was finally built (only one of
Palladio’s designs for buildings was actually
constructed exactly the same way as it ap-
pears in his writings) and especially the
domed central portion of it is intentionally
reminiscent of round temples of antiquity
(Fig. 1). Vitruvius stated, when discussing cir-
cular temples in Book IV, that “the propor-
tions of the roof in the center should be such
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Fig. 1.  Plan and section of the Rotonda, as it appeared in the Ouattro Libri, Book II.

EÈÎ. 1. K¿ÙÔ„Ë Î·È ÙÔÌ‹ ÙË˜ PÔÙfiÓÙ· fiˆ˜ ÂÌÊ·Ó›˙ÂÙ·È ÛÙÔ Quattro Libri, ÙfiÌÔ˜ 2Ô˜.



that the height of the rotunda, excluding the
finial, is equivalent to one half the diameter
of the whole work.”8 Palladio, when he confer-
red his views on rotund temples in Book IV,
writes that “the dome or cupola is built above
the architrave, frieze, and cornice of the cor-
ridors and is half the height of the whole
building. That is how Vitruvius laid out round
temples.”9 This passage suggests a direct
connection between the ideal and the built, as
the representation of the Villa Rotonda in the
‘Quattro Libri’ follows these proposed
dimensions. 

The architect would have been familiar
with such edifices; he took several trips to
Rome and made careful notes of what he saw
there. He presented a lot of these buildings, as
reconstructed by him, in Book IV. In parti-
cular, there is one reconstruction, now in the
R.I.B.A. in London, that essentially has the
Vicentine villa crowning a hillside religious
complex: this is the plan and elevation of the
Temple of Hercules Vincitore at Tivoli (Fig. 2).
The resemblance is striking, and the Re-
naissance design receives its legitimacy as the
heir to the past of antiquity. “Round and
quadrangular ones are the most beautiful and
regular forms, and are those from which the
others derive their dimensions” writes Pal-
ladio on Temples in Chapter II of Book IV10.
The Rotonda, after the manner of the an-
cients, was perceived a combination of these
two forms, a temple design par excellence
(Fig. 3). 

The edifice alludes to temple iconography,
but is named a villa; at the same time, the
residential element is suppressed. The rooms

for the use of the family are subordinated
under the floor of the main level. They beco-
me part of a secondary world, included in the
podium on top of which the central dome
revolves and opens itself to the land with its
four porticoes (Fig. 3). Although there is no
written record specifically naming it as such,
this could well be intended as a Temple to the
Muses, a little casino where the intellectual
Vicentine nobility would hold literary, mu-
sical, and other celebrations. Palladio justified
the use of the pedimented front for houses in
his treatise, by supporting that “the ancients
also used them in their buildings, as may be
seen in the remains of temples and of other
public edifices. And, as I said in the preface to
the First Book, it is very likely that they got
the invention and the concept from private
buildings, that is, from houses.”11 With this
literary evidence, one could say that it is a
house iconography as well as a temple, and its
ambiguity lies in the fact that, in the main
level, it “houses” the Arts. We know that the
use of the principal spaces in the time of
Almerico’s life was such. In addition, the
owner himself might have been a member of
one of the Academie of Rome when he was
living there. This was the trend not just in
Rome, but in other cities of Italy, including
Vicenza, whose Academia Olimpica included
its most prominent citizens and Palladio’s
patrons, as well as the architect himself. This
makes a connection with another reason why
Almerico chose to return. He left his employ-
ment because he was no longer able to serve
under the conditions imposed by Pius V. This
was a man who brought about the rigid rules
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Fig. 2.  The reconstruction by
Andrea Palladio of the Temple of
Hercules Vincitore at Tivoli.

EÈÎ. 2. AÓ··Ú¿ÛÙ·ÛË ÙÔ˘ ÙÂÌ¤-
ÓÔ˘˜ ÙÔ˘ HÚ·ÎÏ‹ Vincitore ÛÙÔ
Tivoli ·fi ÙÔÓ AÓ‰Ú¤· ¶·Ï¿‰ÈÔ.



of the Counter-Reformation, one who con-

stantly chastised his cardinals for over-in-

dulgence in splendor and magnificence; during

his time, the Vatican was stripped of its scul-

ptural decorations, because of their pagan

allusions. Such behavior could drive off a man

like this church prelate, one who was eviden-

tly very fond of such works of art, as the

commission for his own house shows.

At the same time as embodying an exalted

mode of existence and cosmic perception, the

Rotonda was a place of abode of humans, the

family and servants of the owner. They occu-

pied the spaces under the central hall (Fig. 4).

. These are rooms of modest height that

follow the division of the plan directly above

them, but share nothing of its magnificence or

spaciousness (Fig. 5). These ‘cavernous’ rooms

bear witness to the everyday life that would

take place between the vaults that hold the

structure together, as if this domain, firmly

rooted on the ground, is holding the concre-

teness of reality and supports what is above

it, a place of dreams, halfway between heaven
and earth. 

Visually and conceptually apart, yet re-
presenting a vertical continuity, these two di-
stinct elements —the base of the temple and the
temple itself— communicate only with flights
of steps that are hidden in the corners of the
main salone, compressed in the thickness of the
structural elements (Fig. 6). This intensifies the
separation, as these two worlds are not suppo-
sed to be seen joined. The ‘belvedere’ idea that
prevails in the main floor, an idealized circle
within a square, the divine locked within the
terrestrial, is not to be disturbed by the mun-
dane daily existence of the world of the grotto
below it. Yet, the rays of light and the rain-
water that entered the oculus of the dome
would fall in the middle of the building,
through the circular opening of the floor, into
the vaulted apartments below, and disappear
inside the earth. It could well be that the idea
of an ‘axis mundi’ was intended in this gesture
of the architect (Fig. 4 and 11). There is a
willingness to show the reciprocity of heaven
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Fig. 3.  Aerial view of the building and its surroundings

EÈÎ. 3.  AÂÚÔÊˆÙÔÁÚ·Ê›· ÙÔ˘ ÎÙËÚ›Ô˘ Î·È ÙÔ˘ ÂÚÈ‚¿ÏÏÔÓÙÔ˜ ¯ÒÚÔ˘.



above and the earth below, making the human
structure the mediating element in which the
two meet, connected in their disconnectedness.

Read horizontally, the Rotonda displays
another attempt to unite and at the same time
keep apart the town and the nature. Upon closer
examination of the northwest and northeast
facades, facing the city and its river, it is
apparent that the temple form is supposed to be
the main focus (Fig. 7). The two approaches to
the building, the main one from the street and
the carriage-way from the Stradella Valmarana,
are sloped up gently, revealing the edifice as a
crown on top of its little hill, in Palladio’s own
description (Fig. 8). The main floor would be
prominent to the guests and fellow literati that
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Fig. 6. One of the staircases hidden in the thick-
ness of the corner walls of the central hall.

EÈÎ. 6. ŒÓ· ·fi Ù· ÎÏÈÌ·ÎÔÛÙ¿ÛÈ· Ì¤Û· ÛÙÔ ¿¯Ô˜
ÙˆÓ ÁˆÓÈ·ÎÒÓ ÙÔ›¯ˆÓ ÙË˜ ÎÂÓÙÚÈÎ‹˜ ·›ıÔ˘Û·˜.

Fig. 4. Central hall of
the Rotonda.

EÈÎ. 4. O ÎÂÓÙÚÈÎfi˜
¯ÒÚÔ˜ ÙË˜ PÔÙfiÓÙ·.

Fig. 5.  The vaulted
spaces of the lower
part of the building.

EÈÎ. 5. O ·„È‰ˆÙfi˜
¯ÒÚÔ˜ ÛÙÔ Î¿Ùˆ ÙÌ‹Ì·
ÙÔ˘ ÎÙËÚ›Ô˘.



would arrive to be part of the gatherings. But
on the other two facades, the space around the
volume of the building ends abruptly, and there
is a steep drop with retaining walls (Fig. 9, 10).
This reveals the artificiality of the elevation,
and what is more interesting, the dwelling spa-
ces under the dome. On the southwest side, the-
re is even a door that leads from the retaining
wall to a lower plateau, today a kitchen garden
(Fig. 10). These are the views to nature, and the
inhabitants of the building were meant to dwell
in it and partake in its everydayness (Fig. 9).
They were more directly involved with it, being
able to step outside the boundaries of the
idealized structure above them and not just
view, but be part of the land. In the form of the
villa, all levels of existence were accessible, and

how one was to perceive and be part of it de-
pended solely on his involvement with the entire
assembly, which in itself finally became a
question of status.

The conclusion that is inevitably drawn is
the idea of conflict and reconciliation in one
structure. It strives for perfection, with clear
references to the Pantheon and other circular
temples of antiquity, and it certainly shows a
concern to reach and embrace the divine. Its
form is exemplary in the fact that its cen-
tralized circle within the square becomes the
focus of the entire plan, where the axes meet
(Fig. 7). This space captures the fantastic,
becomes didactic in what is the new reality
that the patron is attempting to bring about.
Its mere existence legitimizes this attempt,
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Fig. 7.  The building and its environs; plan and section.

EÈÎ. 7. TÔ ÎÙ‹ÚÈÔ Î·È ÙÔ ÂÚÈ‚¿ÏÏÔÓ ÙÔ˘. K¿ÙÔ„Ë Î·È ÙÔÌ‹.
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Fig. 8. NW façade of the Rotonda, view from the carriage approach.

EÈÎ. 8.  B¢ fi„Ë ÙË˜ PÔÙfiÓÙ· fiˆ˜ Ê·›ÓÂÙ·È ·fi ÙËÓ Î‡ÚÈ· (·Ì·ÍˆÙ‹) ÚfiÛ‚·ÛË.

Fig. 9.  SE façade of the Rotonda.

EÈÎ. 9. NA fi„Ë ÙË˜ PÔÙfiÓÙ·.



because it is instantly recognizable as part of

a tradition that is re-invented in the 16th

century, and adjusted to the social demands of

the era. Alongside these distinguished aspi-

rations, though, the concreteness of reality is

ever present in the almost subterranean

apartments of the inhabitants and servants.

In this gesture, one cannot help but notice the

attempt to suppress their existence; at the

same time, they are to aspire and attempt to

grasp the new message that is conveyed just

above their quarters. This is a unique concept,

because man does not rule over the elements

in the Rotonda, but is hierarchically placed

below their place of union, humbling himself

before the force of Creation. The land that he

is part of and has access to receives and is

received by the four pediments. The forces of

nature enter from above in the semi-circular

room; night and day are visible through the

oculus. This tholos becomes a register of

eternal time and place, uninhabited and yet
full of existence (Fig. 11). The possibilities to
learn from it were there; it was up to the in-
dividual to decipher their messages, proceed-
ing towards a fuller understanding of the
cosmic order. 

THE CONFLICT AND FUSION OF THE IDEAL AND THE PRAGMATIC IN PALLADIO’S VILLA ROTONDA 119

Fig. 10.  SW façade of the Rotonda, view fron the kitchen garden.

EÈÎ. 10. N¢ fi„Ë ÙË˜ PÔÙfiÓÙ· fiˆ˜ Ê·›ÓÂÙ·È ·fi ÙÔÓ Î‹Ô ÙË˜ ÎÔ˘˙›Ó·˜.

Fig. 11. The dome over the central hall.

EÈÎ. 11.  O ÙÚÔ‡ÏÏÔ˜ ¿Óˆ ·fi ÙÔÓ ÎÂÓÙÚÈÎfi ¯ÒÚÔ.
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FOOTNOTES

ªÂ ‚¿ÛË ÙËÓ ÁÚ·Ù‹ Ì·ÚÙ˘Ú›· ÙÔ˘ Andrea
Palladio, Î·ıÒ˜ Î·È ÌÂ Ù· ÂÈÌ¤ÚÔ˘˜ ÈÛÙÔÚÈÎÔ-
ıÂˆÚËÙÈÎ¿ ÛÙÔÈ¯Â›· Ô˘ ˘¿Ú¯Ô˘Ó ÁÈ· ÙÔÓ 16Ô
·ÈÒÓ·, Ë ÔÏ‡ ÂÓ‰È·Ê¤ÚÔ˘Û· ·Ú¯ÈÙÂÎÙÔÓÈÎ‹ ÙË˜
Villa Rotonda ·ÚÔ˘ÛÈ¿˙ÂÈ ÌÈ· ÔÏ˘ÌÔÚÊ›· ˆ˜
ÚÔ˜ ÙÔÓ ÛÎÔfi ÙË˜ Î·Ù·ÛÎÂ˘‹˜ ÙË˜. ª¤Û· ·fi
ÙÈ˜ Û˘Óı‹ÎÂ˜ Ô˘ ‰ËÌÈÔ‡ÚÁËÛÂ Ô Â·Ó·ÚÔÛ-
‰ÈÔÚÈÛÌfi˜ ÙÔ˘ ÈÛÙÔÚÈÎÈÛÌÔ‡ ÛÙËÓ ∞Ó·Á¤ÓÓËÛË
ÌÂ ‚¿ÛË ÙÈ˜ È‰È·›ÙÂÚÂ˜ ·Ó¿ÁÎÂ˜ ·˘Ù‹˜ ÙË˜ ÂÔ-
¯‹˜ ÛÙËÓ πÙ·ÏÈÎ‹ ¯ÂÚÛfiÓËÛÔ ¤ÁÈÓÂ ÌÈ· ·ÍÈÔ-
ÌÓËÌfiÓÂ˘ÙË ÚÔÛ¿ıÂÈ· Ó· ÌÂÙ·ÊÂÚıÔ‡Ó Î·È
ÂÎÊÚ·ÛÙÔ‡Ó ¿Óˆ ÛÙÔ ›‰ÈÔ ÎÙ›ÚÈÔ ÛÙÔÈ¯Â›· Î·È
ÚÔÙ¿ÛÂÈ˜ ÔÏÏ¤˜ ÊÔÚ¤˜ Ê·ÈÓÔÌÂÓÈÎ¿ ·ÓÙ›ıÂÙ·
ÌÂÙ·Í‡ ÙÔ˘˜, ·ÏÏ¿ Ô˘ ÛÙËÓ Ú·ÁÌ·ÙÈÎfiÙËÙ·
·ÏÏËÏÔÛ˘ÌÏËÚÒÓÔÓÙ·È. ∫·Ù’·˘ÙfiÓ ÙÔÓ ÙÚfiÔ,
Ë Rotonda ÌÔÚÂ› Ó· ÂÚÌËÓÂ˘ÙÂ› ˆ˜ ÌÈ· ÂÚ›-
ÙˆÛË ·Ú¯ÈÙÂÎÙÔÓÈÎ‹˜ ÂÎÊÚ¿ÛÂˆ˜ fiÔ˘ Î·Ù¿
ÙËÓ Û˘Ó‡·ÚÍË ÔÏÏÒÓ ÂÙÂÚfiÎÏËÙˆÓ ÂÈ‰Ú¿ÛÂ-
ˆÓ Î·È ÂÈÏÔÁÒÓ Ë Û‡ÁÎÚÔ˘ÛË ÙÔ˘ È‰Â·ÙÔ‡ Î·È
ÙÔ˘ ÚÂ·ÏÈÛÙÈÎÔ‡ ˘¿Ú¯ÂÈ ÌÂ ÌÈ· ÚÒÙË Ì·ÙÈ¿

·ÏÏ¿ Î·È Û˘Á¯ÚfiÓˆ˜ Î·Ù·ÚÁÂ›Ù·È ÛÂ Ì›· È‰Èfi-
ÌÔÚÊË Û˘ÌÊÈÏ›ˆÛË ÙˆÓ ‰‡Ô. ™ÙËÚÈ˙fiÌÂÓË ¿Óˆ
ÛÂ Ì›· ÚÒÙË Î·È ·ÚÎÂÙ¿ ÛÙÔÈ¯ÂÈÒ‰Ë ·Ó¿Ï˘ÛË
‚·ÛÈÛÌ¤ÓË ÛÙ· ·Ú·¿Óˆ Ë Ì¤¯ÚÈ ÚfiÙÈÓÔ˜
·ÓÙ›ÏË„Ë ˆ˜ ÚÔ˜ ÙÔÓ ÛÎÔfi Î·È ¤ÎÊÚ·ÛË
·˘ÙÔ‡ ÙÔ˘ ÎÙÈÚ›Ô˘ Â›Ó·È ·Ó·fiÊÂ˘ÎÙÔ Ó· ÌÂÙ·-
‚ÏËıÂ›, ˘Ô‰ÂÈÎÓ‡ÔÓÙ·˜ Ì›· ÈÔ ÏÔ‡ÛÈ· Î·È
ÂÚ›ÏÔÎË Ù¿ÍË Ú·ÁÌ¿ÙˆÓ.

¶ÂÚÈÁÚ¿ÊÔÓÙ·˜ ÙËÓ Villa Rotonda ÛÙÔ ‰Â‡-
ÙÂÚÔ ‚È‚Ï›Ô ÙˆÓ ‘Quatto Libri’ ÛÙ· Ì¤Û· ÙÔ˘
16Ô˘ ·ÈÒÓ· Î·È ·Ó·ÊÂÚfiÌÂÓÔ˜ ÛÙÔÓ È‰ÈÔÎÙ‹ÙË,
ÙËÓ ÙÔÔıÂÛ›·, Î·È ÙÔ Û¯¤‰ÈÔ ·˘ÙÔ‡ ÙÔ˘ ÎÙÈÚ›-
Ô˘, Ô ·Ú¯ÈÙ¤ÎÙÔÓ·˜ ÙÔ˘ Andrea Palladio ÚÔÛ¤-
ÊÂÚÂ ÌÈ· ÔÏ‡ Î·Ù·ÙÔÈÛÙÈÎ‹ Ì·ÚÙ˘Ú›·. √ ‰Ë-
ÌÈÔ˘ÚÁfi˜ ÙÔ˘ ÂÓ ÏfiÁˆ ·Ú¯ÈÙÂÎÙÔÓ‹Ì·ÙÔ˜ ÔÓfi-
Ì·ÛÂ ÙËÓ ¿Ô„Ë ÙÔ˘ Û¯ÂÙÈÎ¿ ÌÂ ÙÔÓ ÙÚfiÔ Ô˘
·ÓÙÈÏ·Ì‚·ÓfiÙ·Ó ÙÈ˜ ·Ú·¿Óˆ ·Ú·Ì¤ÙÚÔ˘˜,
Î·È ÌÂ ·˘Ùfi ÙÔÓ ÙÚfiÔ ˘¤‰ÂÈÍÂ ÙÈ˜ ÚÔı¤ÛÂÈ˜
ÙÔ˘ Î·Ù¿ ÙÔÓ Û¯Â‰È·ÛÌfi Î·È ÙËÓ ÂÎÙ¤ÏÂÛË. ΔÔ
·fiÛ·ÛÌ· ·fi ÙÔ ‚È‚Ï›Ô ÌÈÏ¿ ÁÈ· ÙÔÓ È‰ÈÔÎÙ‹-

Ë Û˘ÁÎÚÔ˘ÛË Î·È Ë ÂÓˆÛË ÙÔ˘ È‰Â·ÙÔ˘ Î·È ÙÔ˘ Ú·ÁÌ·ÙÈÎÔ˘
ÛÙË ‚ÈÏÏ· ÚÔÙÔÓÙ· ÙÔ˘ PALLADIO

¶EPI§HæH

§Ô˘Î¿˜ K·Ú¤ÓÙ˙Ô˜
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ÙË Paolo Almerico, Ì¤ÏÔ˜ ÙË˜ ∞˘Ï‹˜ ÙÔ˘ ¶¿·
Î·È Â˘Ú‡Ù·Ù· Ù·ÍÈ‰ÂÌ¤ÓÔ, Ô ÔÔ›Ô˜ ·ÔÊ¿ÛÈÛÂ
Ó· ·ÔÛ˘ÚıÂ› ÛÙËÓ ÁÂÓ¤ÙÂÈÚ· ÙÔ˘, ÙËÓ Vicenza,
ÌÂÙ¿ ÙÔ Ù¤ÏÔ˜ ÙË˜ ÂÎÎÏËÛÈ·ÛÙÈÎ‹˜ ÙÔ˘ Î·ÚÈ¤-
Ú·˜. ∞Ó·Ê¤ÚÂÙ·È ÛÙËÓ ÙÔÔÁÚ·Ê›·, Î·È ¤ÙÛÈ
Î¿ÓÂÈ ÁÓˆÛÙfi ÙÔÓ “ÁÔËÙÂ˘ÙÈÎfi Î·È Â˘¯¿ÚÈÛÙÔ
ÙfiÔ” ÛÙÔÓ ÔÔ›Ô ‚Ú›ÛÎÂÙ·È ÙÔ ÎÙ›ÚÈÔ, ·Ó Î·È
¿Ú· ÔÏ‡ ÎÔÓÙ¿ ÛÙËÓ fiÏË. Δ¤ÏÔ˜, ÌÈÏ¿ ÁÈ·
ÙËÓ ÌÔÚÊ‹ Ô˘ ‰fiıËÎÂ ÛÙÔ ›‰ÈÔ ÙÔ ÎÙ›ÚÈÔ, Î·È
Ì¤Û· ÛÂ ‰‡Ô ÚÔÙ¿ÛÂÈ˜ ·Ó·Ê¤ÚÂÈ ÙËÓ ÂÈÌ¤ÚÔ˘˜
Î·Ù·ÓÔÌ‹ ÙÔ˘ ¯ÒÚÔ˘ Û‡ÌÊˆÓ· ÌÂ ÙËÓ ¯Ú‹ÛË:
ÙÔ Â¿Óˆ Ì¤ÚÔ˜, ÌÂ ‚·ÛÈÎfi ÛËÌÂ›Ô Û‡ÓÙ·ÍË˜ Î·È
·Ó·ÊÔÚ¿˜ ÙËÓ Î˘ÎÏÈÎ‹ ÎÂÓÙÚÈÎ‹ ÌÂÁ¿ÏË ·›-
ıÔ˘Û· Ë ÔÔ›· “Ï·Ì‚¿ÓÂÈ Êˆ˜ ÂÎ ÙˆÓ ¿Óˆ”,
Â›Ó·È ÚÔÛ·ÚÌÔÛÌ¤ÓÔ ÛÂ ¤Ó· ‰È·ÚÎ‹ ‰È¿ÏÔÁÔ ÌÂ
ÙÔ fiÌÔÚÊÔ Ê˘ÛÈÎfi ÂÚÈ‚¿ÏÏÔÓ Ô˘ ÂÚÈ‚¿ÏÏÂÈ
ÙËÓ Rotonda, ÂÓÒ Î¿Ùˆ ·fi ÙÔ ¿ÙˆÌ· ·˘ÙÒÓ
ÙˆÓ ¯ÒÚˆÓ ‚Ú›ÛÎÔÓÙ·È Ù· ‰ˆÌ¿ÙÈ· ÚÔ˜ ÙËÓ
Î·ıËÌÂÚÈÓ‹ ¯Ú‹ÛË ÙË˜ ÔÈÎÔÁ¤ÓÂÈ·˜ Î·È ÙÔ˘
ÚÔÛˆÈÎÔ‡ ÙÔ˘ ÎÙÈÚ›Ô˘. 

∞˘Ù¤˜ ÔÈ Ï›ÁÂ˜ ÁÚ·ÌÌ¤˜ ˘Ô‰ËÏÒÓÔ˘Ó Ì›·
ÂÌÌÔÓ‹ ÛÙËÓ ÂÚÈÁÚ·Ê‹ ÙË˜ Ê‡ÛÂˆ˜, Î·È ‰›-
ÓÔ˘Ó ÙËÓ ÂÓÙ‡ˆÛË ˆ˜ ÙÔ ÎÙ›ÛÌ· ‚Ú›ÛÎÂÙ·È ÛÂ
ÌÈ· È‰·ÓÈÎ‹ ÙÔÔıÂÛ›·, ÂÈ¯ÂÈÚÒÓÙ·˜ Ó· ÂÓÙ·-
¯ıÂ› Ì¤Û· ÛÂ fi,ÙÈ ÙÔ ÂÚÈ‚¿ÏÏÂÈ. ¢ÂÓ Â›Ó·È Î·ıfi-
ÏÔ˘ ÂÚ›ÂÚÁÔ Ô˘ ‰›ÓÂÙ·È ÙfiÛË ÛËÌ·Û›· ÛÙÔ
ÂÚÈ‚¿ÏÏÔÓ. ∞ÓÙ›ıÂÙ·, Â›Ó·È Ì›· ÚÔÛ¤ÁÁÈÛË
·fiÏ˘Ù· ÂÓ·ÚÌÔÓÈÛÌ¤ÓË ÛÙÈ˜ È‰¤Â˜ ÙˆÓ ¯ÚfiÓˆÓ
Î·Ù·ÛÎÂ˘‹˜ ÙË˜ Rotonda. ∞Ó ·Ú¯›ÛÔ˘ÌÂ ·fi ÙÔ
¿ÌÂÛÔ Ï·›ÛÈÔ, ÙËÓ ÁÂˆÁÚ·ÊÈÎ‹ ÂÚÈÔ¯‹ ÙÔ˘
Veneto, ı· ·Ú·ÙËÚ‹ÛÔ˘ÌÂ ¤Ó· Ó¤Ô ÂÓ‰È·Ê¤ÚÔÓ
ÁÈ· ÙÈ˜ ÎÙ‹ÛÂÈ˜ ÙË˜ ÍËÚ¿˜ ·fi ÙËÓ μÂÓÂÙ›·, Ë
ÔÔ›· Â›¯Â ÛÙËÓ ÂÈÎ˘ÚÈ·Ú¯›· ÙË˜ ¤Ó· ÌÂÁ¿ÏÔ
·ÚÈıÌfi fiÏÂˆÓ, Û˘ÌÂÚÈÏ·Ì‚·ÓÔÌ¤ÓË˜ Î·È ÙË˜
Vicenza. ∞˘Ùfi Â‹ÏıÂ ˆ˜ ·ÔÙ¤ÏÂÛÌ· ÙË˜
ÛÙÚ·ÙÈˆÙÈÎ‹˜ ‹ÙÙ·˜ Ô˘ ˘¤ÛÙË Ë ¢ËÌÔÎÚ·Ù›·
ÙÔ˘ ∞Á›Ô˘ ª¿ÚÎÔ˘ ·fi ÙÈ˜ ˘fiÏÔÈÂ˜ ÌÂÁ¿ÏÂ˜
Â˘Úˆ·˚Î¤˜ ‰˘Ó¿ÌÂÈ˜, ¤Ó· ÁÂÁÔÓfi˜ Ô˘ ÙËÓ
·Ó¿ÁÎ·ÛÂ Ó· Â·ÓÂÍÂÙ¿ÛÂÈ ÙËÓ ı¤ÛË ÙË˜ Î·È Ó·
Ú›ÍÂÈ ÙÔ ‚¿ÚÔ˜ ÙË˜ ÛÙËÓ ÏÂÁfiÌÂÓË terraferma.
ΔÔ Ì¤ÏÏÔÓ ÙË˜ fiÏË˜ ¿Ú¯ÈÛÂ Ó· ÂÍ·ÚÙ¿Ù·È
ÏÈÁfiÙÂÚÔ ·fi ÙË ı¿Ï·ÛÛ·, Î·È Ì¤Û· ÛÂ ÔÏ‡
Ï›Á· ¯ÚfiÓÈ· ÔÈ ·ÚÈÛÙÔÎÚ·ÙÈÎ¤˜ ÔÈÎÔÁ¤ÓÂÈÂ˜
ÛÙÚ¿ÊËÎ·Ó ÛÙËÓ Î·ÏÏÈ¤ÚÁÂÈ· Î·È ·ÍÈÔÔ›ËÛË
ÙË˜ ÁË˜, Ë ÔÔ›· ÂÓ‰ÂÈÎÓ˘fiÙ·Ó fi¯È ÌfiÓÔ ˆ˜ ¤Ó·
Ì¤ÛÔ Û˘ÓÙ‹ÚËÛÂˆ˜ Î·È ·ÓÙÏ‹ÛÂˆ˜ fiÚˆÓ, ·ÏÏ¿
Î·È ÁÈ· ÚÒÙË ÊÔÚ¿ ¤Ó· ·Ó‰È·ÌÊÈÛ‚‹ÙËÙÔ Û‡Ì-
‚ÔÏÔ ÎÔÈÓˆÓÈÎ‹˜ ÂÈÙ˘¯›·˜. ŒÓ·˜ ·fi ÙÔ˘˜
·ÙÚfiÓÂ˜ ÙÔ˘ Palladio, o Alvise Cornaro, ·Ó·-
Ê¤ÚıËÎÂ ÛÙËÓ “ıÂ›· Î·ÏÏÈ¤ÚÁÂÈ· ÙË˜ ÁË˜”. O

›‰ÈÔ˜ Ô ·Ú¯ÈÙ¤ÎÙÔÓ·˜, Ê·ÓÂÚ¿ ÂËÚÂ·ÛÌ¤ÓÔ˜
·fi ÙËÓ Ù¿ÛË ÙË˜ ÂÔ¯‹˜ fiÔ˘ ·ÎfiÌ· Î·È Î·Ï-
ÏÈÙ¤¯ÓÂ˜ Û·Ó ÙÔ˘˜ Bellini Î·È Giorgione ¯ÚËÛÈ-
ÌÔÔÈÔ‡Û·Ó ÙÔ Ê˘ÛÈÎfi ÙÔ›Ô ˆ˜ ÚˆÙÂ‡ÔÓ ‹
‰Â˘ÙÂÚÂ‡ÔÓ ı¤Ì· ÛÙÔ˘˜ ›Ó·ÎÂ˜ ÙÔ˘, ÂÚÈ¤ÁÚ·-
„Â ÙÔÓ Ó¤Ô ·˘Ùfi Ù‡Ô ÙÔ˘ Á·ÈÔÎÙ‹ÌÔÓ·, ÁÈ·
ÙÔ˘˜ ÈÔ ÁÓˆÛÙÔ‡˜ ·fi ÙÔ˘˜ ÔÔ›Ô˘˜ Û¯Â‰›·ÛÂ
·ÛÙÈÎ¤˜ ‹ ÂÍÔ¯ÈÎ¤˜ Î·ÙÔÈÎ›Â˜, ˆ˜ “Ô ÌÂÁ¿ÏÔ˜
Â˘ÁÂÓ‹˜ ÙË˜ ¢ËÌÔÎÚ·Ù›·˜” ‹ “Ô Â˘ÁÂÓ‹˜ ÌÂ
¿ÓÂÛË Î·È ÌÂÁ·ÏÔÚ¤ÂÈ·”. ∏ ÔÈÎ›· ÙÔ˘ Ì¤Û·
ÛÙËÓ Ê‡ÛË ÂÈ‚·ÏÏfiÙ·Ó Ó· ·ÓÙÈÎ·ÙÔÙÚ›˙ÂÈ ÙÔ
status ÙÔ˘ È‰ÈÔÎÙ‹ÙË, Î·È Ó· Â›Ó·È ·ÓÙÈÚÔÛˆ-
Â˘ÙÈÎ‹ ÙˆÓ È‰·ÓÈÎÒÓ Ô˘ ‹ıÂÏÂ Ó· ÚÂÛ‚Â‡ÂÈ.
∫·Ù’·˘ÙfiÓ ÙÔÓ ÙÚfiÔ, ÙÔ Ï·›ÛÈÔ ÙË˜ Rotonda,
Ë fiÏË ÙË˜ Vicenza Î·È ÙÔ Â˘Ú‡ÙÂÚÔ ÂÚÈ‚¿Ï-
ÏÔÓ ÙË˜, Â›Ó·È ‰È¿Û·ÚÙÔ ·fi ÂÍÔ¯ÈÎ¤˜ Î·ÙÔÈ-
Î›Â˜ Â˘ÁÂÓÒÓ, ÁfiÓˆÓ ·ÚÈÛÙÔÎÚ·ÙÈÎÒÓ ÔÈÎÔÁÂ-
ÓÂÈÒÓ Ô˘ ‹Ù·Ó ·ÙÚÒÓÔÈ ÙÔ˘ Palladio, fiˆ˜
ÁÈ· ·Ú¿‰ÂÈÁÌ· ÔÈ Thiene Î·È ÔÈ Valmarana.
¶ÚfiÎÂÈÙ·È ÁÈ· ÎÙ›ÛÌ·Ù· Ù· ÔÔ›· ÛÙÔ¯Â‡·ÓÂ ÛÂ
¤Ó· Â·Ó·ÚÔÛ‰ÈÔÚÈÛÌfi ÙË˜ Û¯¤ÛË˜ ÙÔ˘˜, ¿Ú·
Î·È ÙÔ˘ È‰ÈÔÎÙ‹ÙË ·ÊÔ‡ ÚˆÙ›ÛÙˆ˜ Â›Ó·È Û‡Ì-
‚ÔÏ· ÙË˜ ÎÔÈÓˆÓÈÎ‹˜ ı¤ÛÂˆ˜ ÙÔ˘, ÌÂ ÙËÓ ÁË Ë
ÔÔ›· ÂÍÔ˘ÛÈ¿˙·ÓÂ, ·ÏÏ¿ Ë ÔÔ›· ·Ú¿ÏÏËÏ·
·ÔÙÂÏÔ‡ÛÂ Î·È ÙËÓ ËÁ‹ ·˘Ù‹˜ ÙË˜ ÂÍÔ˘Û›·˜. 

∞˘Ùfi˜ ‹Ù·Ó Ô ÛÎÔfi˜ ÙË˜ ÂÍÔ¯ÈÎ‹˜ Î·ÙÔÈ-
Î›·˜, ÙË˜ villa, ÛÙËÓ ‚ÂÓÂÙÛÈ¿ÓÈÎË Ù¿ÍË ÙˆÓ
Ú·ÁÌ¿ÙˆÓ: ¤Ó· ÎÙ›ÛÌ· ÛÙÂÓ¿ Û˘Ó‰Â‰ÂÌ¤ÓÔ ÌÂ
ÙËÓ Î·ÏÏÈ¤ÚÁÂÈ· ÙË˜ ÁË˜, ·fi ÙËÓ ÔÔ›· Î·È
ÚÔÛÂÏ¿Ì‚·ÓÂ ÙËÓ ÌÂ›˙ÔÓ· ÛËÌ·Û›· ÙÔ˘. ¶·-
Ú¿ÏÏËÏ· ÌÂ ·˘ÙfiÓ ˘‹Ú¯Â Î·È ¤Ó·˜ ¿ÏÏÔ˜ ÔÚÈ-
ÛÌfi˜, ÔÏ‡ ÈÔ ÁÂÓÈÎfi˜ Î·È ÔÏˆÛ‰ÈfiÏÔ˘ ÚÔ-
Û·ÚÌÔÛÌ¤ÓÔ˜ ÛÂ Ì›· ·ÓÙ›ıÂÙË ÊÈÏÔÛÔÊ›·. E›Ó·È
Ë ÏÂÁfiÌÂÓË villegiatura, ·fiÚÚÔÈ· ÙË˜ Ô˘Ì·ÓÈ-
ÛÙÈÎ‹˜ ÛÎ¤„Ë˜ Î·È ‰È¿ıÂÛË˜ Ô˘ ÂËÚ¤·˙Â ÙËÓ
ºÏˆÚÂÓÙ›· Î·È ÙËÓ ƒÒÌË Î·Ù¿ ÙËÓ ∞Ó·Á¤ÓÓË-
ÛË, Ë ÔÔ›· Â›¯Â Ó· Î¿ÓÂÈ ÌÂ ÙÔÓ ÚfiÏÔ ÙË˜ ÂÍÔ-
¯ÈÎ‹˜ Î·ÙÔÈÎ›·˜ ÛÙËÓ ·Ú¯·›· ƒÒÌË Î·È ÙÔÓ
ÙÚfiÔ Ô˘ ÔÈ ÁÚ·Ù¤˜ Ì·ÚÙ˘Ú›Â˜ ÂÎÂ›ÓË˜ ÙË˜
ÂÔ¯‹˜, ÌÂ ÈÔ ÛËÌ·ÓÙÈÎ‹ ·˘Ù‹ ÙÔ˘ ¶ÏÈÓ›Ô˘
ÙÔ˘ ¡ÂˆÙ¤ÚÔ˘, ¤ÁÈÓ·Ó ÁÓˆÛÙ¤˜ Î·È ‰ËÌÈÔ‡ÚÁË-
Û·Ó ÌÈ· Î·ÈÓÔ‡ÚÈ· ·Ú¿‰ÔÛË Î·Ù¿ ÙÔÓ 16Ô
·ÈÒÓ·. ∏ villa, ÛÂ ·˘Ùfi ÙÔ Ï·›ÛÈÔ, ¤ÁÈÓÂ ¤Ó·˜
ÙfiÔ˜ Ê˘Á‹˜ Î·È ÍÂÎÔ‡Ú·ÛË˜ Ì·ÎÚÈ¿ ·fi ÙÈ˜
Â˘ı‡ÓÂ˜ ÙË˜ ·ÛÙÈÎ‹˜ ˘¿ÚÍÂˆ˜, ÙË˜ vitta at-
tiva, ÚÔ˜ ÌÈ· vitta contemplativa, ¤Ó· ÙÚfiÔ
˙ˆ‹˜ ·ÊÈÂÚˆÌ¤ÓÔ ÛÙËÓ ÌÂÏ¤ÙË Î·È ÙËÓ ÂÚÈ-
Û˘ÏÏÔÁ‹.

H Rotonda, Î·Ù¿ ¤Ó· ÌÔÓ·‰ÈÎfi ÙÚfiÔ, ‰·-
ÓÂ›˙ÂÙ·È Î·È ·fi ÙÈ˜ ‰‡Ô Î·ÙËÁÔÚ›Â˜ ÙË˜ ÂÍÔ¯È-
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Î‹˜ Î·ÙÔÈÎ›·˜. ™‡ÌÊˆÓ· ÌÂ ÙËÓ ‚ÂÓÂÙÛÈ¿ÓÈÎË
·Ú¿‰ÔÛË ‹Ù·Ó ¤Ó· Û›ÙÈ ÂÎÙfi˜ fiÏÂˆ˜, fiÔ˘ Ô
È‰ÈÔÎÙ‹ÙË˜ ¤ÌÂÓÂ ÌfiÓÈÌ·, fiÌˆ˜ ¯ˆÚ›˜ Ó· ¤¯ÂÈ
Î·Ó¤Ó· ÛÎÔfi Î·ÏÏÈ¤ÚÁÂÈ·˜ ÙË˜ ÁË˜. √ Al-
merico, ÛÙÔ Ù¤ÏÔ˜ ÙË˜ ˙ˆ‹˜ Î·È ÙË˜ Î·ÚÈ¤Ú·˜
ÙÔ˘, ·ÎÔÏÔ‡ıËÛÂ Ì¿ÏÏÔÓ ÙËÓ vitta contempla-
tiva, ˙ÒÓÙ·˜ ÂÌÓÂ˘ÛÌ¤ÓÔ˜ ·fi ÙÔ ÂÍÈ‰·ÓÈÎÂ˘-
Ì¤ÓÔ ÂÚÈ‚¿ÏÏÔÓ Ô˘ ÂÚÈÂ›¯Â Ù· ÛÙÔÈ¯Â›· Ù·
ÔÔ›·, Î·Ù¿ ÙÔÓ Palladio, Î¿ÓÔ˘Ó È‰·ÓÈÎ‹ Ì›·
ÙÔÔıÂÛ›·. ∞˘Ùfi Â›Ó·È Ì›· ıÂˆÚËÙÈÎ‹ Û˘Ó¤¯ÂÈ·
ÙË˜ ·Ú¯·›·˜ ·Ú¿‰ÔÛË˜ ÁÈ· ÙÔÓ È‰·ÓÈÎfi Û˘Ó-
‰˘·ÛÌfi ÙˆÓ 4 ÛÙÔÈ¯Â›ˆÓ ÙË˜ Ê‡ÛÂˆ˜ Î·È ÙËÓ
Â›‰Ú·ÛË ÙÔ˘˜ ÛÙËÓ ·Ú¯ÈÙÂÎÙÔÓÈÎ‹ Ô˘ Û›ÁÔ˘-
Ú· ÂËÚ¤·ÛÂ ÙÔÓ ·Ú¯ÈÙ¤ÎÙÔÓ·, Î·ıÒ˜ ‹Ù·Ó
Ì¤ÚÔ˜ ÙÔ˘ ÚÒÙÔ˘ ‚È‚Ï›Ô˘ ÙÔ˘ μÈÙÚÔ‡‚ÈÔ˘ sÙËÓ
¤Î‰ÔÛË ÙÔ˘ ÔÔ›Ô˘ ÙÔ 1556 ‚Ô‹ıËÛÂ Î·È Ô Pal-
ladio. ∞˘Ù‹ Ë villa ˙ËÙÔ‡ÛÂ —ÛÙ· ›¯ÓË Ì›·˜
ÈÛÙÔÚÈÎ‹˜ ÎÏËÚÔÓÔÌÈ¿˜— Ó· ÂÓ·ÚÌÔÓ›ÛÂÈ ÙÔ ÎÙ›-
ÛÌ· ÌÂ ÙÔ ÂÚÈ‚¿ÏÏÔÓ, Î·È Â›¯Â ˆ˜ ¤ÌÓÂ˘ÛË
·Ú·‰Â›ÁÌ·Ù· ÙÔ˘ Ì·ÎÚÈÓÔ‡ ·ÚÂÏıfiÓÙÔ˜. √
μÈÙÚÔ‡‚ÈÔ˜ ÂÚÈ¤ÁÚ·ÊÂ ˆ˜ Ô Î‡ÎÏÔ˜ Â›Ó·È ÙÔ
È‰·ÓÈÎfi Û¯‹Ì· ÁÈ· Ó·Ô‡˜, Î·È ÚÔÛ¤ÊÂÚÂ ÙÈ˜
È‰·ÓÈÎ¤˜ ·Ó·ÏÔÁ›Â˜. O PalladiÔ ÌÂ ÙË ÛÂÈÚ¿ ÙÔ˘
·Ó¤ÊÂÚÂ ˆ˜ È‰·ÓÈÎ¿ Û¯‹Ì·Ù· ÁÈ· Ó·Ô‡˜ ÙÔÓ
Î‡ÎÏÔ Î·È ÙÔ ÙÂÙÚ¿ÁˆÓÔ, Î·È ÌÂÏ¤ÙËÛÂ ‰È¿ÊÔÚ·
·Ú·‰Â›ÁÌ·Ù· ·fi ÙËÓ ·Ú¯·ÈfiÙËÙ·. ∏ Rotonda,
¤Ó·˜ Û˘Ó‰˘·ÛÌfi˜ Î‡ÎÏÔ˘ ÌÂ ÙÂÙÚ¿ÁˆÓÔ Î·È
Û¯‹Ì· Ô˘ ·Ú·¤ÌÂÈ ÛÂ ÎÙ›ÚÈ· ÙË˜ ƒˆÌ·˚Î‹˜
ÂÔ¯‹˜ ı· ¯·Ú·ÎÙËÚÈ˙fiÙ·Ó ˆ˜ ¤Ó·˜ Ó·fi˜, ›Ûˆ˜
ı˘Ì›˙ÔÓÙ·˜ Ì›· ∞Î·‰ËÌ›· ·ÊÈÂÚˆÌ¤ÓË ÛÙÈ˜
ªÔ‡ÛÂ˜ Î·È ÙËÓ ‡·ÚÍË ÙÔ˘ ·ÓıÚÒÔ˘ Ì¤Û·
ÙËÓ Ê‡ÛË. ™ÙÔ Â¿Óˆ Î˘Ú›ˆ˜ Ì¤ÚÔ˜ ÙÔ˘ ÎÙÈÚ›Ô˘
ÁÈÓfiÙ·Ó Û˘ÁÎÂÓÙÚÒÛÂÈ˜ ‰È·ÓÔÔ˘Ì¤ÓˆÓ ÙË˜ ÂÔ-
¯‹˜ ÔÈ ÔÔ›ÔÈ, ·ÎÔÏÔ˘ıÒÓÙ·˜ ÙÔÓ ÙÚfiÔ ˙ˆ‹˜
Î·È Â·Ê‹˜ ÌÂ Ù· 4 ÛÙÔÈ¯Â›·, ÌÂÙ·ÌfiÚÊˆÓ·Ó
·˘Ù¤˜ ÙÈ˜ ·›ıÔ˘ÛÂ˜ ÛÂ Ì›· Ù¤ÙÔÈ· ∞Î·‰ËÌ›·,
Î¿ÓÔÓÙ·˜ ·˘Ùfi ÙÔ ·Ú¯ÈÙÂÎÙÔÓÈÎfi ¤ÚÁÔ ¤Ó· ·Ùfi
Ì¤ÛÔ ÚÔÛÂÁÁ›ÛÂˆ˜ ÙÔ˘ È‰Â·ÙÔ‡, ÙË˜ ·ÚÌÔÓÈÎ‹˜
ÂÓÙ¿ÍÂˆ˜ ÙË˜ ·ÓıÚÒÈÓË˜ ·ÚÔ˘Û›·˜ ÛÙÔÓ
∫fiÛÌÔ.

ª›· ÚÂ·ÏÈÛÙÈÎ‹ Ì·ÙÈ¿ ÛÙËÓ Î·ıËÌÂÚÈÓfiÙËÙ·
ÙË˜ ·Ï‹˜ ˙ˆ‹˜ ‹Ù·Ó ‚Â‚·›ˆ˜ ÙÔ ›‰ÈÔ ·ÚÔ‡Û·
ÛÙËÓ Rotonda, Î·È ¯ˆÚ›˜ ·˘Ù‹Ó ‰ÂÓ ‹Ù·Ó ‰˘Ó·Ùfi
Ó· Û˘ÓÂ¯›˙ÂÈ Ó· ÏÂÈÙÔ˘ÚÁÂ› ˆ˜ ÔÈÎ›· ÙÔ˘ Al-
merico. Δ· ‰ˆÌ¿ÙÈ· ÚÔ˜ ¯Ú‹ÛË ÙË˜ ÔÈÎÔÁÂÓÂ›·˜
Î·È ÙÔ˘ ˘ËÚÂÙÈÎÔ‡ ÚÔÛˆÈÎÔ‡ ‹Ù·Ó ÙÔÔıÂÙË-
Ì¤Ó· Î·Ù¿ ¤Ó· ÙÚfiÔ Ô˘ ÙÔ˘˜ ÚÔÛ¤‰È‰Â Ì›·
‰È·ÎÚÈÙÈÎfiÙÂÚË ·ÚÔ˘Û›· ÛÙÔ fiÏÔ Û‡ÓÔÏÔ, “‚˘ıÈ-
ÛÌ¤Ó·” Î¿Ùˆ ·fi ÙÔ ¿ÙˆÌ· ÙË˜ Î˘Ú›·˜ Û¿Ï·˜
Î·È ÛÂ ¿ÌÂÛË Â·Ê‹ ÌÂ ÙËÓ ÁË Î·È, Û˘Ì‚ÔÏÈÎ¿
·ÏÏ¿ Î·È Ú·ÎÙÈÎ¿, ÙËÓ ÂÍ¿ÚÙËÛË ÙÔ˘ ·ÙfiÌÔ˘
·fi ·˘Ù‹Ó. §ÂÈÙÔ˘ÚÁÔ‡Û·Ó ˆ˜ ÙÔ ıÂÌ¤ÏÈÔ Î·È
‚¿ıÚÔ ÙÔ˘ ÎÙÈÚ›Ô˘, ¿Óˆ ÛÙÔ ÔÔ›Ô ÛÙËÚ›˙ÂÙ·È
·ÏÏ¿ Î·È “·ÈˆÚÂ›Ù·È” ¿Óˆ ·fi ÙÔ ¤‰·ÊÔ˜ Ô
Û˘Ì‚ÔÏÈÎfi˜ Ó·fi˜ Ô˘ ÔÙÈÎ¿ Î·Ù¤¯ÂÈ ÙËÓ ÈÔ
ÂÚ›ÔÙË ı¤ÛË ÂÎ ÙˆÓ ‰‡Ô. ™ÙÂÓ¤˜ ÛÎ¿ÏÂ˜ ÎÚ˘Ì-
Ì¤ÓÂ˜ Ì¤Û· ÛÂ ¯ÔÓÙÚÔ‡˜ ÙÔ›¯Ô˘˜ Û˘Ó¤‰Â·Ó Ù·
‰‡Ô Â›Â‰· ÙÔ˘ ÎÙÈÚ›Ô˘, ÛÙËÓ Ì¤ÛË ÙˆÓ ÔÔ›ˆÓ
˘‹Ú¯Â ¤Ó·˜ ÓÔËÙfi˜ ¿ÍÔÓ·˜ ÊˆÙfi˜, ·¤Ú·, Î·È
ÓÂÚÔ‡ ÙË˜ ‚ÚÔ¯‹˜, Ô˘ ·fi ÙÔ ¿ÓÔÈÁÌ· ÙË˜ ËÌÈ-
Î˘ÎÏÈÎ‹˜ ÔÚÔÊ‹˜ Û˘Ó¤¯È˙·Ó ÙËÓ Î·ıÔ‰ÈÎ‹ ÙÔ˘˜
ÔÚÂ›· ÛÙÔ ¯ÒÌ·. ŒÙÛÈ, ·ÎfiÌ· Î·È Û’·˘ÙfiÓ ÙÔÓ
Û˘Ì‚ÔÏÈÛÌfi ÙË˜ ÛËÏÈ¿˜ Î·È ÌÈ·˜ ·Ú¯¤ÁÔÓË˜
Î·Ù¿ÛÙ·ÛË˜ ˘¿ÚÍÂˆ˜ Ù· 4 ÛÙÔÈ¯Â›· ÙÔ˘ Û‡Ì·-
ÓÙÔ˜ ‹Ù·Ó ¿ÓÙÔÙÂ ·ÚfiÓÙ·. ªÂ ‚¿ÛË ·˘Ùfi ÙÔ
Û˘ÏÏÔÁÈÛÌfi ·Ú·ÙËÚÔ‡ÌÂ fi,ÙÈ ‰ÂÓ ·ÔÌfiÓˆÛÂ Ô
·Ú¯ÈÙ¤ÎÙÔÓ·˜ ·˘Ùfi ÙÔ ˘fiÁÂÈÔ Ì¤ÚÔ˜ ÙÔ˘ ÁÂÓÈ-
ÎÔ‡ Û˘ÓfiÏÔ˘. ÀÔ‰ËÏÒÓÂÙ·È ÛÙÈ˜ ‰‡Ô ÚÔÛfi„ÂÈ˜
Ô˘ ‚Ï¤Ô˘Ó ÚÔ˜ ÙËÓ Ê‡ÛË, fiÔ˘ ‰ÂÓ ˘¿Ú¯ÂÈ
Ë ÁÂÌ¿ÙË ıÂ·ÙÚÈÎfiÙËÙ· ÂÂÍÂÚÁ·Û›· ÙÔ˘ Â‰¿-
ÊÔ˘˜ Ô˘ Û˘Ó·ÓÙ¿Ù·È ÛÙËÓ ÚÔÛ¤ÁÁÈÛË ·fi ÙËÓ
fiÏË Î·È ÙÔÓ ‰ÚfiÌÔ ÌÂ ÛÎÔfi Ó· ·Ó·‰Â›ÍÂÈ ÙÔ
·Ó˘„ˆÌ¤ÓÔ ÙÌ‹Ì· ÙË˜ Î·Ù·ÛÎÂ˘‹˜. 

™˘ÓÔÏÈÎ¿, Ë Villa Rotonda ·ÔÙ¤ÏÂÛÂ Ì›·
·Ô‰Ô¯‹ Î·È Û˘Á¯ÚfiÓˆ˜ Ì›· ˘¤Ú‚·ÛË ÙË˜ ›‰È·˜
Î·Ù·ÛÙ¿ÛÂˆ˜. §ÂÈÙÔ˘ÚÁÒÓÙ·˜ ÛÂ ‰‡Ô Â›Â‰·
Î·ÙfiÚıˆÛÂ Ó· ÚÔÛÊ¤ÚÂÈ ¤Ó· ¯ÒÚÔ-Ì¤ÛÔ ËıÈÎ‹˜
Î·È ÓÂ˘Ì·ÙÈÎ‹˜ ·Ó‡„ˆÛË˜, ¯ˆÚ›˜ fiÌˆ˜ Ó· ÂÈ-
¯ÂÈÚÂ› ÙËÓ ·ÔÎÔ‹ ·fi ÙÈ˜ ˘ÊÈÛÙ¿ÌÂÓÂ˜ Û˘Óı‹-
ÎÂ˜ Î·È ·Ó¿ÁÎÂ˜ ÙË˜ Ú·ÁÌ·ÙÈÎfiÙËÙ·˜.


