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Inside the church of San Marco in Venice, the mosaics bedazzle visi-
tors and academics so thoroughly that sometimes they forget to look 
at the rest of the basilica, previously the ducal chapel, where masses 
have been celebrated and processions performed for centuries during 
the life of the Serenissima Repubblica.1 Many tourists also see it as 
a museum of some sort, packed full of wonderful things to look at, 
almost to the point of forgetting that it is a shrine to one of the most 
important saints, Mark the Evangelist.2

The English Catholic John Talman (1677–1726), who was a collector 
and architect as well as being the first director of the Society of Anti-
quaries in London, visited San Marco numerous times between 1713 
and 1716 and took in the ducal chapel in an original and innovative 
way.3 He also made an extraordinary number of drawings, several of 
which are conserved at Westminster Abbey Library.4 The largest of 
these, an elaborate ground plan, indicates Talman’s primary interest 
in the architectural plan as well as the stones and statues, columns, 
colored marbles and pavements in the building, which he numbered 
and then listed and annotated on the reverse of the same sheet (figs. 
1, 9).5 This is the earliest known extant architectural plan of San Mar-
co and includes details such as holy water stoups, pulpits, liturgical 
furniture, and a record of the materials of many of the columns in 
the building.6 It therefore enables its viewer to follow in Talman’s 
footsteps and inspect the ducal chapel from the ground up, a unique 
examination of San Marco by an erudite visitor at the beginning of 
the eighteenth century.7

Talman draws, but does not number, the western walls of the atrium, 
the space that was designed to offer a moment of transition before 
entering the church proper.8 It must be noted from the outset that 
Talman misjudged the amount of space he required for his plan on 
this sheet, as the top half is far more generous than the bottom half, 
and he has had to “squish” the vaults and domes of the northern 
arm of the atrium into something approximating rectangular ovals 
in shape, as well as “eliminate” one of the three freestanding columns 
on either side of the interior between the nave and the aisles, where 
only two are represented. The atrium spaces are unnumbered except 
for the individual columns, staircases, and entrances of the three por-
tals along its eastern boundary (135–144).9 Nor does Talman number 
anything in the Zen chapel at bottom right, the south-western cor-
ner, although he does indicate in plan both the altar set against the 
perimeter wall and the freestanding monument to Zen in the center 
of the chapel. In this instance, detailed drawings by Talman exist that 
document the plan and elevation of the Zen chapel on one sheet (fig. 
2), and other details are drawn on two further sheets, which would 
explain the absence of numbering on the large ground plan.10

TAKING IN SAN MARCO WITH JOHN TALMAN:
FROM THE GROUND UP

Andrew Hopkins

In miniature, the Zen Chapel drawing represents Talman’s approach 
to the material architectural space of San Marco and the objects that 
occupy it. The measured groundplan is inscribed with the subject 
“capella dell Cardl. Zen in S. Marco Venezia.” The tricolored pave-
ment is drawn and marked up “n.”[ero], “b.”[ianco], and “r.”[osso]. 
The measurements of Zen’s tomb are given and Talman notes mate-
rials such as “tutto bronzo il Sepolcro,” as is the altar set against the 
perimeter wall. Materials such as “rosso Verona pallido” and “colonne 
intorte di verdant” are noted as well as architectural elements “orlo di 
mar: 6: attorno tutta la capella.” In the intermediate space between 
the plan below and the elevation above Talman transcribed Greek 
and Latin texts including “aqua quae prius ex petra miraculosa fluxit 
oration prophetae Mosis product est nunc autem haec Michaelis stu-
dio habitur quem serva Christe et conjugem irenem.”11 The eleva-
tion drawing not only indicates measurements and materials but also 
how, for example, the triangular pediment surmounting the altar set 
against the perimeter wall, as depicted top right, created an unusual 
profile at the base of the arched south window that illuminates the 
chapel. The side elevations of the chapel are also indicated in the pro-
files at either side of the sheet, something which must have taken Tal-
man considerable time to draw up, given the precise measurements 
and detail.
Talman indicates, for example, the height of the arched window to 
the south, and even remarks on the presence of “4 vetri tondi largo,” 
suggesting he spent a significant amount of time on a ladder observ-
ing things from close up. With respect to the altar canopy, he notes 
that “l’architrave e dorata” and the columns are of “bronzo,” that the 
figures of “S. Pietro” and “S. Johan: batt.a” flanking the raised throne 
of the seated Virgin and Child are set against a “fondo dorato,” even 
specifiying that this “fondo è pietra dorata.” The figure of Saint Peter 
is given as being 6 feet 8 and ¾ inches tall—altogether Talman pre-
sents an astonishing amount of detailed information in this drawing.
Returning to the large ground plan (fig. 1), in the atrium, on the 
lower part of the sheet, Talman has noted and numbered the three 
main entrances into the church (135–137). The central entrance (136) 
is set above steps made of red marble from Verona and, as he notes, 
it is the “principal entrance with brass doores inlaid with figures of 
silver, in arches. [flat inlaid with foldage of silver.” To the right (135) 
the entrance has “brass doores divided into pannels with saints of 
silver in arches,” just as to the left (137) are to be found another pair 
of “brass doores divided in pannels wherin sort of crosses ill formd.” 
This critical distinction between the artistic quality of the different 
door decorations is emblematic of Talman’s highly observant, spatial 
and visual approach to the building. The three entrances are preceded 

[1.]
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Within the main body of the building there are many miraculous 
images, including one on the corner pillar sheathed with colored 
marble located just before one moves into the right-hand transept 
(104). Here there is a relief sculpture of Mary and the Christ child 
(87), known as the Madonna del Bacio because its surface has been 
worn down by the kisses of the faithful. Talman indicated just briefly 
(101) “alab” referring to the nearby columns of Troadense marble set 
against the external corner of the Baptistery.22

Talman visited the Treasury (89)—one of the highlights then as 
now—noting the “door of the treasury over which saints in mosaick 
on gold; 3 lamps before them” (fig. 7). Indeed, the door is surmount-
ed by a superb pointed arch with wavy sides decorated with detailed 
carving of animals inside a grape-vine, framing a mosaic with two 
angels. The entrance to the Treasury (90) and some contents (91, 134) 
are numbered but not explained because Talman prepared several 
separate drawings of this space, both in plan and elevation, as well as 
its contents.23 The Treasury was indeed one of Talman’s main inter-
ests given his faith, because for him it contained some of the rarest 
surviving liturgical vessels used in the Mass, and some of the most 
venerated relics in the Western world.24 For this reason one of Tal-
man’s drawings contains a list in Italian of the objects in the Treasury 
that he wanted permission to draw, to be presented to the authori-
ties, “Lista di Cose rare nel Tesoro, le quali Si Supplica grazie di poter 
fare. 1. Li achi gioiati. 2. Trichenia. 3. Turibolo. 4. Calice. 5. Mitria. 6. 
Pace. 7. Stocco. 8. Beretta. 9. Rosa d’oro. 10. Libro. 11. Croce gioiata. 
12. Vaso con rilievi.”25 This itinerary followed surprisingly closely a 
contemporary manuscript which set out the rules and regulations 
for showing the Treasury of San Marco to foreign visitors, “Regola e 
modo di far vedere il Tesoro di San Marco a’ Forastieri.”26

Looking right, or south, from the center of the church, as John Tal-
man undoubtedly did, the overwhelming impression in this part of 
the Ducal chapel, that gets direct sunlight for much of the day, is of 
light pouring through the enormous Gothic rose window with its 
wheel of small columns and interlacing arches. Underneath this is the 
important and strategic door (86) that the doge and members of his 
court used to enter the church in procession directly from the Ducal 
Palace.27 Anyone who witnessed ducal processions knew that entry 
here was one of the most important moments to observe, because af-
terwards, having ascended into the presbytery, the Doge and Signoria 
were essentially invisible to the faithful in the nave.
Talman drew up a ground plan of the chapel of San Leonardo (66), 
whose life is represented in the mosaic scenes above, and which con-
tains a relic known as the True Cross—that on which Christ was 
cruxified—that was brought here and put in a reliquary holder.28 

The pillar to the left, known as St. Mark’s pillar, was the location 
whence St. Mark miraculously revealed himself to the crowd on June 
25, 1094, the year in which the church was reconsecrated following 
its rebuilding.29 Apart from the altar, Talman here noted (67) “4 pil-
lars of porfiry with cinctures of brass on the 3rd of the height, over is 
pediment”.30

The altar (70) dedicated to San Giacomo, or James the Less, commis-
sioned by doge Cristoforo Moro in the 1460s, boldly projects from 
the stout double columns (74) set against the massive pillar here. It 
is one of a pair of works—together with the altar of San Paolo (69) 
in the north arm—that reveals the presence of a mixture of Christian 
imagery with ancient themes and styles associated with the classical, 
pagan past, thus bringing together the sacred and the profane.31 As 
Talman noted (69) “two small altars with palliots of marble wrought 
with foldage & figures.”
Talman also drew in plan the San Giacomo altar set against the St. 
Mark pillar, which covers part of the tessellated pavement that he 
recorded in this sheet depicting the pavements in the two bays of 
the southern transept (fig. 4).32 This detailed drawing deploys letters 
and marks to indicate the different stones employed here, as well 
as documenting the presence of furniture such as a confessional at 
lower right and two wooden pews, “ingenochiator,” that sit on and 
partially obscure the pavement below them, as does the presence of 
the polygonal marble structure, usually called the “bigonzo,” drawn 
in the upper left of the pavement plan.33

This structure set against the southwestern pillar of the crossing, 
one of four colossal marble-sheathed pillars that sustain the princi-
pal dome, was described by Talman (53) as being supported by “10 
like pillars of various coloured marbles under the music loft”. Talman 
also identifies the method of access to the bigonzo for singers and 
musicians, (56) “Steps leading to the Musick gallery on less solemn 
festivals.” He distinguishes this from the other space accessed directly 
at the beginning of the same passageway (54–55), “2 arches wherin 
are gallerys for musicians on Xmas Eve & day.” Such informed ob-
servation indicates that Talman probably enjoyed the company of an 
expert guide, as he was able to distinguish between music being per-
formed regularly in the bigonzo and only occasionally on the most 
important feast days such as Christmas in the music galleries created 
in the 1530s by Sansovino.34

The bigonzo was also where other, ancient rituals were performed.35 
It was from here that the miraculous blood, normally held safely in 
the perfume burner in the Treasury, was displayed on certain feast 
days when this most Holy relic of St. Mark’s miraculously liquefied. 
Even more symbolically resonant for the Republic, it was from here 

and flanked by a number of majestic, monolithic columns that were 
brought here from Constantinople in 1204 (141–144) and each dif-
ferent material is identified, including (141) “long & slender pillars 
of plain alabaster with bases of verdantico, on each couple stands an 
angel of marble”; (142) “white alabaster”; (143) “pillars of bianco nero 
18 inches diameter”; (144) “alabaster pillars with bases of verdantico.” 
Talman also notes the presence of some inlaid marble panels, (139) 
“large pannels of red castracan”; (140) a “panel of Stagno Sangue,” as 
well as (138) “the stairs leading up to the gallerys over the pillars (111, 
72, 75, 80, 85).”12

Inside the main body of the church, immediately beyond the two 
large square pillars, are holy water stoups (112–113) set before the first 
of three freestanding marble columns (iii) separating the nave and 
aisles of San Marco. These basins sit on high plinths.13 The bowl of 
the stoup to the south made of a dark red porphyry “porfido rosso 
antico” is Roman, and could be two thousand years old.14 It holds the 
Holy Water that is blessed once a year at Easter. The first thing that 
the faithful entering the church do is dip their fingers into this basin 
and then make the sign of the cross, as John Talman undoubtedly 
did.15 When it still had a lovely marble base with putti and dolphins, 
Talman’s colleague Johann Gaap drew it in a splendid watercolor—
the base was later removed to the Treasury and replaced with a non-
descript plinth.16

Talman also visited the Baptistery, where initiation into the faith 
through ritual immersion took place. He numbered various elements 
in this long, comparatively low space, vaulted with two domes, that 
was originally part of the entrance atrium discussed above. It previ-
ously opened onto the piazza in front of the Ducal Palace until doge 
Andrea Dandolo transformed it into the Baptistery in the mid-four-
teenth century.17

On Talman’s list on the reverse of the sheet only two items in the 
Baptistery are annotated, (129) “St. Marks chair of marble a very old 
form. (for which here is no relick,” and (130) “The mensa of the altar 
is one great piece of red granite, heron sat.”18 A separate ground plan 
was drawn up by Talman which gives precise indications of the pave-
ment design, including the striking central hexagon pattern around 
the font.19 The spectacular baptismal font is numbered (131) but not 
described, as a separate drawing was made.20 It was executed in 1545 
by Tiziano Minio and Desiderio da Firenze, under the direction of 
Jacopo Sansovino, when the brecciato marble bowl that sits on a hex-
agonal base was covered by the bronze lid, which has eight compart-
ments with images of the four Evangelists and scenes from the life of 
the Baptist, while the bronze figure of Saint John the Baptist of 1565, 
by Francesco Segala, stands aloft.21

[2.]

preceding pages
1. Talman drawing CN.4.ii.49v; copyright Westminster Abbey

2. Talman CN.4.ii.33r; copyright Westminster Abbey
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that the doge was presented to the people after his election, which ex-
plains its composition of slabs of porphyry, a rare hard stone used by 
the Roman Emperors, who stood on roundels of porphyry inserted 
into pavements to distinguish their place, thus forever associating this 
purple stone with the color of royalty.36 Indeed, porphyry is the Greek 
word for purple and this stone was not only used for Imperial Ro-
man and Byzantine monuments, but also taken up by the Venetians 
after the Fourth Crusade.37 The bigonzo is supported on columns of 
Cipollino marino, Pomarolo, Sciro, and Proconnesion.38

Passing beside the marble panels and columns (40–41) that form a 
lateral part of the iconostasis, Talman in his plan, in the corner of 
the right hand chapel area dedicated to San Clemente (37), recorded 
a Holy water stoup that is no longer present but that would have 
been used by the Doge and Signoria when they entered the chapel 
directly from the courtyard of the Ducal Palace.39 Here is the second 
ceremonial door on this side of the building (31), which was used by 
the Doge to enter his chapel (35) without going through the Arco 
Foscari.40 Talman was notably sensitive to architectural and sculptural 
elements because they are used in San Marco to demarcate different 
spaces, not only stairs (59) and columns (40–41) to separate the raised 
area of the sanctuary and adjacent chapels, but also the beams sup-
porting lamps (60) that visually delimit access into the apsidal space 
of the San Clemente chapel (28) and the further passage into the area 
of the High Altar (18–19). As Talman observes (60), there is “a traverse 
beam from which hang 4 lamps, each having 5 lights.”41

Within the western half of the sanctuary, from the sixteenth century 
onwards the Doge and Signoria sat here during the Mass. Hence the 
numerous benches (43) that Talman records, as well as the Sanso-
vino tarsie which he does not as they would have hardly appeared in 
plan.42 These were placed directly against the inside of the lower level 
of the iconostasis, which physically as well as visually separates this 
area from the crossing.43 Only the upper rear part of the ducal throne 
was thus visible from the crossing and nave through the iconostasis.44 
Talman notes the materials used in it, “these are rare marbles (45) is 
africano, these have an entablature over them, in the freese an in-
scription intimating that this was made in 1400, on the cornice are 14 
marble figures of apostles and the crucifix.” With his specific interests 
and talent for close observation, Talman also notes that in the lower 
level of the iconostasis there (49) “are square & large pannels of porta 
Santa,” (50) “pannels of verdantico,” and (51) “porta Santa, these are 
in the parapet of the screen.” Talman is attentive to the pavements, 
noting the semicircle of amber colored oriental alabaster (44). The 
steps are “edged with brass,” as well as the columns flanking the en-
trance here, (48) “very short pillars of bianco nero.” All this richly 

colored marble decoration was enhanced even further on special oc-
casions, such as for a Quarantore in 1613 when the entrance to the 
sanctuary was framed like a theater.45

Such was the importance of the sanctuary for Talman that he drew 
up another two ground plans of this area, the first one focusing on 
the presbytery, which Talman calls the “Quire” (fig. 3).46 For the plan 
of the ducal seating area, Talman deployed a different system of la-
beling from his large plan, one that used marks rather than number-
ing, numbers being restricted to the indication of measurements. The 
marks, on the other hand, are sometimes used to identify the differ-
ent materials of the paving of this zone.47 Talman notes at the top 
“r: Verona” for red Verona marble, which is given its specific mark, 
which is repeated numerous times on this plan and thus serves as an 
abbreviation. “Bronzo” is written to the right and “alab. b:” slightly 
lower to the left, which indicates white Proconnesian marble, but 
neither of these materials have an associated mark. The four large 
“mirror” cut panels of Proconnesian marble are here documented 
in their original state before the later insertion of other stones that 
have ruined the visual effect of a “sea,” equal to that which still exists 
under the crossing.48 Three further marks are given by Talman for 
the three tessellated roundels adjacent to the ducal throne, while im-
mediately inside the entrance are slabs of verde antico, white marble 
and porphyry. The ducal throne and the tarsie are indicated with the 
word “legno,” while the Easter candle has the writing “cereo pascal.” 
Talman also draws in plan top center-left one of the two balustrades 
(22–24) that Sansovino installed with his sculptures, which separate 
off the zone of the High altar, part of his revision of this area.49

The other ground plan Talman drew up is of the high altar area.50 
He noted “The high altar” (18) including (19) “The Palliot of brass 
adorned with 30 niches & figures in rilievo.”51 The Ciborium (12), 
with its “4 marble pillars all wrought from top to bottom with statues 
in niches which bear up 4 arches,” was the subject of a separate draw-
ing by Talman.52 He noted (13) “A marble pillar which bears up the 
rich altar piece number 17” and (16) “A long thin octagonal pillar for 
the use as number 13,” referring not only to the Pala d’Oro, described 
as “A very rich altar piece set with jewels & figures enamelled on brass 
gilt,” but also to the related “wincess” (winch) (14) used to draw up 
the cover or upper part of the said altar piece.”53 
In addition to recording the geometrical design of the paving, Talman 
carefully noted the two balustrades that stood before the High altar 
until they were removed, while the plan and elevation of the altar 
clearly depicts the two columns at the back of the ciborium (15), the 
“2 pillars of verdantico equal in diameter to 12, therein 2 angels mar-
ble.” These were subsequently removed and placed in the Treasury, 
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where they are today, topped by statues of the Annunciate angel and 
Virgin Mary as they were in the “scene” originally presented above the 
Pala d’Oro as part of its renewal under doge Dandolo. Talman did 
not record this in his ciborium elevation, but Antonio Visentini did a 
decade or so later in his splendid and detailed elevation of this area.54 
One of the most elaborate and spectacular drawings made by Talman 
is an elevation of the sanctuary beyond the high altar and pala d’Oro, 
that is to say, the southernmost apsidal area that included the altar of 
the Sacrament set under its bronze canopy and the cycles of mosaics 
on the walls above.55 Talman began his numbering scheme here and 
recorded a great deal both in plan and elevation. It is the only known 
elevation sheet that he drew up in full for any section of the ducal 
chapel and again demonstrates his attention to spatial demarcation. 
Immediately behind the High altar are (8) “Pillars of plain alabaster. 
[forming a tabernacle or canopy over the high altar. Adorned with 
mosaic” and (9) “[ditto]”. This area is succeeded by the tabernacle 
of the Sacrament (fig. 6) of which Talman observes that there is (10) 
“A kneeling desk before the Sacrament and (11) “A bench to sit on” as 
well as (1) “small pillars of red jaspar 6 inches diameter Stagna sangue 
on each side the tabernacle of the Sacrament,” and also (2) “The 
altar with a frontlet divided into several compartments of Stagna 
Sangue.”56 He identifies the (6) “pillars of a large size of verdantico” 
that flank the Sacrament tabernacle as well as both the style and ma-
terial of the (4) “Pillars with wreaded flutings of oriental alabaster. 
The two middle white and transparent” that are set within, but he is 
not quite sure about the (3) “pillars of verdant: I think. The banisters 
of the rails of bianconero.” In addition there are (5) “brass pyramid 
candlesticks above 5 feet high full of figures & ornaments. [in rilievo, 
all of brass.”57 Both are now found in the Mascoli chapel. No exami-
nation of this area would be complete without Talman commenting 
on (7) “The door of the sagristia formed in a segment of a circle most 
rarely adorned with figures,” by Jacopo Sansovino, that leads to the 
sacristy of San Marco.58

On his large plan Talman drew the two passageways that lead to the 
sacristy (26, 29), but he must also have been able to visit and inspect 
its contents properly because he recorded items that were stored there 
on several separate sheets.59 A long passageway leads there from the 
chapel dedicated to San Pietro (fig. 5) where there are hanging lamps 
(60) demarcating the apsidal part of the chapel (60) from the space 
preceding it, in the corner of which is a small holy water stoup (36) 
that Talman drew in one of his sheets. On the same sheet Talman also 
draws the principal stoup (113) near the northwest corner.60

Talman makes careful note of the complexity of the architectural–li-
turgical furnishings, including the passageways and staircases lead-

ing to the double pulpits set against the northeastern pillar of the 
crossing which were used for reading the Gospel and the Lesson. He 
noted both (57) the “steps” to the pulpit of the Gospel and (58) the 
“steps to the pulpit of the Epistle.”61 The parapet of the stairs lead-
ing to the double pulpit is made up of many different pieces of older 
stone slabs and precious marbles that have been assembled here on 
top of two levels of small arcades. This medieval bricolage perfectly 
symbolizes just how the sacred spaces of San Marco were created by 
fitting together various slabs and sheets of carved stone that mainly 
came from earlier churches. All together this conjures up the sense of 
great antiquity in San Marco through the layering and overlaying of 
ancient materials.62 The bottom level of arcades indicates the original 
height of the crypt that is located below the sanctuary.63

The elegant lower lectern for the reading of the Lesson has a sculpted 
open book set atop the head of a refined and elongated Gothic-style 
angel with tall wings and flowing robes who holds in his right hand 
the thurible, a metal censer suspended from chains that contains the 
burning charcoal onto which incense is sprinkled to burn and pro-
duce a special perfume during specific moments of the Mass.64 In his 
left hand the angel holds a container of incense that symbolizes the 
Holy Spirit. The upper lectern for the reading of the Gospel has two 
halves of a sculpted book supported on the wings of an eagle whose 
head is set oddly between them. The eagle’s feet rest on two ducks. 
Underneath the octagonal lower pulpit, with its parapets of precious 
verde antico, Talman notes that there “are 9 small pillars of rarely 
spotted marbles bearing the pulpits of the Gospel &c.” The upper 
pulpit, resting on seven columns, has five beautiful petal-shaped sem-
icircular parapets. The bronze dome crowning the whole is supported 
on six colonnettes of red marble.
Compared to such astounding structures, Talman passes in silence 
over much of the northern side of the ducal chapel, including the 
chapel of San Giovanni with its precious icon of the Nikopeia (fig. 
8.)65 He had numbered the altar and spaces surrounding it on his large 
plan, but made no comment, perhaps because it was only constructed 
in 1617 and Talman principally had eyes for things much earlier than 
this. There may be other reasons why Talman comments less about 
this area, drawing up a schematic part ground plan of the Chapel of 
Sant’Isidoro and its altar, but passing over in silence the Cappella 
Mascoli.66 This side of the ducal chapel is much less well-lit and both 
the Isidoro and Mascoli chapels are as a result mostly quite dark, so 
observation of their contents would not have been particularly easy 
and measured drawings of the architecture quite difficult to make.
Instead, Talman seems to have concentrated on well-lit and visible 
things in the nave such as (107) the altar with its pointed cupola and 
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observes “the palliot is Stagno Sangue” where he supplies a remark-
ably personal annotation about a (108) “pillar of granite like my two 
& of the same size.” The altar (109) “bianco nero, these bear up a 
pointed cupoletta” and the supports are, as Talman recognizes, (110) 
“fine spotted marble.”
Finally, near the most northwesterly corner of the church, near the 
door of Saint Peter, Talman remarks on just one of several of the 
Virgin Orante (116) bas-relief sculptures that adorn the church in-
terior, in this case in the northwest corner, about which he notes 
“Miraculous Image against the wall, before it burns a lamp.” This is 
the Madonna delle Grazie with the pierced hands, a bas-relief datable 
to the tenth century that was made in Constantinople and brought 
from there to Venice sometime between 1204 and 1261.67

conclusion

How was the ducal chapel seen, observed, and considered by the peo-
ple who found themselves within it over the centuries? Truly observant 
eyewitness accounts are few and far between, but astute acounts in-
clude those of Martino da Canal in the fourteenth century and Marin 
Sanudo il Giovane before and after 1500, when he commented on what 
he witnessed in the ducal chapel over an extended period of time. Gio-
vanni Stringa, primicerio of San Marco, was naturally an authoritative 
voice on the subject around 1600. Just over a century later John Tal-
man’s drawings, made during his visits to the ducal chapel, stand out 
because of their originality and because they are the earliest detailed 
visual records of the interior that are currently known. Was this the ba-
sis of a projected publishing venture that was never realized? Did he in-
spire Antonio Visentini to draw up his plan, and did he do this along-
side Talman, whom he may have guided through the ducal chapel? 
Perhaps Consul Smith put them together? What can be garnered about 
how Talman saw the building from the annotations on the reverse of 
his plan, both those he wrote and those he didn’t?
The most striking thing is that there is an evident bias towards the 
right-hand or southern side of the ducal chapel, which evokes the 
chapel’s origins as part and parcel of the ducal palace. Hard as it is 
today to conceive of this magnificent building as just one part of a 
palace complex, the origins of the chapel were precisely that and this 
foundational moment seems to be forever impregnated in the spatial 
arrangements that Talman recorded in his plan.
The Zen chapel, which truly does bask in the sun most of the day, 
could never have been situated where it was had the Baptistery not 
occupied the southern atrium beforehand. The decision to locate the 
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Baptistery on the south side results in it being a noticeably lighter and 
warmer space than those on the north side. Given that water is the 
most significant symbol involved in baptism, locating the Baptistery 
on the side of the chapel closest to water, the Bacino di San Marco, 
also seems telling. On the southern side in fact there is a succession 
of prestigious spaces: apart from the Baptistery, there is the Tesoro, 
the ducal entry from the Porta della Carta, the ducal bigonzo, the 
chapel of San Clemente (Clement as the direct successor to Peter), 
the door directly giving onto the ducal palace courtyard, and the win-
dow above for the doge to assist from the palace without entering the 
ducal chapel, as well as the ducal throne set in the sanctuary from 
the sixteenth century onwards, together with the throne of the Pri-
micerio. Indeed, before the construction of Sansovino’s twin facing 
pergolas, the coro maggiore only had one, which is still present today, 
and this is also on the right. Laura Moretti has recently argued con-
vincingly that at the outset Sansovino’s project envisaged also only 
one pergole to be set over the earlier one on the right, something that 
would have reinforced the power of the ducal side of the chapel.68 
Not surprisingly, if one looks for a via del porfido in the chapel, the 
material representation of Venice’s Byzantine Imperial heritage, this is 
also found on the southern side, from the porphyry holy water stoup 
to the bigonzo to the four monolithic columns of porphyry in the 
San Leonardo chapel.
By comparison, although the left half of the nave also has important 
liturgical furnishings such as the double pulpits and the magnificent 
paneled staircases leading to them, most of the other spaces of inter-
est are quite late, including the Isidor and Mascoli chapels in the 
fifteenth century and the Nikopeia altar in 1617.
This left–right division has been commented on by Thomas Dale, 
who suggests that in the 1260s when the mosaics that represent the 
Doge together with the recently constructed bigonzo and double 
pulpit were executed there existed the belief that Saint Clement was 
Saint Peter’s direct successor. In the context of the ducal chapel this 
could be interpreted both as Venice as Rome’s successor and the sym-
bolic link between Saint Clement and the doge.69 This binary opposi-
tion is also suggested by the ducal bigonzo to the south, with regular 
Roman religion as represented by the Gospel and the Lesson being 
read from the double pulpits to the north. North is also where the 
San Pietro chapel is located, opposite and away from ducal power, 
which is represented by an axis leading from the bigonzo to the Du-
cal Palace. Just as the Ducal Palace basks in the sun most of the day, 
so too was perception of the interior of the ducal chapel significantly 
biased towards the southern half, which received more light and has 
the most prestigious spaces, and is clearly and directly linked with 

the Ducal Palace, affirming through magnificent materials the impor-
tance and significance of the doge as representative of the Serenissima 
Repubblica. Although John Talman never specifically articulated his 
perception of such, what he chose to draw and describe in his nu-
merous depictions of the interior of San Marco confirms that as he 
moved through San Marco, and took it in from the ground up, the 
inexorable and inevitable memory of the ducal chapels’ origins con-
tinued to be experienced, even in an unconscious way by visitors such 
as Talman in the early eighteenth century as much as visitors today.70

‹abstract› Il cattolico inglese John Talman (1677–1726), collezionista e architetto, pri-
mo direttore della Società degli Antiquari di Londra, ha visitato numerose volte San Marco 
tra il 1713 e il 1716. Egli ha intrapreso la conoscenza della cappella ducale in un modo 
originale e innovativo, dai pavimenti in su. Ha inoltre fatto un numero straordinario di 
disegni, alcuni dei quali sono conservati presso la Westminster Abbey Library. Il più grande 
di questi, un elaborato definito «planimetria», indica l’interesse primario di Talman per 
l’architettura, le pietre e le statue, le colonne, i marmi colorati e i pavimenti dell’edificio, 
che egli numerò e che poi elencò e annotò sul retro dello stesso foglio. Questo è il più noto 
disegno architettonico esistente di San Marco e comprende dettagli come le acquasantiere, 
i pulpiti, i mobili liturgici e la registrazione dei materiali di molte delle colonne dell’edi-
ficio. Il grande disegno permette quindi a chi guarda di seguire le orme di Talman e di 
ispezionare dall’interno e dai dettagli la cappella ducale, un esame innovativo e originale di 
San Marco fatto da un visitatore erudito all’inizio del xviii secolo.
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marciano,” in Il manto di pietra della basilica di San Marco a Venezia (Quaderni speciali 
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Vannini
11-13. aspsm, Sezione fotografie, foto Pianeta 

Immagine
14. Aquileia, Basilica, foto Mara Mason
15-18. aspsm, Sezione Fotografie, foto Scala
19. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
16. aspsm, Sezione Fotografie, foto Sandro 

Vannini

irina andreescu-treadgold 
1-2. aspsm, Sezione Fotografie, foto 

Antonella Fumo
3. aspsm, Opera Ongania
4a-b. aspsm, Sezione Fotografie, foto 

Antonella Fumo
5a-d. Foto Irina Andreescu
6. Monastero di Hosios Loukas
7. Foto Irina Andreescu
8-9. Monastero Santa Caterina
9a. aspsm, Sezione Fotografie, foto Nicola 

Benassi
10a. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
10b. aspsm, Sezione Dotografie, foto Nicola 

Benassi
10c. Torcello, basilica di Santa Maria 

Assunta
10d-e. Monastero di Hosios Loukas
11a. aspsm, Sezione fotografie, foto Nicola 

Benassi
11b. aspsm, Sezione disegni, rilievo I. 

Andreescu, disegno E. Vio 
11c. Torcello, Monastero di Santa Maria 

Assunta
11d. Ravenna, Basilica Ursiana 
11e. Monastero di Daphnì
11f. Sinai, Monastero Santa Caterina
11g. Monastero di Hosios Loukas
11h. Sinai, Monastero Santa Caterina
11i. aspsm, Sezione Fotografie, foto Nicola 

Benassi
12a-b. Torcello, basilica di Santa Maria 

Assunta
13a-b. Foto Irina Andreescu
13c. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
14a. aspsm, Sezione Disegni, rilievo I. 

Andreescu, disegno E. Vio
14b. aspsm, Sezione Disegni, rilievo I. 

Andreescu, disegno E. Vio 
15a-b. Foto Irina Andreescu
15c. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
16a. aspsm, Sezione Disegni, rilievo I. 

Andreescu, disegno E. Vio

16b. aspsm, Sezione Disegni, rilievo I. 
Andreescu, disegno E. Vio

17a-b. aspsm, Sezione Fotografie, foto Nicola 
Benassi

17c. aspsm, Sezione Fotografie, foto Pianeta 
Immagine

17d. Monastero di Hosios Loukas
17e. Trieste, basilica di San Giusto
17f-h. Torcello, basilica di Santa Maria 

Assunta
18a-b. aspsm, Sezione Fotografie, foto Nicola 

Benassi
18c-d. Monastero di Hosios Loukas
18e-f. Torcello, basilica di Santa Maria 

Assunta
18g-h. Trieste, basilica di San Giusto
19a-b. aspsm, Sezione Fotografie, foto Nicola 

Benassi
19c. Torcello, basilica di Santa Maria 

Assunta
19d. New York, Metropolitan Museum of 

Art
19e. Torcello, basilica di Santa Maria 

Assunta
20a-b. aspsm, Sezione Fotografie, foto Nicola 

Benassi
20c. Trieste, basilica di San Giusto
20d. Torcello, basilica di Santa Maria 

Assunta
20e-f. Monastero di Hosios Loukas
21a. aspsm, Sezione Fotografie, foto Nicola 

Benassi
21b. Trieste, basilica di San Giusto
21c. Torcello, basilica di Santa Maria 

Assunta
21d. Torcello, basilica di Santa Maria 

Assunta
21e-f. Monastero di Hosios Loukas
22a. aspsm, Sezione Fotografie, foto Nicola 

Benassi
22b. aspsm, Sezione Fotografie, foto Nicola 

Benassi
22c. Monastero di Hosios Loukas
22d. Trieste, basilica di San Giusto
22e. Torcello, basilica di Santa Maria 

Assunta
23a-b. aspsm, Sezione Fotografie, foto Nicola 

Benassi
23c. aspsm, Sezione Fotografie, foto 

Cameraphoto
23d. Monastero di Hosios Loukas
23e. aspsm, Sezione Fotografie, foto 

Cameraphoto
24a-b. aspsm, Sezione Fotografie, foto Nicola 

Benassi
24c. Monastero di Hosios Loukas
24d. Torcello, basilica di Santa Maria 

Assunta
24e. Trieste, basilica di San Giusto
25a-b. aspsm, Sezione Fotografie, foto Nicola 

Benassi
25 c. Monastero di Hosios Loukas
26a-b. aspsm, Sezione Fotografie, foto Nicola 

Benassi
26c. Monastero di Hosios Loukas

enzo de franceschi 
1. aspsm, Sezione Fotografie, foto Nicola 

Benassi
2. aspsm, Sezione Fotografie, foto Antonella 

Fumo
3-4. aspsm, Sezione Fotografie, foto Nicola 

Benassi
5. Caorle, Museo Diocesano, foto Pace. 

Per gentile concessione della Curia 
Patriarcale di Venezia

6. aspsm, Sezione Fotografie, foto Sandro 
Vannini

7. Trieste, Musei Civici di Storia ed Arte, 
inv. 14/3408

8. aspsm, Sezione Fotografie, foto Nicola 
Benassi

9. Trieste, Musei Civici di Storia ed Arte, 
inv. 14/3408

10. aspsm, Sezione Fotografie, foto Pianeta 
Immagine

11. Trieste, Musei Civici di Storia ed Arte, 
inv. 14/3408

12. Foto Enzo De Franceschi
13. Kosovo, Patriarcato di Peć, Chiesa della 

Vergine Odigitria, foto De Franceschi. 
Per gentile concessione del Patriarcato 
di Peć

14. Foto Enzo De Franceschi
15. Dečani, Chiesa del Monastero del 

Pantokrator, foto De Franceschi-Per 
gentile concessione del Monastero di 
Dečani

16. aspsm, Sezione Fotografie, foto Pianeta 
Immagine

17. Gračanica, Chiesa dell’Annunciazione, 
foto De Franceschi. Per gentile 
concessione del Monastero di Gračanica

debra pincus 
1. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
2-5. foto Debra Pincus
6. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
7-8. aspsm, Sezione Fotografie, foto Mario 

Carrieri
9. Foto Debra Pincus
10. Lake Price, Interiors and Exteriors in 

Venice lithographed by Joseph Nash from 
the Original Drawings, London 1843, 
plate x

11-12. National Gallery of Art, Washington, 
D.C., Samuel H. Kress Collection

13. Disegno architetto Alberto Torsello, 
Venezia, con la direzione di Joseph 
Pincus

14-15. aspsm, Sezione Fotografie, foto 
Antonella Fumo

16. aspsm, disegno dello Studio di Mosaico
17. aspsm, Sezione Fotografie, foto Mauro 

Magliani
18. aspsm, Sezione Fotografie, foto Nicola 

Benassi
19. aspsm, Sezione Fotografie, foto Pianeta 

Immagine

26d-e. Torcello, basilica di Santa Maria 
Assunta

26f. Trieste, basilica di San Giusto
26g. Monastero di Hosios Loukas
26h – Ravenna, basilica Ursiana
27-28. Torcello, basilica di Santa Maria 

Assunta

beat brenk 
1. aspsm, Sezione Fotografie, foto Antonella 

Fumo
2. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
3. aspsm, Sezione Fotografie, foto Antonella 

Fumo
4. Disegno dell’autore
5. aspsm, Sezione Fotografie, foto Nicola 

Benassi
6. Monastero di Hosios Loukas
7. aspsm, Sezione Fotografie, foto Nicola 

Benassi
8. Ravenna, Basilica Ursiana
9. aspsm, Sezione Fotografie, foto Nicola 

Benassi
10. Ravenna, Basilica Ursiana
11. Monastero di Daphnì
12. Torcello, basilica di Santa Maria Assunta
13. Monastero di Athos Panteleimon
14. Torcello, basilica di Santa Maria Assunta
15. Città del Vaticano, Biblioteca Apostolica
16. Trebisonda, Santa Sofia, da Eastmond
17. Istanbul, Monastero di Lips, da Marinis
18. Mileševa, Tomba del re Vladislav
20-21. aspsm, Sezione Fotografie, foto Nicola 

Benassi
22. Torcello, Basilica di Santa Maria 

Assunta
23. aspsm, Sezione Fotografie, foto Nicola 

Benassi

devis valenti 
1. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
2. aspsm, Fondo Ongania
3. Disegno di Devis Valenti  
4-8. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
9. Foto Devis Valenti

francesca flores d’arcais 
1. aspsm, Sezione Fotografie, foto Sandro 

Vannini
2. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
3-4. aspsm, Sezione Fotografie, foto Carrieri
5. aspsm, Sezione Fotografie, foto Sandro 

Vannini
6. aspsm, Sezione Fotografie, foto Antonella 

Fumo
7. aspsm, Sezione Fotografie, foto Giovanni 

Vio
8-9. aspsm, Sezione Fotografie, foto 

Antonella Fumo
10-13. aspsm, Sezione Fotografie, foto Scala

20. aspsm, Sezione Fotografie, foto Mauro 
Magliani

21. aspsm, Sezione Fotografie, foto Nicola 
Benassi

ettore merkel 
1. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
2. aspsm, Sezione Fotografie, foto Sandro 

Vannini
3-6. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
7-11. aspsm, Sezione Fotografie, foto Sandro 

Vannini
12. aspsm, Sezione Fotografie, foto Antonella 

Fumo
13-16. aspsm, Sezione Fotografie, foto 

Giovanni Vio

elisabetta concina 
1. aspsm, Sezione Calchi, foto Nicola Benassi
2. Archivio Centrale di Stato. acs, mpi, 

aa.bb.aa., ii vers., ii serie, Allegati grafici, 
b. 17.

3a. aspsm, Sezione Fotografie, foto Nicola 
Benassi

3b-d. aspsm, Sezione Fotografie, foto Franco 
Favaro

4. aspsm, Sezione Fotografie, foto Nicola 
Benassi

thomas weigel 
1. aspsm, Sezione Fotografie, foto 

Cameraphoto
2. aspsm, Sezione Fotografie, foto Giovanni 

Vio
3. aspsm, Sezione Fotografie, foto Antonella 

Fumo
4-5. aspsm, Sezione Fotografie, foto Giorgio 

Deganello
6. Foto Thomas Weigel
7. aspsm, Sezione Fotografie, foto Mario 

Carrieri

simonetta minguzzi 
1-2. aspsm, Sezione Fotografie, foto 

Antonella Fumo
3a. aspsm, Sezione Fotografie, foto Dino 

Chinellato
3b. aspsm, Sezione Disegni
4a. aspsm, Sezione Fotografie, foto Antonella 

Fumo
4b. aspsm, Sezione Disegni
5a. aspsm, Sezione Fotografie, foto Antonella 

Fumo
5b. aspsm, Sezione Disegni 

michael jacoff 
1-2. aspsm, Sezione Fotografie, foto Giovanni 

Vio
3. Venezia, Museo Correr, 2018 © Archivio 

Fotografico. Fondazione Musei Civici di 
Venezia.

4. Cattedrale di Chartres
5. Venezia, Museo Correr, 2018 © Archivio 



 Fotografico. Fondazione Musei Civici di 
Venezia.

6. aspsm, Sezione Fotografie
7. aspsm, Sezione Fotografie, foto Antonella 

Fumo
8. aspsm, Sezione Fotografie, foto Pianeta 

Immagine

thomas dale 
1-2. Pinacoteca Manfrediniana, foto 

Antonella Fumo
3. aspsm, Sezione Fotografie, foto Dino 

Chinellato
4. Pinacoteca Manfrediniana, foto 

Antonella Fumo
5-9. Pinacoteca Manfrediniana, foto 

Antonella Fumo
10. Forlì, Abbazia di San Mercuriale, foto 

Scala
11. Disegno di Catherine Alexander
12. Venezia, Museo Correr, foto Thomas 

Dale
13-14. Galleria Franchetti alla Ca’ d’Oro, 

foto Thomas Dale
15. New York, Metropolitan Museum of Art
16. aspsm, Sezione Fotografie, foto Antonella 

Fumo
17. Battistero del Duomo di Parma, foto 

Scala
18. Venezia, Museo Correr
19. aspsm, Sezione Fotografie, foto Antonella 

Fumo
20-21. aspsm, Sezione Fotografie, foto 

Antonella Fumo
22-23. aspsm, Sezione Fotografie, foto 

Thomas Dale
24. aspsm, Sezione fotografie, foto Nicola 

Benassi

anne markham schulz 
1-2. aspsm, Sezione Fotografie, foto Mauro 

Magliani
3.  Londra, Victoria & Albert Museum
4. Firenze, Museo dell’Opera del Duomo
5-7. aspsm, Sezione Fotografie, foto Mauro 

Magliani
8. Venezia, basilica di Santa Maria dei Frari, 

foto Cameraphoto
9. Isola Bella, Palazzo Borromeo, foto 

Maulini
10. Parigi, Musée du Louvre
11-16. aspsm, Sezione Fotografie, foto Mauro 

Magliani

valentina ferrari 
1. aspsm, Sezione Fotografie, foto Antonella 

Fumo
2-4. aspsm, Sezione fotografie, foto 

Cameraphoto
5. Bologna, chiesa di San Francesco Grande
6. aspsm, Sezione Fotografie, foto Seres di 

Martina Serafin
7. Bologna, chiesa di San Francesco Grande
8-10. aspsm, Sezione Fotografie, foto 

Cameraphoto

7. Foto Xavier Barral i Altet
8. aspsm, Sezione Disegni

marco pretelli 
1-6. Per gentile concessione del Ruskin 

Library and Research Center, Lancaster 
University

maria da villa urbani, antonella fumo
1. aspsm, Sezione Disegni
2-5. aspsm, Sezione Documenti
6-8. aspsm, Sezione Disegni

ciro robotti 
1-3. aspsm, Sezione Fotografie, foto Antonella 

Fumo

claudio menichelli 
1. aspsm, Sezione Fotografie, foto Antonella 

Fumo
2. Forlati 1969
3-6. aspsm, Sezione Fotografie

martina serafin 
1. aspsm, Sezione Fotografie, foto Lensini
2. aspsm, Fondo Ongania
3. aspsm, Sezione Fotografie, foto Antonella 

Fumo

corinna mattiello 
1-2. aspsm, Sezione Fotografie, foto 

Ferdinando Patini
3. aspsm, disegno di Corinna Mattiello
4-9. aspsm, Sezione Fotografie, foto 

Ferdinando Patini
10. aspsm, Sezione Fotografie, foto 

Cameraphoto
11. aspsm, Sezione Fotografie, foto 

Ferdinando Patini
12-13. aspsm, disegno di Nicola Benassi
14. aspsm, Sezione fotografie, foto 

Ferdinando Patini

gianantonio battistella 
1-5. aspsm, Fondo Ongania

antonella fumo 
1. aspsm, Sezione Disegni
2. aspsm, Sezione Fotografie
3. aspsm, Sezione Dipinti, foto Dino 

Chinellato
4. aspsm, Sezione Cassine, foto Antonella 

Fumo
5-6. aspsm, Sezione Calchi, foto Antonella 

Fumo

gianpaolo trevisan 
1. aspsm, Fondo Ongania
2. ricostruzione digitale Gianpaolo Trevisan
3-4. aspsm, Fondo Ongania
5. Sheffield, Collection of the Guild of St 

George, Museums Sheffield, cgsg00121
6. aspsm, Fondo Ongania
7. «The Graphic», xxii, 563, 11 settembre 

1880, Supplement

11. Bologna, chiesa di San Francesco Grande
12. aspsm, Sezione Fotografie, foto 

Cameraphoto
13-19. aspsm, Sezione Fotografie, foto 

Cameraphoto
20. Bologna, chiesa di San Francesco Grande
21. Venezia, Palazzo Ducale
22-26. aspsm, Sezione Fotografie, foto 

Cameraphoto

peter schreiner 
1. Foto J. Steinke
2. Foto Effenberger
3. Disegno Berger 1988
4. Disegno Rudolf Naumann
5. Venezia, Biblioteca Marciana
6. Foto Schreiner
7-11. Foto J. Steinke
12. Londra, Tate Modern
13. Foto Centro Tedesco di Studi Veneziani
14. Foto H. Klein

maurizio marabelli 
1. aspsm, Sezione Fotografie, foto 

Cameraphoto
2-10. aspsm, Sezione Fotografie

livia bevilacqua 
1. © Sapienza Università di Roma, Archivio 

Portae Byzantinae Italiae, foto F. Allievi
2. aspsm, Sezione Disegni
3. aspsm, Sezione Fotografie
4. © Sapienza Università di Roma, Archivio 

Portae Byzantinae Italiae, foto F. Allievi
5-6. aspsm, Sezione Fotografie
7-8. © Sapienza Università di Roma, Archivio 

Portae Byzantinae Italiae, foto F. Allievi
9. E.A. Cicogna, Delle inscrizioni veneziane, 

vol. i
10. aspsm, Sezione Fotografie

victoria avery, emma jones
1. aspsm, Sezione Fotografie, foto Antonella 

Fumo
2-3. aspsm, Sezione Fotografie, foto Dino 

Chinellato
4-8. aspsm, Sezione Fotografie, foto 

Antonella Fumo
9. aspsm, Sezione Fotografie, foto Nicola 

Benassi
10-17. aspsm, Sezione Fotografie, foto 

Antonella Fumo
18-62. aspsm, Sezione Fotografie, foto Matteo 

De Fina

xavier barral i altet 
1. Museo di San Marco, foto Cameraphoto
2. aspsm, Sezione Fotografie, foto Pianeta 

Immagine
3. Museo di San Marco, Sezione Ongania, 

foto Cameraphoto
4. Museo di San Marco, Sezione Ongania, 

foto Cameraphoto
5. aspsm, Sezione Calchi
6. aspsm, Sezione Fotografie

8. «Punch», lxxviii, 10 gennaio 1880
9. aspsm, Fondo Ongania
10. Sheffield, Collection of the Guild of St 

George, Museums Sheffield, cgsg00780
11. aspsm, Fondo Ongania
12. Sheffield, Collection of the Guild of St 

George, Museums Sheffield, cgsg04028
13. aspsm, Fondo Ongania
14. Lancaster, Ruskin Foundation, Ruskin 

Library. Lancaster University, 1996p0707
15. aspsm,Fondo Ongania
16. Lancaster, Ruskin Foundation, Ruskin 

Library. Lancaster University, 1996p1633
17. Sheffield, Collection of the Guild of St 

George, Museums Sheffield, cgsg00201
18. Sheffield, Collection of the Guild of St 

George, Museums Sheffield, cgsg00276
19. Oxford, ©Ashmolean Museum, 

University of Oxford, wa.rs.ws.ii.49
20. aspsm, Fondo Ongania
21. da L’arte della stampa nel Rinascimento 

italiano. Venezia, 2 voll., Venezia 1894, ii

antonella fumo, dino chinellato 
1. aspsm, Fondo Ongania 
3. Foto Dino Chinellato
5. aspsm, Fondo Ongania
7. Foto Dino Chinellato
8. aspsm, Fondo Ongania
9. Foto Dino Chinellato
10. aspsm, Fondo Ongania
11. Foto Dino Chinellato
12. aspsm, Fondo Ongania
13. Foto Dino Chinellato
14. aspsm, Fondo Ongania
16-19. Foto Dino Chinellato
20. aspsm, Fondo Ongania
21. Foto Dino Chinellato

irene favaretto, chiara vian 
1. aspsm, Sezione fotografie, foto Antonella 

Fumo

giovanni vio 
1. Archivio Giovanni Vio
2. Carlo Ponti, 1860
3. Gianni Berengo Gardin, 1994
4. Archivio Ugo Mulas, 1962
5. Toni Nicolini, 1978
6. Sergio Dall’Omo, 1978
7-18. Archivio Giovanni Vio

renato vitaliani, roberto scotta 
1. aspsm, Sezione Disegni
2-18. aspsm, Dipartimento icea - Università 

di Padova
19. aspsm, Sezione Fotografie, foto Antonella 

Fumo
20-24. aspsm 

pier paolo rossi, christian rossi
1. aspsm, Sezione Fotografie, foto Antonella 

Fumo 
2-15. aspsm, Fondo Ismes

davide beltrame 
1. aspsm, Sezione Fotografie, foto Antonella 

Fumo
2. Foto Elio Trevisan
3-4. aspsm, Sezione Fotografie, foto Davide 

Beltrame

luigi fregonese, carlo monti 
1-17. aspsm, Immagini prodotte nell’ambito 

del progetto di ricerca Progetto San Marco 
3D. Sviluppo del modello tridimensionale 
del complesso basilicale tra la Procuratoria 
di San Marco di Venezia e il Politecnico 
di Milano - Polo Territoriale di Mantova 
- Dipartimento ABC. Laboratorio di 
Ricerca MantovaLAB – He.Su.Tech. 
Group, Responsabili Scientifici prof. 
Luigi Fregonese - Carlo Monti. Gruppo 
di Ricerca: Andrea Adami, Francesco 
Fassi, Cristiana Achille, Laura Taffurelli, 
Silvia Chiarini, Stefano Cremonesi, 
Jacopo Helder, Olga Rosignoli, Daniele 
Treccani, Anna Spezzoni.

valentina cantone, rita deiana, 
giovanna valenzano

1-2. aspsm, Sezione Fotografie, foto Nicola 
Benassi

3. Hosios Loukas, Katholikon, 
Dipartimento di beni culturali 
dell’Università di Padova, foto Valentina 
Cantone

4-7. Dipartimento di beni culturali 
dell’Università di Padova, foto Valentina 
Cantone

8-9. Dipartimento di beni culturali 
dell’Università di Padova, foto Rita 
Deiana

10. Dipartimento di beni culturali 
dell’Università di Padova, foto Valentina 
Cantone

11. Dipartimento di beni culturali 
dell’Università di Padova, foto Rita Deiana

guido biscontin, guido driussi 
1. aspsm, Sezione Fotografie, foto Antonella 

Fumo
2-3. aspsm, Sezione Restauri, foto Arcadia 

Ricerche
4-5a-b. aspsm, Sezione Restauri, foto Seres di 

Martina Serafin
6-11. aspsm, Sezione Restauri, foto Arcadia 

Ricerche

laura falchi, elisabetta zendri 
1. aspsm, Sezione Fotografie, foto Giovanni 

Vio
2. Dipartimento di Scienze Ambientali, 

Informatica e Statistica dell’Università 
Ca’ Foscari di Venezia

3. aspsm, Sezione Fotografie, foto Antonella 
Fumo

4. Dipartimento di Scienze Ambientali, 
Informatica e Statistica dell’Università 
Ca’ Foscari di Venezia

5. Dipartimento di Scienze Ambientali, 
Informatica e Statistica dell’Università 
Ca’ Foscari di Venezia

6. aspsm, Sezione Fotografie, foto Antonella 
Fumo

7. aspsm, Sezione Fotografie, foto Nicola 
Benassi

La Procuratoria di San Marco e Marsilio 
Editori hanno fatto il possibile 
per rintracciare tutti gli aventi diritto 
e si rendono disponibili nel caso in cui 
alcune referenze fotografiche fossero state 
involontariamente omesse
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