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Abstract

This thesis evaluates the topic of 
‘workhomes’. Workhomes are buildings which 
combine working and dwelling purposes, a 
phenomenon that is encountered in the city 
of Florence and is related to the city’s artisan 
industry. The literature research reveals how 
the merchants and craftsmen of a medieval 
Florence caused the city to flourish, inducing 
an explosive period of growth and economic 
welfare. These merchants and craftsmen 
occupied typical houses, with a loggia on the 
ground floor that was opened to the street and 
either used as a shop or workshop (botteghe). 

After the exploration of the phenomenon 
of the workhome in Florence through 
literature, a typological investigation aims 
at describing various building types linked 
to this phenomenon. By means of looking 
at the development of the city and with the 
help of five case-studies, the building types 
are described on various scale levels. The 
emerging of new building typologies show 
strong relationships with the social, economic 
and political situation of the city in a specific 
time period. 

Subsequently, an architectural analysis 
gives insight into the building’s main 
characteristics and is concluded by distilling 
a set of design principles reaching from the 
urban to the architectural scale and in which 
two building types prevail: the terraced house 
and the palazzo.

The knowledge of the first three chapters 
then forms the lead for a design experiment 
which questions the useability of the types 
on a specific location within the city center 
and searches for a possible continuity of the 
traditional workhome. 
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“Within the workshops, or botteghe, 
human relationships and production 
rhythms have remained closely linked to the 
subjective dimension of the individual, often 
alone in contact with the object that is being 
processed… The workshop remains a magical 
place where, with the tools of the past and the 
experience handed down over the centuries, 
the originality of the products can constantly 
be renewed… The craftsmen and their 
workshops still today preserve a connective 
tissue between various parts of the city.“1

1. Mignani, D. (1988). 
Le Botteghe di Firenze, p.11. 
translation by author

The ‘European city-series’ is a sequence 
of graduation projects offered by the chair 
of Rational Architecture at Eindhoven 
University of Technology. Every year another 
city presents the context for performing a 
graduation research and design task within 
the domains of urbanism and architecture. 
This year the studio was dedicated to the city 
of Florence in Italy. 

Formerly belonging to the studio is a stay-
abroad period of three months, whereby the 
students get the chance to visit the city and 
work on their projects, generating a deeper 
understanding of the city and an added value 
for both the research and design. Despite the 
fact that this years’ stay-abroad could not 
proceed, we as a group were able to visit the 
city for roughly one week last October. This 
might seem quite short, but for sure has had 
its influence on the course of the research 
and its eventual results. 

The main theme of this thesis is linked 
to craftsmanship, a personal fascination 
encountered in the city of Florence and which 
has a very rich past. The quote on the facing 
page enhances part of the spirit that comes 
forward from this culture. 

During this year, not only my understanding 
of the city of Florence improved. The project 
has also greatly contributed to developing 
my view on architecture, especially in the 
fields of (historical) research and research by 
design. I would certainly not have been able 
to achieve these understandings without the 
guidance I received. 

Via this way, I would like to show gratitude to 
my supervisors; Christian Rapp, Haike Apelt 
and Wouter Hilhorst. Their preparedness to 
help and the weekly conversations remained 
a constant factor, whereby their knowlegde 
and experience in the field of architecture 
have meant a great contribution to the 
project’s outcome. Additonally, I want to 
thank Francesco Collotti for his involvement 
and enthousiasm in guiding the projects even 
from a great distance. 

Furthermore, we as a group have had great 
help from Luca Tommasi, Daan Jenniskens 
and Karin Templin.

I would like to thank my fellow graduation 
students; Tom Schoonwater, Puck ten Hoope, 
Bart Mulkens, Jade van Pelt and Danny 
Meijer for their inspiration, good times and 
collaboration on both the collective research 
as well as on the individual projects. 

Lastly, I would like to acknowlegde my 
parents, brother and friends, for their interest, 
enthousiasm, support and motivation in 
developing myself and pursuing my goals. 
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1. Holliss, F. (2015). 

Introduction to Firenze
the atlas and the individual research

This graduation report presents the 
results of the graduation studio Firenze: una 
camera con vista, as offered by the chair of 
Rational Architecture at Eindhoven University 
of Technology. The project comprises of both 
an individual as well as a group effort(a so-
called atlas). The collective research focused 
on the development of the city and its most 
important periods of (trans)formation.
By means of three scale levels; the city, the 
fragment and the building, the relationship 
between the architecture and urbanism of the 
city has been studied. Within the formation of 
the city, three periods of exceptional growth 
can be distinguished. The first one is marked 
by the Roman settlements, the second one 
is during the Middle Ages, when the artisan 
guilds were flourishing in the city. The third 
and last period of growth was in the middle 
of the 19th century, when Italy was unified 
and Florence became the capital for six 
years. Connected to this is the well-known 
city expansion plan, designed and (largely) 
executed by architect Giuseppe Poggi.
All these periods have left their mark on the 
urban fabric and the atlas was concluded by 
uncovering a set of urban systems responsible 
for the (trans)formation of the city. 

The individual research is grounded in the 
atlas by starting from one of the city’s most 
extensive periods of growth; the city expansion 
of the Middle Ages in which the flourishing of 
the city’s artisan guilds played a crucial role. 
Florence counted 21 guilds, divided into seven 
‘greater’ and fourteen ‘lesser’, who comprised 
a system of merchants and craftsmen. These 
guilds were responsible for the city’s political 
system, its economy, its security but also its 
urban composition. 

The research reveals how the city worked 
around this flourishing period, whereby a 
couple of building types were responsible 
for the city’s appearance and its main urban 
structure. In these building types, there is 
a strong relationship between the work, or 
rather craft, and dwelling circumstances of 
the inhabitants.

The combination of working and dwelling has 
been extensively researched by the English 
arch. dr. Frances Holliss, who provides a 
definition for this dual-use. She gives the 
building type a name, by which it becomes 
possible to do research on the type. The 
precise name she uses is ‘workhome’, coming 
from workplace and home.1 

A more general history regarding the 
workhome backs the research in Florentine 
craftsmanship and also connects the idea 
to the present-day. The combination of 
working and dwelling can be seen as one 
of the ingredients in creating a mixed-use 
city, which opposes the 19th century idea of a 
zoned city and rather falls back on an urban 
composition of earlier times. As also stated 
by Holliss, the mixed use city leads to a more 
lively, safe and sustainable situation.1 In this 
respect, there is all to learn from traditional 
workhomes. 

The research is guided by the following 
central research question: 

“how can the Florentine relationship 
between working and dwelling be defined, and 
continued?”

0.01
Duomo di Firenze (previous page)
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chapter III

chapter IV

chapter II

chapter I

The research is conducted using specific 
research methods connected to architectural 
and urban domains. In this paragraph, the 
research methodology is set out before 
actually diving into the content.

The historic background of the subject, as 
well as its specific presence in the city of 
Florence, have been acquired through a 
literature study. Chapter one dives into the 
history of the Florentine workshop and the 
city’s artisan tradition. This is followed by 
giving a more general background on the 
combination of living and working and its 
related building type. 

Chapter two takes on this topic of the building 
type and evaluates a typological investigation 
of the workhome in Florence. This typological 
development is visualized with the help of 
five case-studies and immediately covers 
the city’s most prominent forms of living 
and architectural units within its urban 
development. The case-studies either came 
forward from the literature research or came 
to light during the process.

In chapter three, each of the cases is subjected 
to an architectural analysis, studying its main 
characteristics and typological elements. 
Themes such as floor plan composition, 
circulation, access, sequence of spaces, 
facade composition and materialization are 
all covered and made clear through various 
drawings. Chapter three is concluded by 
distilling several design principles from the 
analysed case studies.

The knowlegde gained over chapters one 
to three directly informs chapter four. In 
this fourth chapter, a hypothetical design 
experiment is presented which deals with 
the central research question and a design 
hypothesis. This design hypothesis is mainly 
about the typological development which 
shows the city’s most prominent building 
types. Through various stages of development 
and by means of different scales, these 
buildings have determined the city-scape to 
a large extent, even up until the present day.

Therefore, the typological process might be 
deployed in designing a new building on a 
specific location within the city.

This links with the central research question, 
which firstly is about defining the Florentine 
relationship between working and dwelling 
and secondly questions a possible continuity 
of this tradition by means of designing.

Methodology

All illustrations in this thesis are produced 
by the author and are based on images 
from books or the internet.



CHAPTER I
a historical perspective

Chapter one uncovers the general history of 
Florentine craftsmanship. Its origins, flourishing 
and course of history are described in the first 
part. The second part of this first chapter is about 
the workhome as a building type in general. The 
workhome is given a definition and its relation to 
the city-scale and presence in several other countries 
are explained. 
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1. Edgcumbe Staley, J. (1906). 
2. Mignani, D. (1988). 

The emergence of Florentine crafts

A research on traditional crafts inevitably 
needs a journey into the city’s history. The 
origins of Florentine craftsmanship already 
lay in the 8th and 9th centuries, when Popes 
Adrian I and Leo III recognized the skills 
of the Florentines in dealing with wool and 
skins. Later, other kinds of industrial arts like 
metal- and glass working, mosaics or fresco 
decorations were encouraged in the city by 
Paschal I, Gregory IV and Sergius II.1

During medieval times, the city of Florence 
might have appeared more like a factory than a 
city. Shops and workshops (botteghe) aligned 
the streets and typical facade openings either 
displayed the products available or provided 
a peek into the (work)space. Together with the 
streets, these shops and workshops formed 
the background to an organism of trading 
and craftsmanship. The presence of the river 
Arno formed an important source of power 
and transportation for the city’s merchants 
to provide the craftsmen with raw materials. 
These craftsmen would in return make them 
into products. These products were then 
again sold by the merchants, not only in 
Florence itself but also way beyond the city. 
In its early ages, the discipline of artisans 
was more wide-spread compared to today. 
Almost every stage in the creation process 
was completed by a different person, who had 
specific knowledge about a specific principle. 
Craftsmen from the same discipline often 
lived in the same districts or streets, passing 
on the product from workshop to workshop. 
Later on, many crafts of the same discipline 
have joined under the same roof and it took 
only one craftsman to produce the whole 
product.2

The Florentine society thus consisted of 
merchants and craftsmen, who gathered in 
corporations. Together they constituted a 
system of trading and creating, eventually 
giving the city an international reputation 
with regards to its craftsmanship. These 
corporations stem from Roman collegia. In 

these collegia, often also referred to as scholae, 
qualified staff and teachers instructed 
young men and boys in the duties and 
responsibilities of craftsmanship. It is from 
these corporations of merchants and artisans 
that the Florentine guilds arose.

Since the fall of the Roman Empire until the 
ninth century, little is known from the scholae, 
which might point at the fact that they were 
(temporarily) suspended. In 825, Emperor 
Lothair decided for eight cities to be able 
to establish new scholae. These cities were 
Bologna, Cremona, Florence, Ivrea, Milan, 
Padua, Turin and Venice. The different scholae 
were dedicated to the active industries in 
the cities themselves. In Florence these 
were named capitudini (heads of families), 
expressing their political nature, or arti, 
indicating their industrial character.

With the emergence of these arti, also 
the political structure in the city changed. 
Every head of a family and every captain of 
a trade participated in the government by 
public meeting. This developed in the 10th 

century, when the city attracted merchants, 
adventurers and craftsmen from other cities 
and countries. The establishment of such 
a free government lead to the period of the 
Commune. In 1076, Bonifazio III, Marquis of 
Tuscany, died and left his title to his daughter, 
Countess Matilda. Matilda had leadership 
over the Court of Pleas and was assisted by 
her self-chosen grandi, or leading citizens. 
She encouraged the industry and commerce 
of the Commune. In 1078 the city was divided 
into sestieri, or six wards. These sestieri were led 
by a consul, again chosen from the grandi, who 
took decisions about justice, the population 
and the army of the ward. When Matilda died 
in 1115, the government of the city was taken 
over by the six reigning consuls, who became 
rulers of the Commune.1

Florentine craftsmanship
the history of the botteghe

1.01
Piazza della Signoria by Giuseppe Zocchi in 
the 18th century (previous page)

1.02
Artisan tools of Studio Lorenzo Conti 
(conservator)
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In the 12th century, feudal lords were moving 
from the countryside (contado) to the city. 
They built towers and took some countryside 
uses with them. The merchants and craftsmen 
were mainly operating around the Mercato 
Vecchio (the current Piazza della Repubblica), the 
Mercato Nuovo and the Via Calimala (•fig. 1.03)
and their main tasks included trading and 
dying of foreign cloths and the weaving of 
wool and Florentine silks. It was also around 
this Mercato Vecchio that the houses of the 
richest and most principal inhabitants of the 
city were situated. The houses, with their 
open loggia, showed the liberty and wealth 
of society. These loggia were used as selling 
spaces or workshops, flooding the city with 
trading and manufacturing activities.1,2

Functioning and flourishing of the system

Joining a craft had a couple of 
requirements: from a moral perspective, one 
had to be a legitimate child. From a technical 
perspective, one had to prove to own the 
skills and techniques needed in making a 
specific artisan product. One did this through 
an apprenticeship at one of the craftsmen in 
Florence. From an economic perspective, one 
had to know how to charge an appropriate 
fee for the work delivered. Especially the 
apprenticeship was a long period and it was 
not even sure that one ended up within the 
guild of craftsmen. The apprentices lived in 
the house of the master and worked in their 
workshop on the ground floor of the building. 
Children of the craftsmen were almost 
automatically taken into the craft, since they 
learned the trade and skills through their 
parents. 

Just as there was no distinction between 
residential and working districts, since the 
workshops were on the ground floor of the 
buildings, there was also no distinction 
between the locations were the upper class 
and the middle- and lower class lived. Up to 
the Grand Ducal age, people of all classes 
lived amongst each other, what also benefited 
the inspiration and assignment process. 

Rich merchants could more easily give 
assignments to the craftsmen for example.2 

The Florentine population (or popolo) was 
divided into three classes as connected to 
the guilds: 

1. the potente, the ruling class;
2. the grasso, the middle class;
3. the minuto, the lower class.

Within this range of social classes, below 
the popolo minuto was the working class 
called ciompi. The ciompi had no civic rights 
of any kind; they were excluded from free 
associations, companies, corporations or the 
guilds. Nevertheless, this lower class wanted 
to participate and be seen in the city and its 
political system. Due to the increasing wealth 
and power of the merchants and because 
the popolo minuto and ciompi were excluded 
from the political system, sometimes little 
battles or quarrels amongst the craftsmen 
and merchants arose, leading to social and 
political instability.

1. Edgcumbe Staley, J. (1906). 
2. Mignani, D. (1988).
3. Maffei, G.L. (1990). 

In 1266, the council led by Guido Novelli 
drafted a provisional constitution for the 
guilds. This stated that in each guild, three 
chief officers were appointed: 

1. consul, representing the guild in the 
government of the republic; 
2. capitudo, being the controller of internal 
affairs of each guild;
3. gonfaloniere, leader or director of civil 
functions and military affairs. 

This meant an important development in 
the political system of the city, by which the 
power was divided amongst a small group of 
people instead of controlled by an individual. 
As an addition, agreements were set up 
in order for the merchants not to establish 
monopolies, and for the craftsmen not to 
harm the liberty of labor and sale. Liberty of 
industry had always been an important aspect 
of the republic.1 

The liberty and trade of the republic reached 
its peak with the installing of the Ordinamenti 
della Giustizia law in 1293. These laws were 
set up by Giano della Bella and prescribed 
the incapacity of nobles to gain more power 
in the political system, preventing Florence 
from turning into an aristocracy. Only those 
who were enrolled in the guilds could access 
public offices, by which Florence functioned 
as an oligarchy. In many other Italian cities, 
such political system did not survive long 
since many governments needed to hand over 
the power to lone rulers. This was for example 
the case in Milan whereas in Florence this did 
not happen until 1537, when the municipality 
had to (officially) hand over their power in 
hands of the Medici-family. 
The main principles of the law came down to:

1. exclusion of the grandi from the government;
2. punishment of the grandi for offences against 
the popolani;
3. extension of the powers of the craft guilds.

With the installing of this law, each member 
of each guild should participate in keeping 
the peace and was not allowed to take on 
competition to other guilds or citizens.1,2 

Next to their daily activities concerning 
trading, product making and governance, the 
artisan guilds partly took responsibility for 
public services, for example constructing and 
maintaining roads and participating in the 
development of the city and its urban layout. 
Due to economic welfare and demographic 
growth, the guilds created artisan districts 
using its well-known building type; the 
terraced house with workshop (casa con 
botteghe). Furthermore, streets were named 
after specific arts and crafts. An example of 
this which still exists in Florence is the Corso 
dei Tintori, or street of dyers.3 

In the 14th century the demand for Florentine 
products increased, as did the commercial 
relationships within and with the city. This was 
mainly due to the merchants, whose trading 
network was expanding. The progressive 
ambitions of the merchants formed a slight 
contrast to the craftsmen, who focused on 
creativity and quality rather than commercial 
ends. But it was precisely the combination of 
these two which yielded the flourishing of the 
city. The merchant’s trades were expanded 
with metals and fabrics, spices and cereals 
and they advanced money and tools to the 
artisans. Moreover, they traded and sold the 
work of the artisans on an international level, 
eventually equipping Florence with advanced 
tools which increased productivity even more. 
Together they formed the protagonists of 
15th century humanism and the Renaissance 
economy, led by merchants and bankers.2

 

1.03
Mercato Vecchio by Fabio Borbottoni in the 
19th century
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However, strivings for power had remained, 
and the difference between the nobles and 
the working class did too. The nobles wanted 
to turn the republic into an oligarchy directed 
by them. This lead to agitation and instability 
in Florence. One of the most wellknown 
revolutions is the revolt of the ciompi in 
1378, whose intention was to stand up for 
themselves. It ended with an attack on the 
magistracy sitting at the Palazzo Vecchio and 
with the installment of a new government (la 
signoria) consisting of nine priori; three of the 
seven greater guilds, three from the fourteen 
lesser guilds and three from the newly 
established guilds of operatives (the working
class). Later, the guilds of operatives were 
abolished and eight priori were chosen from 
the original 21 guilds. This kind of political 
system was initiated in 1393.1

Due to the flourishing of the guilds, Florence 
as a city became a prosperous one, in which 
most citizens could easily reside. Overall, it 
was a peaceful city in which its citizens were 
taking part in the system of crafts and trading.
By the year 1530, this system had reached a 
culmination in terms of its magnificence and 
power. But in the following years, new political 
and economic powers came into action, 
leading to the breakdown of the Florentine 
industry and commerce.

1537

Craftsmanship and the city of Florence have 
always had a certain relationship, which 
obviously underwent changes. After the 
dominant ages of craftsmanship, the city 
knew great immigration. Mostly people from 
the countryside were moving to the city, 
especially because of its economic welfare. 
The city slowly became a great market for 
agricultural products, often sold in the loggia 
of the merchant houses.
When Cosimo I took power in 1537, he removed 
all the power from the guilds in such a way 
that he himself was dominant and ruled the 
city. From this point on, the guilds remained 
less important in the political system and

regulating governance of Florence.
In 1562, Cosimo I appointed certain crafts to 
be explicit for the court. These crafts often 
only concerned luxury goods, which erased 
part of the craftsmanship from the city center. 
Under the reign of Cosimo I and his follow-
ups, decisions on locations for craftsmen 
were made. A law from 1593 for example 
determined that all goldsmiths should be 
located on the Ponte Vecchio. These laws 
proceeded until 1770, when Duke Pietro 
Leopoldo ruled Florence and abolished them.2

18th century to modern time

During the 18th century, there was some 
kind of reinvented interest in the artisans 
and merchants of the Middle Ages. Tuscan 
trade and manufacturing had to be protected, 
encouraged and supervised. To exercise a 
craft became free of charge and without the 
obligation to belong to a certain association.
This new wave of trading and manufacturing 
was closely linked to agriculture and rural 
products and living in the countryside became
more popular.

In 1784, Grand Duke Pietro Leopoldo 
established the academy of fine arts, which 
purpose was training new artists. Its three 
main teachings were painting, sculpture and 
architecture. Themes of study and practicing 
were always done through and by examples 
of the past. The creation of copies of 
historic works of art led to the emergence of 
specialized workshops in Florence, and even 
foreign rulers were invited by Leopoldo to  
look at this form of craftsmanship. Increased 
demand set a new goal for the workshops 
which was to duplicate masterpieces of the 
past, also to become aware of and prevent the 
city’s artistic history. The materials used were 
marble, plaster, bronze, ceramic, wood, iron, 
leather and fabric. This wave of establishing 
academies and workshops was driven by the 
need to produce works of art at an industrial 
scale, but with the aesthetic, cultural and 
technical heritage of the artisan era around 
the 12th to 15th century.

1. Edgcumbe Staley, J. (1906). 
2. Mignani, D. (1988).

The liberalization of activities and the 
introduction of electricity, together with the 
Risorgimento when Florence became capital, 
transported several artisan production 
processes to the suburbs, especially those 
which used machinery. The ground floors 
within the city center began to live their own 
life, disconnected from the upper floors. 
A clear differentiation arose between the 
traditional workshop, intended as a place 
of production and sale, and the commercial 
shop, only intending the selling of industrial 
goods.

The Risorgimento affected the city in 
architectural, political, economic and 
industrial contexts. 
Especially the city’s expansion plan as 
proposed by Giuseppe Poggi (•fig.1.04) 
presented a huge transformation in the urban 
structure of the ‘walled city’, touching upon 
various scales reaching from the urban to 
the architectural. The city walls were teared 
down, new neighborhoods were added and the 
city center was renovated. The developments 
in the city center replaced the medieval 
buildings with an ‘international face’. This 
new architecture should mostly speak to the 
new bourgeoisie entering the city. 
Moreover, the 19th century taste and reinterest 
in the Renaissance as a form of artistic 
expression, lead to Florence being known as 
the cradle of art. Tourists were visiting the 
city for the ancient crafts, the Renaissance 
wonders and the bourgeois appearance of the 
city center.2

1.04
city expansion plan by Giuseppe Poggi in the 
19th century
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The main cause for this city redevelopment 
came from demographic as well as economic 
changes. Whereas the population had settled 
around 100.000 inhabitants from the 14th to 
the 19th century, it increased from 114.568 to 
194.001 from 1861 until 1870.2 The city center 
became the heart of the business of the 
expanding city.

Part of the arts and crafts still remained within 
the historic center, although Italy as a country 
had higher ambitions. It wanted to develop 
and present itself as an industrial country and 
manufacturers were invited to participate 
within this process. When the capital moved 
from Florence (1865) to Rome in 1871, the 
population immediately decreased with about 
30.000 inhabitants. This decline induced a vast 
economic crisis, which affected the whole 
of Tuscany, especially in its agricultural and 
crafting sectors. In Florence there was a huge 
drop in the textile industry. 

In order to revive the city from this 
breakdown, there should be an increase 
of the most important sectors in the city’s 
craftsmanship. The role of Florence within 
the industrialization of Italy can be seen 
as a collaboration and constant interaction 
between craftsmen and small- and medium 
sized companies, promoted by foreign 
entrepreneurs and members of the Italian 
bourgeois class. Industrialization should 
proceed carefully in Florence, not to harm 
bonds with the traditional botteghe. Florence 
would thus develop a way for itself to 
collaborate in the industrialization process 
of Italy, by which it can be seen as a hinge 
between the fast modernization in the North 
and the industrial immobility of the South of 
Italy. 
An important thing to note was that the 
quality of the products remained a constant 
factor, despite higher production rates. Lots 
of works from the Florentine artisan tradition 
were now copied and mostly sold to tourists, 
who visited the city frequently. At the end of 
the 19th and beginning of the 20th century, the 
following artisan works prevailed: carving 

and inlay in ‘the ancient style’, artistic 
bronzes, marble and hard stone, porcelain 
and earthenware. 

The continuation of ancient artisan culture 
and the richness of the city’s past with respect 
to its craftsmanship, was not supported by 
20th century critiques, who thought that the 
Florentines were disowning themselves. They 
said that Florence was becoming a city which 
did not live with the current independent work 
of its citizens but was rather focused on the 
inventions and traditions of the past, whereby 
it was most likely to become a museum for 
tourists, rather than a city for its inhabitants. 
In some way the critics were right, since the 
most prominent thing the craftsmen were 
doing were making copies of the past. On the 
other hand, this was a very logical thing to do 
since a big part of modern culture lies in those 
works of the Middle Ages and Renaissance 
time periods. 
Because of this cultural aspect, there was 
a high demand for such works of art. But 
also through this continuation of the past, 
Florence did not develop like other cities in 
the industrial world such as Milan or Genua.2 

2. Mignani, D. (1988).

It can thus be said that the Florentine 
botteghe knew a ‘rebirth’ in the 18th and 19th 
century, bringing back historic artisan crafts. 
Sometimes, techniques and models of the 
past were blended with new techniques and 
forms, leading to innovative compositions. 

But later in the 20th century, when new 
developments mostly stopped the 
reproduction of old masterpieces, souvenir 
craft had taken up a big part in city. These 
are mostly loved by tourists, but not by 
the Florentines; they reject the quality and 
originality of the products. The artisan 
workshops slowly transformed into shops to 
sell souvenirs, whereby there are less and 
less craftsmen active within the city. 
Another event which has certainly played 
a role in the disappearing of the artisan 
workshops is the flood of 1966, affecting the 
ground floors and therewith the workshops of 
the buildings to a huge extent. 

And although the war did not cause much 
harm to the city, except for a few bridges to be 
blown away, some 20th century redevelopment 
plans erased a couple of artisan districts, 
amongst which the zone between the Via 
Pietrapiana, Via Giuseppe Verdi, Via dell’Agnolo 
and Borgo Allegri. 
All this together was not very beneficial 
for the ‘city as a factory’ or its system of 
craftsmanship. 

However, there is still a traditional organism 
of craftsmanship alive in the city, often hidden 
in the backstreets and alleys of the current 
main roads. This organism has resisted most 
changes, and still can be discovered in the 
Florence of today.2

1.06
sculpture studio Romanelli

1.05
old techniques have remained
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4. Holliss, F. (2015). To put the topic of research in a more 
general context, this paragraph focuses on 
the workhome as a building type and evaluates 
its history, connection with the city and a few 
examples of different countries.

The building type that combines dwelling and 
working has remained unnoticed for long. This 
specific type does not even have a clear name. 
Its history seems not very clearly traceable, 
partly because of the fact that the principle 
exists for so long and that clear workhomes 
are not part of architectural developments 
anymore.
Holliss puts the importance and possibilities 
for combining working and dwelling in the 
same building in a broader perspective. In 
the introduction, she gives the building type a 
name; “workhome”, coming from both dwelling 
and workplace.4

She recognizes that in the past it was very 
common to combine dwelling and workplace, 
but that a shift occurred during the Industrial 
Revolution. Due to increasing production and 
factories built outside the city center, the 
house became a building just for dwelling; 
cooking, sleeping and living. People had to 
‘go out for work’. 

This principle seems to turn around again. 
Due to the service economy and information 
revolution, more and more people are working 
from their homes. 

There are many variants of people working 
from home; office-based workers, craftsmen 
or even sculptors. But designing specific 
workhomes for them is not easy since they all 
have different requirements and desires when 
it comes down to the spatial conditions of their 
workplace and dwelling habits. Next to this, 
working from home has effects on the social, 
economic and environmental climates we find 
ourselves in. According to Holliss, cities can 
be shaped differently when the workhome is 
reconsidered as a type in urban development. 
An intricate mingling of functions, as 
discussed by Jane Jacobs, presents an urban 
quality which is often underrecognized. The 
traditional principle of an architecture of dual 
use can thus be rediscovered.4

All this together makes the ‘workhome’ a 
relevant topic and building type to research.

The workhome
the combination of working and dwelling

1.07
English workhomes
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England

In England, the medieval feudal economic 
system was followed by a system with a more 
productive character; masters would provide 
raw materials at the home of their workers, 
these workers would realize the products 
after which the masters would pick up these 
products again. The medieval system lead to 
houses having domestic spaces which were 
also used for (domestic) work. Most of the 
time, the central hall was converted several 
times a day according to the designated 
function. 

From the productive economy on, houses 
started to get separate workshops and 
spaces in which guests and customers could 
be invited. Based on social classes, three 
main variants could be distinguished; a large 
one for the masters, a middle one for family 
businesses and a small one for the individual 
craftsman in service of the masters. Most of 
the English craftsmen were weavers, whose 
looms were placed at their house. Working 
and dwelling were thus combined in the same 
building whereby one entrance door served 
both (work)shop and dwelling.(•fig. 1.07) 

Most workshops in English workhomes of the 
19th century were situated on the upper floor 
and generally higher than the domestic floors. 

In the architecture of workhomes, the 
workshops were clearly distinguishable 
from the façade. Daylight formed an 
import aspect in the design whereby large 
windows expressed the working function 
and more delicate and proportional windows 
pronounced the dwelling.(•fig. 1.07) The dual 
use of the house thus became clear through 
the façade.

During the Industrial Revolution, factories 
were growing to a huge extent and there was 
a development in public transport. A lot of 
people went out to ‘go to work’. But there was 
also a group who proceeded the tradition of 
working at home. This tradition, and especially 
its architectural representation, became 
invisible because work and dwelling grew 
together. Some people valued the autonomy 
they had when working at home, others felt it 
to be liberating to leave the house in order to 
go working.4 

4. Holliss, F. (2015). 
5. DASH. (2019). 

Machiya: the Japanese townhouse

The Japanese counterpart of the English 
workhome is the machiya; long and thin homes 
combining working and dwelling. The word 
machiya is built up of machi meaning a space 
on the street and ya meaning a shop as the 
purpose of this space on the street.5

The reason for the small width is because of 
the policy and tax system, which taxes people 
according to the street width of their homes. 

The first space of the house was the shop, 
connected to the street but also secluded 
from it through wooden lattice works. It 
therewith functions as part of the boundary 
between public and private. When the shop 
was opened, these lattice were slid away, 
whereby the shop became part of the street 
and the street part of the shop. 
Behind the shop were the living spaces of 
the families which sequenced each other in a 
linear fashion, often with a courtyard or patio 
in between them to let daylight and ventilation 
reach all spaces.4,5 

1.08
Japanese machiya front
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The Dutch city-block

Before the seventeenth century, the 
generic Dutch terraced house formed the 
main architectural unit for urban development 
in the Netherlands. The prosperity of the 
Netherlands yielded a lot of financial resources 
and involved a demographic incline. Cities 
needed to expand and engineer Simon Stevin 
(1548-1620) already made a lot of sketches and 
proposals on urban blocks as new forms of 
architectural units in urban development. In 
the second half of the seventeenth century, 
architects were realizing city blocks in Leiden, 
Amsterdam and Rotterdam. (•fig. 1.09 - 1.10) 
Municipalities were also stimulating this new 
kind of development, for example by giving 
building plots for free or by commissioning 
projects.

The first city blocks were actually connected 
terraced housing. Herewith, material use and 
surface area were reduced, forming one of the 
main innovations of these blocks. Thereby, 
the grid became one of the key architectural 
principles in the layout of the block. This 
dictated the generation of similar rooms 
and the position of the stairwell. In medieval 
housing it was very common to just put the 
stairs in a corner of the room, whereas now 
they were given a strict and similar position, 
outside traffic zones and acting as a space 
divider. (•fig. 1.09)
Rooms were not dedicated to a single function, 
but mainly served to separate several 
uses. The similarity of the rooms made the 
dwellings quite flexible, so that the tenants 
could decide upon the use for themselves. 
In general , there were rooms to store goods, 
work rooms and living rooms. Furniture was 
often changed in the room, depending on the 
time of day and the needs of the inhabitants. 
The workplaces received special attention 
in the weavers houses; they were spacious 
enough to store all equipment and machinery 
and to properly work with them. 

The expression and representation of the 
façade of such city blocks is a point of 
discussion. On the one hand, the importance 
of the individual dwelling got lost since the 
blocks were topped by one roof, or at least 
multiple dwellings shared a roof. It therewith 
got a sense of uniformity and the cities 
received a more homogeneous streetscape 
and a collective representation. At the same 
time, the combination of working and dwelling 
and the expression of these functions in the 
façade brought back a sense of individuality 
as one could read the entrances to the 
different houses. 

Another layer which was introduced in the 
city block was that of the collective. Small 
alleys or courtyards (which we now might 
define as backyards) made sure people ran 
into each other and proposed new relations 
between the public domain and the individual 
dwellings. 

The Dutch weavers block remains one of the 
pioneers in creating the modern urban block. 
It is a tool in shaping the relationship between 
urban design and architecture, since its key 
principles touch upon these various scale 
levels.5 

5. DASH. (2019).

1.09
plan of a block of weavers housing in 

Leiden, the Netherlands

1.10
section of a block of weavers housing in 

Rotterdam, the Netherlands
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Workhomes and architecture

Next to most of the vernacular 
workhomes, which mainly arose through 
a building tradition and often without a 
clear architectural concept, there were also 
architects who designed workhomes. 
Sometimes these architects were not even 
aware of designing ‘workhomes’, as their 
home designs included a studio or workshop 
integrated in such a way that they were often 
disguised. There are, however, also examples 
in which the studio or workshop formed a 
more prominent function, also to be read from 
the architecture. 
An example such of a workhome could be the 
Horta House and Studio at 23/25 Rue Américaine 
in Brussels, designed by Victor Horta in 1901. 
His architectural studio stands side-by-side 
with his private house, establishing a kind of 
spatial separation between the home and the 
workplace. 
In the facade the distinction between the 
functions becomes clear and a certain 
hierarchy between the buildings appears. 
What takes attention is the extensive front 
door of the house, the protruding volume 
with its elegant balcony and its domestically 
proportioned windows. The studio on the 
contrary is characterized by its large window 
panes, suiting the needs of an office. 

In the sixties and seventies of the last 
century, there was a movement which later 
became known as the live/work movement; 
artists occupying empty industrial buildings, 
making up their studios and living spaces 
there. Eventually this idea was adopted 
by the policy-makers, who recognized the 
potential of these huge empty buildings and 
through regulations it became possible to 
legally live in such buildings. Unfortunately, 
the progressions lead to high-earning people 
buying parts of the buildings and turning 
them into luxurious lofts and apartments, 
resulting in an amalgamation of middle- and 
upper class earners pushing away the idea 
of combining living and working at low costs. 
Live/work units were thus created and sold, 

but there was hardly ever actually worked in 
this unit.
Nevertheless, the movement caused the 
emerging of new ideas with regards to an 
architecture of dual use. Especially open 
floor plans became interesting, as well as 
the combination of several artists in one 
building, who occupied their own studio and 
shared living spaces. From the outside, the 
workplaces were often disguised in the whole 
of the house, or the house was taken up in the 
expression of the ‘office’. 

The direct architectural language coming 
from the building’s functional purposes was 
not quite adopted by architects of the Modern 
Movement. What makes their buildings 
remarkable is a uniform expression; there 
is no clear differentiation between the two 
functions of dual use. Architects herewith 
made an architectural statement, as to create 
a coherent design for the whole building. 
This strengthens the thought, as discussed 
in the introduction of this paragraph, that 
workhomes have become invisible to us. But 
what remains sure is that the combination 
of working and dwelling can be seen as an 
ongoing tradition in both vernacular as well 
as professional contexts.4 

4. Holliss, F. (2015). 

1.11
Horta house and studio - Brussels
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Policies

Modern assumptions on the architecture 
of mixed use have not proven to be a 
reincarnation of the traditional concept of 
workhomes. Some of these examples contain 
placing apartments on top of a supermarket 
or creating mixed-use buildings in which the 
commercial plinth often remains empty. 
It is important and valuable to notice that 
policy and governance take up a great deal 
with regards to architectures of dual use. 
It are often these policies which slow down 
the progression of combining working and 
dwelling in the same building, especially in 
urban environments, whereby this building 
type is not very tempting to strive for. 
Municipalities generally believe that the 
work-function is counteracting the residential 
function because of noise and pollution for 
example. On top of this, municipalities and 
regional policy-makers do not recognize 
workhomes because people are often doing 
this in the shadow. Another argument why 
work and home are kept separated is due to 
land- use and ownership and the fact that 
most cities are still divided into functional 
zones.
An outsider in this field of contradicting 
policies and reality is Japan, where it has 
remained normal to work from home since 
feudal times. In so-called machiya and nagaya, 
shop-owners and craftsmen are making and 
selling their goods and services. According 
to the planning policy in Tokyo, it is allowed to 
use 49% of the floor area for working.4

The workhome and the city

During the nineteenth century and its well-
known industrialization, home-based work 
became less popular because people were 
working at home in vulnerable conditions. 
They were underpaid and had to work in the 
stench and filth of their machines. The houses 
were not suited for the upcoming jobs, by 
which it became a habit to set up factories. 
The consequence was that people had to 
leave their homes to go to work. 

After the French were defeated in 1815, Britain 
and especially London became a bank of the 
world, which introduced a new working class; 
the city-office workers. The city grew rapidly, 
mainly adding residential neighborhoods by 
building in the countryside. Public transport 
facilities made the transit between work and 
home possible and quite easy. 
In light of these innovations and changing 
mindsets with regards to home-based work, 
it received a bad reputation. It became 
associated with overcrowded homes, bad 
sanitation and poor living qualities. These 
assumptions were all meant to be solved by 
the factory, and working became an act of 
going out. The economic situation, being a 
family earning system, changed to become a 
system in which there was a male earner and 
where the woman took care of the household. 
On top of this, new ideas about urban design 
and its related architecture provided a 
solution for the poorest in society as social 
housing made a rise. Sober blocks with great 
repetition discouraged home-based work 
and it was often even prohibited by tenancy 
agreements. All this contributed to the 
banning of the workhome. 

1.12
diagram of the ‘garden city’ by Ebenezer 

Howard in the 20th century

4. Holliss, F. (2015). Along with the developments on building 
scale, there were revolutionary ideas about 
urban design and city-shaping. Many urban 
designers proposed models for designing a 
city combining living, working and leisure by 
means of functional zoning. This functional 
zoning was deliberately taking apart the 
historic fine-grained structure of the city, in 
which mixed-use prevailed, and had drastic 
effects on life within the city. 

Home-based work was one of the ingredients 
that used to create busy, lively and social 
cities. People met on the streets and visited 
each other in their shops etc. The era of 
urban design according to functional zoning 
distributed this social life all over the city; 
work took its place in the centre, whereas 
living was mainly found in the suburbs, 
designed according to a unitary architectural 
language.4 

Jane Jacobs, an American urban analyst, 
criticized the new ideas with regards to 
urban planning and functional zoning as 
defined by Ebenezer Howard among others.
(•fig. 1.12) She argued that the modern city 
rejected city life because the people were 
not allowed to live in (layered) communities. 
Functional zoning abandons communities and 
the potential of innovative economies. Jacobs 
discussed four main things:

1. The urban district must serve more than one 
primary function, ideally more than two. This 
will ensure that people go out on the streets with 
different schedules, creating a lively district with 
many common facilities;
2. Urban blocks, as architectural units, should 
be short, so that there are a lot of possibilities 
for ‘going around the corner’. This increases the 
permeability of the city and will be beneficial for 
city-life;
3. There should be a mingling of buildings in 
the urban district, preferably varying in age and 
condition. This mingling should ideally be close-
grained; 
4. There should be a dense concentration of 
people, regardless of their purpose within the 
district. But, from these people there should be 
a dense concentration of the people actually 
living there.4
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Home-based work touches upon these 
conditions. Combining living and working in 
the same district leads to a lively district, with 
an intricate mingling of functions and people. 
It can also be seen as a connective principle 
between urban and architectural scales of 
the city. This aspect of workhomes was often 
underrecognized. 
In a sense, Jacobs’ thoughts are shared by 
Jan Gehl, a Danish architect and urbanist. 
He explains a lively district by means of the 
concept of ‘soft edges’. By soft edges, Gehl 
means a facade were a lot of things happen. 
It is especially important that the ground 
floor is rich of functions, for example when 
the entrances to houses and other (public) 
buildings are combined. This will result in a 
lively ground floor and, as Gehl states, ‘when 
the ground floor is rich, the city is rich.’4 

A similar connection between the urban and 
architectural scales is presented by Birgit 
Hausleitner in an analysis concerning the 
mixed use city situation in Amsterdam. She 
concludes by stating that the configuration 
of blocks and the fringes within the city can 
be designed on city scale, whereafter the 
blocks represent and convey the scale of 
the neighborhood, after which the buildings 
present the precise infill and mix of functions.5 
It is a sequence which completely interlinks 
and according to Hausleitner:

“We should pay more attention to 
designing the structure of the city to afford 
mixed use with different needs. Blocks, 
streets and fabric should be designed to 
result in a more complex organization of 
space, since this facilities mixed use.”5

About the reintroduction of workhomes

The global workforce is changing and 
working from home has become more popular 
these days. The movement which stood for 
separating working and dwelling during 
the nineteenth century caused a ‘domestic 
shift’ which lead to neighborhoods full of 
mass housing and agreements prohibiting 
the combination of living and working. The 
separation of working and dwelling thus not 
only occurred architecturally, but also socially 
and governmentally. Municipalities often do 
not know how to handle such buildings with 
seemingly opposing functions, and tenancy 
agreements often forbid the introduction 
of a certain business into the residentially 
purposed home.4,5 
Different activities, or uses, have different 
spatial conditions. Retail, manufacturing, 
servicing or dwelling all have their own 
preferences and conditions when it comes 
down to their functioning. Retail should be 
accessible by a lot of people, in a pedestrian 
friendly situation. Manufacturing benefits 
from being easily accessible by trucks and 
a connection with outside. Dwelling on the 
other hand, prefers to find its place in a 
more quiet environment and surroundings. 
A mixed use (neighborhood or location) 
should thus provide all (or at least most of) 
these conditions in its proximity. All activities 
depend on the spatial condition of the place 
itself, but also on their position in the network 
of the urban street system. Mixed use thus 
implies multiple scales and is very variable.5

Architecturally, the workhome has changed 
on all scale levels, from the city to the 
individual building. Whereas the city of the 
past consisted of a mingling of workhomes 
and a fine-grained urban fabric, modern cities 
tend to put everything into ‘zones’. Working, 
recreating and dwelling all have been teared 
apart and placed in different zones within the 
city. Bringing back mixed-use, on all scale 
levels of the city, contributes to increasing the 
liveliness, safety and quality of life within the 
city and its neighborhoods.4 

4. Holliss, F. (2015). 
5. DASH. (2019).
5. DASH. (2019). 
Home Work City, p.66.

This chapter started with uncovering 
a part of Florentine history which revolved 
around the medieval situation of the city and 
more specific the role of the merchants and 
craftsmen in the constitution of the guilds. 
A story along the ups and downs of the city’s 
craftsmanship has informed us about the 
presence and relevance of the phenomenon 
in different time periods. It became clear that 
the flourishing of the city was ignited by the 
combination of producing high quality artisan 
products and the adventurous character of the 
merchants who eventually established a vast 
trading network. This network subsequently 
caused a growing population and economy 
which formed the basis to later periods of 
time such as the Renaissance. 

In terms of architecture, it became clear 
that the merchants and craftsmen occupied 
typical houses, accommodated with loggia 
either serving as a sales space or workshop. 
The families themselves resided on the floors 
above the ground floor. This sets the direction 
for the following chapter, which dives into 
the architectural characteristics of these 
buildings.

The combination of working and dwelling in 
the same building is not a typically Florentine  
principle. The second part of this chapter was 
precisely about this combination of working 
and dwelling in the same building, which 
Holliss calls the workhome. We have come 
across its general definition, examples from 
various countries and the relation between 
the single house and the whole of the city. 
From this it became clear that the juxtaposition 
of residential and commercial activities is 
one of the main ingredients in creating lively 
urban districts. Subsequently, the idea of 
integrating a mingling of functions into one 
building presents an architectural as well as 
urban challenge, but yields that less buildings 
need to be constructed and less travels and 
heating are needed. The city will become 
more lively, effective and environmentally 
sustainable.

Conclusion



CHAPTER II
typological development of the Florentine 
workhome

This chapter considers the workhome as a 
building type in the specific context of Florence. By 
means of a typological investigation, the origins of 
the type as well as its developments are made clear 
with the help of five case-studies. The relationship 
between urban and architectural scales, as well as 
transformations of the type are strongly related to 
the city’s social, economic and political climates 
within specific periods of time. The combination of 
working and dwelling remained evident up until the 
19th century. With the introduction of the apartment 
building, the workshop (botteghe) was excluded 
from the architecture.
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1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).
3. Templin, K. (2020). online lecture on 17-09

The typological investigation of the 
Florentine workhome starts with the type 
which became known as the merchant’s 
courtyard house. Up until the 13th century, 
the Florentine society constructed towers as 
their residences. This came from the contado, 
the agricultural lands around the city. The 
towers consisted of floors with one space and 
its height and size were determined by the 
family’s wealth. They were often placed side-
by-side along the streets, by which a group 
of towers would form a block which shared a 
courtyard. 3 (•fig. 2.02)
Together with the Roman Domus, it is in 
these tower buildings that the origins of the 
merchant’s courtyard house can be traced. 
This building type probably presents the first 
version of the Florentine workhome, called 
casa corte mercantile. 
During the 13th century, the system of 
merchants and craftsmen was in full effect, 
with the Mercato Vecchio as the city’s central 
trading place. The prosperous economy 
and demographic incline asked for urban 
expansion, by which the city mainly developed 
outside the walls completed in 1175. The 
expansions were along the arteries, or central 
roads leading from and to the city center and 
were called linear suburbs, or borghi lineari. 

Also the district of Oltrarno expanded vastly 
and the construction of three more bridges 
between 1218 and 1252 next to the already 
existing Ponte Vecchio underlines the growing 
importance of the district. The central Via 
Maggio, as the extension of the Ponte Santa 
Trinita directly cuts through the Oltrarno 
district, something special for urban planning 
around the time.1,2

The urban development of the merchant 
courtyard houses was mainly based on 
two morphological variants. The fabric was 
shaped by either linearly connecting houses 
on both sides of a road or grouping various 
houses in double depth, shaping blocks of 
about 6 to 8 houses. An example of such linear 
development (borghi lineari) can be found in 
Via de Bardi (Oltrarno) and examples of block 
shaping can be found between the Borgo degli 
Albizi and the Via dei Pandolfini (eastward from 
the city center).2 (•fig. 2.03) 
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Casa corte mercantile
from Medieval towers towards the merchant’s 

courtyard house

2.03
illustration: housing developments in the 
13th century

2.02
block of Florentine tower houses

2.01
investigated case studies (previous page)
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2. Maffei, G.L. (1990).Extending the Via del Parione in eastern 
direction, beyond the Via dei Tornabuoni, is the 
Via Porta Rossa, as the most southern east-
west axis of the Roman settlements of the 
city(•fig. 2.05). The buildings on the south side 
of the Via Porta Rossa were not harmed by the 
19th century redevelopment of the city center. 
It is here that Palazzo Davanzati is situated.
(•fig. 2.04)
This is an exemplary case of the merchant 
courtyard house, since it contains much 
elements which were set out to characterize 
the type. Three archways on the ground 
floor constituting a loggia connected to the 
street, a mezzanine, two equal floors with 
five windows, plus a top floor hierarchically 
reduced in height and a courtyard with an 
external staircase leading to the upper floors 
which thereby overhang towards the side 
alley.2

2.04
Palazzo Davanzati - view from the Via Porta 

Rossa
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Via Porta Rossa

Via delle Terme

Lungarno degli Acciaiuoli

Via de’ Tornabuoni

Piazza della
Parte Guelfa

Piazza dei Davanzati

Piazza Strozzi

Piazza di
Santa Trinita

Borgo Santi Apostoli

Palazzo Davanzati

1. Malfroy, S. (2018).

2. Maffei, G.L. (1990).
Merchant courtyard houses were mainly 

to be found within the city center of Florence, 
where everybody wanted to live as close as 
possible to the city center and especially 
around the Mercato Vecchio, Mercato Nuovo and 
Via Calimala. 

In the situation drawing displayed on the 
facing page, the urban implementation of 
the palazzo can be seen. Its front facade is 
located alongside the Via Porta Rossa. This 
street historically enclosed the Roman 
castrum on its south side. On the west side of 
the building, an alley can still be found which 
resembles a typical element of the urban 
network in medieval Florence. 
The urban fabric south of the Via Porta Rossa 
has remained without much alterations. North 
of this street, it has been subject to changes 
over various centuries. 
In the north-west corner of the drawing, the 
Palazzo Strozzi appears and in the north-east 
corner of the drawing, the Piazza della Repubblica 
is situated. This proves the relatively small 
scale of the city’s center and its layered 
morphology which arose and transformed 
over the centuries. 

Whereas the network of streets has not 
known any huge alterations, despite the 
widening of some of the streets in the 
center, the morphology of this part of the city 
changed to a certain extend. The construction 
of palazzi during the Renaissance introduced 
the design of urban space surrounding the 
building. In many cases, this lead to the 
creation of a piazza. The Piazza dei Davanzati 
in front of the palazzo was introduced later, 
probably as a gesture towards the building’s 
historic relevance. 

Casa corte mercantile included a loggia, 
courtyard and storage space on the ground 
floor and residential spaces on the upper 
floors.
The loggia, functioning as a sales space 
connected to the street, consisted of two or 
three arches, its cell-size was about 4,5 to 5 
meters and its height equaled 5 to 6 meters. 
Inside the building, beyond the loggia, there 
was a courtyard with an external staircase 
followed by a warehouse or storage space. 
The higher floors often cantilevered over the 
street or side alleys in order to enlarge the 
living spaces with respect to the building’s 
footprint and contained two or three windows 
per residential floor.1,2 On the following 
pages, the floorplans of Palazzo Davanzati 
show the specific implementation of these 
characteristics.(•fig. 2.06 - 2.07)

The structure of sequencing spaces on the 
ground floor; loggia – courtyard – storage 
space, was continued on the upper floors, 
constituting a principle of cellularity. 
The highest floor was often lower, due to 
construction principles as well as functional 
use. On this floor mostly the sleeping spaces 
were destined.1(•fig. 2.12) 
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2.05
illustration: situation drawing
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2.06 - 2.07
illustrations: ground- and first floor
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The Palazzo Davanzati was originally 
constructed for the Davizzi family, around the 
year 1350. In 1576 the Palazzo dei Davizzi was 
sold to Bernardo Davanzati. In 1838 the last 
member of the Davanzati family died and in 
1906 the palace was bought by antiquarian 
Elia Volpi. She restored the palace and 
furnished the rooms again. When the palace 
was bought by the state in 1950, it became 
the museum of the Ancient Florentine House. 
The building reflects the Florentine society 
of the 14th century and its ideas with regards 
to spatial quality and arrangement, interior 
decorations, material use and facade design.4 

Each floor consisted of living spaces, in 
a configuration adhering to the cellular 
structure of the building. These spaces had 
a shared value around the courtyard which, 
together with its landings, functioned as a 
means of communication. These landings 
thereby connected all living spaces, meaning 
that the courtyard also possessed an 
organizational role. The front room of the 
house, facing the street, was often the most 
prominent room of the house. Especially in 
Palazzo Davanzati, where five windows flood 
the space with daylight. This cannot be said 
of the other spaces on the floors, which were 
oriented towards the alleys and merely had a 
couple of small windows.(•fig. 2.07)
The collection of spaces around the courtyard 
also becomes clear in the section (•fig. 2.09) 
which thereby marks the open character of 
the ground floor (with work-function) and the 
closed residential spaces on the upper floors.

4. Bucci, M. (1973).

2.08
Palazzo Davanzati - courtyard behind the 

loggia
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2.09
illustration: section

2.10
Palazzo Davanzati - accessibility from the 
courtyard
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2.11
Palazzo Davanzati - facade
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2.12
illustration: facade Via Porta Rossa
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In the facade, pietraforte stone prevails 
as the main material. It is characterized as 
a strong stone, often used for construction. 
The material is used all over Florence and is 
extracted from the Apennine mountain range 
between Florence and Arezzo. The pietraforte 
stone is also known for creating the ‘golden 
glow of Florence’ during twilight. The use of 
local materials grounds the buildings in a city 
to their location.5  

The measurements of the stones become 
smaller as one gazes towards the upper 
floors. This resembles an ancient building 
tradition and masonry experience; a form of 
structural lightening as the blocks of stone 
got smaller once they had to be taken up the 
scaffold. The refined balance in material use 
also presents a certain human scale and tells 
a story of the building’s construction.4 

The structural capacity of the material and 
the tectonic way in which the facade is 
constructed, largely determine the aesthetic 
expression of the building.5

The cantilevering principle of merchant 
courtyard houses often had a material 
consequence; the ground floors were realized 
in heavy stone structures whereas the higher 
floors were lighter, sometimes made in wood. 
The dividing walls between the houses were 
thick and load-bearing in order for the facade 
to be cantilevered.1,2 

In today’s Florence, most cantilevers have 
been removed by which the merchant court 
houses characterize themselves by a plinth in 
heavy stone and plastered upper floors, since 
the facade had to be restored after removing 
the cantilevers. 

This is however not the case with Palazzo 
Davanzati, which has kept most of its 
appearance and characterizing elements 
since it was constructed and therefore 
represents a typical Florentine merchant 
house as arose in the 13th and 14th century. 

2.13
illustration: facade fragment and section

1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).
4. Bucci, M. (1973).
5. Saglar Onay, N. (2012).
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1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).
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The terraced house, or casa a schiera, 
must be seen as a leading building type in 
the vast city expansion of the 13th and 14th 
century. Together with the casa corte mercantile, 
this building type largely determined the 
urban fabric of medieval Florence. They 
were erected on the (mostly) agricultural 
land just outside the city walls and were 
focused on housing a less affluent social 
class, namely the craftsmen. These buildings 
took elements from the merchant courtyard 
house, but effectively were much smaller. 
They were often part of planned development, 
directed by public bodies of the guilds, hence 
the similarities in both plan and facade 
and the regularly structured parcellation of 
the districts. The construction of terraced 
housing started along the city’s main roads 
and somewhat automatically arose the 
‘blocks’ in the way they shape the urban fabric 
up until today.1,2

One of the most extensively planned 
expansions of Florence in the 13th and 14th 
century was the district between the Via Verdi, 
Via dei Pilastri, Via de Macci and Via San Giuseppe. 
(•fig. 2.14) 
The urban fabric is rotated with respect to 
the city center by which the Via Verdi acts as 
an overturning axis. The plots in this district 
were quite small in depth, approximately 
around 12-15 meters. Their orientation was 
based on the hierarchy between the different 
streets. All front facades would line up next to 
these streets, whereas a lot of differentiation 
was present at the back of the plots.2

From the 13th century on, the houses in 
Florence most likely housed one family per 
floor, and they often consisted of two to three 
residential floors on top of the commercial 
ground floor. The division of families mostly 
came down to several households from the 
same family, for example grandparents, 
parents and children. When comparing the 
city map of Rome at the beginning of the 17th 

century with that of Florence in the early 14th 

century, it becomes clear that the Roman 
housing stock was roughly three times larger 
in area than the Florentine one, despite the 
fact that both cities contained around 100.000 
inhabitants.1

This form of urban development in the 13th and 
first half of the 14th century, with the terraced 
house as its main architectural unit, is seen as 
one of the major steps in the expansion of the 
urban fabric at that time. Between 1284 and 
1333, the new neighborhoods were included 
in the city by constructing a new set of city 
walls. These walls should have contained all 
the future growth of the city and slowly the 
urban tissue was woven together.

Casa a schiera
urban planning and the Florentine terraced 

house

2.14
illustration: planned housing development of 
the 14th century
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The situation drawing presents a typical 
terraced house, a casa a schiera, within its urban 
context. It must be mentioned that the urban 
fabric of Florence, and therewith its buildings, 
has undergone several transformations. 
The way in which the following case study 
is presented does not completely resemble 
the actual situation. It has been put together 
based on several sources and a couple of 
well-informed assumptions. Nevertheless, it 
does serve to provide information regarding 
the urban development and architectural 
characteristics of Florentine terraced 
housing.
What becomes apparent from the situation 
drawing is the way in which the urban 
structure is formed. One can see a mixture in 
the grain of the parcels, which obviously has 
its consequence on the building grain and 
typology. When looking at the intersection 
between the Via Guelfa, Via de’Ginori and Via San 
Gallo, the corners are formed in two different 
ways; either the parcellation (of about 5 x 
15 m) is turned around the corner, whereby 
the direction of the buildings explains the 
historical relevance of the streets to which 
they are connected, or the corner is formed by 
a building of a bigger grain. In the latter, often 
several houses have been grouped together.
The grouping together of both buildings 
and parcels is a clear example of urban 
development in the city center which 
organically arose over a couple of centuries. 

Furthermore, when looking at the situation 
drawing, it becomes clear that the building 
fronts have been aligned, whereas there 
is a sense of differentiation ‘inside’ the 
building block. This is also something which 
organically arose, as houses were extended 
or additions were realized behind or on top of 
the original volume. The voids in such blocks 
thus represented resulting space, sometimes 
used as courtyard but mostly there for the 
penetration of light and air into the buildings.

The casa a schiera form the protagonists in 
medieval city development in Europe. The 
following case study has been evaluated 
in two different stages, showing the 
transformations of the house. The similarity 
between single- and multiple family houses 
remained present in Florence at least until 
the second half of the 18th century. It was 
then when several transformations of the 
terraced house led to the emerging of a new 
type of dwelling, the casa-in-linea, predecessor 
of the apartment building. One of the most 
innovative developments was the (re)
positioning and functioning of the staircase, 
placing it in the house as a separate zone, 
leading to privacy for the families in reaching 
their home.1,2(•fig. 2.17) 

1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).

Casa con botteghe
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illustration: situation drawing
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A typical casa a schiera measured between 
4,5 to 5 meters in width and had a loggia, or 
botteghe, opened by an arch. Next to the arch, 
the house had a door on the ground floor, 
leading to the staircase either positioned 
orthogonal or parallel to the street. Just as with 
the merchant courtyard house, this terraced 
house was based on the cellular system of 
organization. The staircase herewith acts as 
a division between the two main cells of the 
house. Behind the staircase, the space was 
often used as a second workshop or storage 
space.1,2 

On the domestic floors, the room in the 
front of the house was called sala, and often 
contained a fireplace. The room behind the 
staircase was called camera. The upper floors 
of the house were identical in layout and most 
of the time housed one family per floor. The 
sala had a semi-private character since the 
people living on the upper floors had to cross 
it for reaching the stairs. The camera on the 
contrary was a private space, resulting in a 
certain public-private relationship between 
the various spaces on the floors.
The camera was often enclosed between 
the staircase and another space, completely 
at the back of the house, called salotto. This 
originally emerged as a loggia, a transition 
between the courtyard at the back and the 
actual interior of the house. It thereby acted 
as a kind of climatic buffer zone, which 
might be a remnant from the merchant 
courtyard houses and the landing around the 
(open) courtyard. Later, the salotto took over 
residential functions, such as the position of 
the toilet and kitchen. Developments on the 
terraced house mainly happened in the depth 
of the plot, sometimes slowly covering up 
the entire courtyard, leading to dimly lit and 
poorly ventilated rooms.1

2.16
illustrations: facade, floorplans and section

1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).
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2.17
illustrations: facade, floorplans and section

These drawings represent the transformations 
done to the house on the previous page. As 
already mentioned, especially the positioning 
and functioning of the staircase presents 
a significant development with regards 
to the privacy of the residential spaces. 
Furthermore, the addition of volume probably 
refers to expansion of the household.
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The facade of the building communicates 
the different functions and uses of the house. 
Just as we have encountered in chapter one, 
a typical workhome can be recognized from 
the facade and the fact that it expresses both 
functions. The ground floor consists of the 
front door leading directly to the staircase, 
and a large opening for the workshop. Above 
the front door hangs a sign of the guild to 
which the craftsman belonged. The large 
opening of the workshop mostly served to let 
in enough daylight. 
The counters of this opening served as a 
workbench or as a place of selling. At first 
instance, cantilevering floors provided 
protection from rain falling into the shop 
entries. Later, the roofs were given overhangs 
to partly compensate for the loss of the 
cantilevers. The houses were also supplied 
with benches against the facade, as an 
extension of the selling counter.

Most of the time, the ground floor was 
topped by two to three residential floors 
which possessed two windows per floor. This 
composition of the front facade is something 
for which the terraced house got known 
throughout Italy and Europe.1,2 A marcapiani 
dividing the ground- and upper floors 
communicated the functional distribution 
of the house even more. Next to this the 
marcapiani were also often used as a means 
of decoration.

In terms of materiality, the house (as 
encountered in the Florence of today) mostly 
appears in two; plaster and pietra serena. The 
body of the house is often plastered, whereas 
the windows have been highlighted by a 
band of pietra serena. This well-known stone is 
characterized as a calm stone of a grey color. 
In Florence it is mostly used for decorative 
elements in the facade.5

Another way in which these materials are 
often combined is when the plinth is executed 
in pietra serena and the upper floors are 
plastered, which marks the differentiation 
between ground- and upper floors even more.

2.18
illustration: facade fragment and section

1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).
5. Saglar Onay, N. (2012).
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1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).

Within the development of Florence, a 
distinction must be made between periods 
of expansion and periods of development or 
transformation. Long before the architectural 
breakthroughs of the Renaissance, which 
meant a huge period of development, the city 
had grown and accumulated its scale through 
the flourishing of its guilds. The size of the 
urban fabric and the grain of its buildings 
were largely determined from the 11th up until 
the 14th century. 

The second half of the 14th century was not as 
prosperous as its preceding time period. The 
black plague nearly halved the population 
of roughly 100.000 inhabitants, an amount 
that would not be exceeded until the 19th 
century. Due to the demographic decline, a 
lot of houses were left empty and so land and 
buildings could be reshaped. 
It is partly for this reason that new 
architectural highlights and vast palaces for 
the richest of families could arise during the 
Renaissance. The urban tissue of the city did 
not expand much after the first decades of 
the 15th century, however it did change in its 
appearance. For approximately five centuries, 
buildings were developed either individually 
or further improvements on already existing 
buildings were introduced and completed. 
The city therewith grew more dense instead 
of bigger.1

On the city map of Florence between 1400 
and 1584 (•fig. 2.19), it becomes clear that 
the percentage of Renaissance individual 
works (for this research only restricted to 
palazzi from this period of time) is much 
smaller compared to the urban fabric which 
organically arose in the centuries before. 
However, the percentage of buildings might 
be low, their influence is of high value. 
The Florence which grew up until the 14th 
century mainly knew urban developments 
in the forms of series and constant patterns 
whereby a clear hierarchy was lacking. The 
Renaissance ideas and inventions broke with 
the seriality and repetitiveness of the city, 
introducing buildings which polarized the 

urban organism. These new architectures 
opposed the traditionally developed city 
with its towers and merchant houses in the 
city center (up until the 12th  century) and the 
houses for the craftsmen around it. (13th and 
14th century expansions).1,2

The Renaissance buildings formed new focus 
points and introduced new functions, herewith 
occupying an important role in the city and 
its urban structure. But these buildings have 
only found their place after the demolition 
of previous fabric, which was not needed 
anymore due to the demographic decline. The 
large (somehow anonymous) urban fabric was 
established before the individual landmarks 
and tells a story of its own.1 
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Palazzi Rinascimento
architecture enhancing the urban scale

2.19
illustration: Renaissance palazzi of the nobles
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1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).
3. Templin, K. (2020). online lecture on 17-09
6. Lindow, J.R. (2007).
7. Pawson, J. (2015). 
Scale at the Palazzo Strozzi in Florence. 
Retrieved from: http://www.johnpawson.
com/journal/scale-at-the-palazzo-strozzi-
in-florence

During the Renaissance, the actual wealth 
of the city was concentrated in the hands of 
a few people. The signoria, the government 
of Florence, was often stimulated ‘behind 
the scenes’ by leaders of the rich families, 
among which Cosimo ‘the Elder’ and Lorenzo 
‘the Magnificent’ de’Medici must be named. 
These contributed to the flourishing of art 
and architecture during the Renaissance and 
invested their money in the public realm.2

It was very common for artists during the 15th 

century to life and work within the palazzo of 
one of the noble families. Moreover, the works 
of many artists of the city were exhibited in 
the palazzo. This both showed the wealth of 
the family and skills of the artist. 
The noble families themselves were often 
active in the economy of the city in the role 
of bankers and it was common to do business 
in the palazzo, describing its relation to the 
concept of the workhome. 

Because of their scale and presence within 
the public domain, palazzi in a way became 
public buildings, bringing people together. 
Several urban gestures still mark this public 
character up until today. The benches against 
the facades are probably the most evident 
example of this. (•fig. 2.20)
These benches are a common feature in 
Florence, providing seating area for guests 
waiting to enter the building, or just to rest 
and discuss. It were unique locations for 
meeting in the city, since the building both 
had a social as well as political importance.6

In her lecture on Florentine palazzi, Karin 
Templin describes the palazzi as  the backdrop 
of civic life.3

A couple of architectural works from the 
Renaissance are Brunelleschi’s dome, the 
palazzi Medici, Strozzi & Rucellai, expanded 
or renovated churches (among others by 
Brunelleschi), the Uffizi gallery, the expansion 
of Palazzo Pitti and the ospedali Santa Maria 
Nuova and degli Innocenti.1

The palazzi are scattered across the city, but 
at the same time tying the fabric together. 
This might be explained through the fact that 
they have found a proper place and therewith 
establish clear relationships with each other.6 
Amongst other characteristics, they do 
this by means of their shared architectural 
language and typological characteristics.3

On the following pages, both Palazzo Medici 
and Palazzo Strozzi have been elaborated as 
a case study. Both emerged on the grounds 
of former historic fabric and have taken up 
their position within the city. Compared to the 
building types before, these palazzi introduce 
the urban scale to the architectural project. 

2.20
Palazzo Strozzi: 

scale and urban gestures on street level
“Only with a human figure in shot does the 

massive monumentality of the composition 
become apparent.”7

- John Pawson
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4. Bucci, M. (1973).
6. Lindow, J.R. (2007).

Cosimo ‘the elder’ assigned the task of 
creating a family palazzo to Michelozzo. He 
designed the building as a well proportioned 
cube and in a certain sense, the building 
resembles something of a castle or fortress 
but in a completely new interpretation. The 
facade design (•fig. 2.26) was characterized 
by a tripartite division established through 
marcapiani, a clear rhythm of facade openings 
along the Via Camillo Cavour and Via de’Gori and 
a vast cornice, cantilevering over the street. 
Construction began in 1444.4

From the situation drawing displayed on the 
left, the urban scale and positioning of the 
palazzo within its context can be seen. What 
becomes evident is the fact that the palazzo 
has been turned ‘into the street’. This happens 
at the corner of the Via Camillo Cavour and Via 
de’Gori, where two arches were opened and 
the room served as a loggia. This loggia was 
intended as a way of giving something back 
to the city as an extension of the streets but 
has eventually been closed by Michelangelo 
using the famous ‘kneeling windows’.4

This rotation of the volume yields a certain 
‘urban presence’, whereby the palazzo takes 
up its position in the city. Together with the 
(enclosed) garden behind the building, the 
whole forms the end to the urban block of 
buildings enclosed by the Via Camillo Cavour, 
Via de’Gori and Via de’Ginori. The building itself 
thus communicated the presence and position 
of the Medici-family in the Florentine society. 

One enters the building via a vestibule along 
the Via Camillo Cavour, directly leading to a 
courtyard surrounded by arcades. These are 
to a certain degree asymmetrical, as to create 
a greater sense of depth. This is achieved 
through the fact that the arcade behind the 
courtyard, as one enters the building, has a 
double depth compared to the other sides. 
This double arcade also connected the garden 
of the palace to the interior. 

The fact that the palace had a garden was a 
unique feature, both to the type as well as in 
the city of Florence. It said something about 
the wealth of the family and provided a private 
green area in a relatively dense city.4 

The courtyard served a couple of purposes. 
First and foremost, it plays an organizational 
role and all internal functions of the building 
are to be reached from this courtyard. 
Secondly, the courtyard formed a prestigious 
space often combining art and architecture. 
Sculptures and decorations formed an 
integral part of the architecture. The same 
goes for the artists, who lived and worked in 
the family’s residence. Herewith, the palazzi 
functioned as a kind of stage for the arts and 
crafts of the city.4 

Whereas the facade of the palazzo 
communicates a kind of closure and stately 
appearance, finished in rough materials, the 
courtyard has a rather balanced atmosphere 
and is often executed in sober materials. The 
space served to leave a certain impression 
on its observer. There is thus a strong 
relationship between the outside and inside 
of the building. The beauty of the outside 
does not stop at the facade; it is continued 
throughout the building and its courtyard.6 
(•fig. 2.24-2.25)

The ground floor of the palazzo (•fig. 2.23) 
was generally filled with rooms for meetings 
or working. The residences of the families 
were situated on the upper floors; just as we 
have seen with the former types of dwelling. 
A central staircase, directly reachable form 
the courtyard, takes people up to the arcade 
around the courtyard on the first floor. This 
arcade is present on every floor of the building, 
enhancing the courtyard’s organizational role. 
Next to the central staircase, two enclosed 
ones were mainly used by the families 
themselves or by servants.

Palazzo Medici

0 10 25 50

1:1000

2.21
illustration: situation drawing
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4. Bucci, M. (1973).

2.23
illustration: ground floor plan

2.22
view of Palazzo Medici-Riccardi 

by Giuseppe Zocchi in the 18th century

The Riccardi-family expanded the original 
palace in the 17th and 18th century.(•fig. 2.22) 
The palace was enlarged and also subjected 
to some internal alterations. From 1720 on, 
the palace was renamed to Medici-Riccardi. 
The renovations had distorted the cube of 
Michelozzo to a great extent. The cube’s 
proportion, ratio, rhythm and measurements 
were extruded, whereby the palazzo now 
appears as an elongated volume. It remains 
however remarkable that the facade design 
of the 15th century was continued in the 18th 
century, albeit in a completely new era of 
architectural style. 
In 1814, the Grand Ducal government bought 
the palace. It became a seat for a public order 
of the government.4

It must be mentioned that for this research, 
the original design by Michelozzo was taken 
as a lead.
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2.24
Palazzo Medici - cortile

2.25
illustration: section
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2.26
illustration: facade Via Camillo Cavour

2.27
facade Palazzo Medici - rustication and cornice
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The facade fragment and its accompanying 
section show the building’s materialization 
and the scale of some of its parts. What 
immediately becomes clear from the section 
is the vast overhang of the cornice. These 
cornices were intended to finish the building 
in a proper and decorative way. 

In the facade design the reincarnation of 
ancient Roman principles can be seen. The 
presence of the (semi-circular) arches, the 
rough appearance of the material, the tripartite 
division constituting the idea of a plinth, body 
and crown and even the details in the cornice 
all revert to ancient principles. These have 
been combined with principles from the 15th 
century. The facade on the Via Camillo Cavour 
(•fig. 2.26) contains three large openings on 
the ground floor and ten ‘mullioned windows’ 
per upper floor. These facade openings have 
been formed through several layers which 
are all receding from the mass and based 
on a strong rhythm and proportional system. 
Especially since the Renaissance, most 
Florentine buildings were based on the braccio 
Fiorentino; the standard size measuring 0,5836 
m.8

The main material that was used in the facade 
is again pietraforte, just as we have seen with 
Palazzo Davanzati. What marks the Palazzo 
Medici is the fact that it resembles the first 
Florentine building in which the rustication 
slowly gets smoother from floor to floor 
and which was finished by a vast cornice, 
cantilevering over the streets.4

Applying elements of smaller size in the 
higher floors of the building was no new 
phenomenon, as it was already encountered 
with Palazzo Davanzati. But the idea of using 
one material and treating its surface in 
different ways to establish a certain aesthetic 
value can be considered as belonging to 
the Renaissance palazzi. The refinement of 
the facade’s masonry became a sign of the 
palace’s magnificence and prosperity of its 
owners. In the Renaissance material became 
an instrument of creating an architectural 
language and identity.5

2.28
illustration: facade fragment and section

4. Bucci, M. (1973).
5. Saglar Onay, N. (2012).
8. Braccio. (n.d.). Retrieved from: https://www.sizes.com/units/braccio.htm
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4. Bucci, M. (1973). The Strozzi-family wanted to establish 
their own palazzo, not following examples of 
the Medici or Pitti. The construction of the 
palazzo was to be an act of counterbalancing 
the grandeur of the Palazzo Medici. 
The Strozzi assigned Giuliano da Sangallo 
with the task of designing the building. Before 
construction started, da Sangallo proposed 
his design by means of a wooden scale model. 
(•fig. 2.35)
Construction started in 1489 and in 1538 the 
building was finished and has remained the 
city’s largest family palazzo. On the ground 
floor, it differentiates from other palazzi by 
means of three openings, one on either side 
aligning a street, instead of several openings 
on one side which normally gives the palazzo 
a certain front. Furthermore, its volume was 
more rectangular opposed to Michelozzo’s 
cube for Palazzo Medici.4 

What becomes clear in the situation drawing 
is the presence of a piazza on the east side of 
the building and that it is further surrounded 
by (relatively wide) streets. Just as with the 
Palazzo Medici, the Strozzi forms the end of 
the urban block stretching between the Via 
degli Strozzi and the Via Porta Rossa. In a north-
south direction, the floorplan of the building 
is entirely symmetrical and consists of a 
central courtyard surrounded by an arcade 
which then in turn is surrounded by a belt of 
closed rooms. One enters the palazzo via one 
of the three facade openings on the ground 
floor. (•fig. 2.31) The vestibule provides a 
direct relationship between the street and 
the courtyard. All internal functions of the 
palazzo, including vertical circulation, were 
again reached from the courtyard which 
thereby also acted as exposition space. (and 
still does, (•fig. 2.32))

Again, just as with the Palazzo Medici, the 
arcade around the courtyard is adopted on the 
higher floors, the same goes for the rooms 
which become directed towards the outsides 
of the building. The courtyard and arcade 
therewith functioned as an organizational as 
well as communicational means, coming from 
the merchant courtyard houses. 

What exemplifies the facade designs are the 
three identical sides, equally positioned and 
proportioned symmetrical windows, a sense 
of proportion to almost become monotonous, 
the balance between solid and void, the 
protrusion of rustication and cornice and the 
central line of symmetry. Through this certain 
rationality, the harmony of the volume speaks 
to its observer.4 (•fig. 2.34)

Palazzo Strozzi
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2.29
illustration: situation drawing
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2.31
Palazzo Strozzi: entrance

2.30
illustration: ground floor plan
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2.32
Palazzo Strozzi: cortile

2.33
illustration: section
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For the design of Palazzo Strozzi, Giuliano da 
Sangallo made a wooden model which is still 
preserved up until today. (•fig. 2.35)
At some points, the wooden model of da 
Sangallo and the actual building coincide; 
for example the principle of a tripartite façade, 
the mullioned windows and the gradient in 
rustication (becoming smoother towards 
the top). The main difference between the 
model and the realized building is the cornice; 
compared to the model it became much 
bigger, especially through the fact that below 
the actual cantilever, a kind of ‘pedestal’ was 
realized which carefully carried the cornice. 
This cornice was designed by Simone 
del Pollaiolo, also known as Cronaca. He 
succeeded da Sangallo in the completion of 
the palace. Moreover, the overall proportions 
of the building changed compared to the 
model. The model merely served as a 
proposal or a kind of direction for the actual 
construction. Decisions and alterations 
during the process have given the building its 
final presence.4

4. Bucci, M. (1973).

2.35
Palazzo Strozzi: wooden model by 
Giuliano da Sangallo

2.34
illustration: facade Piazza Strozzi
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For the materialization of Palazzo Strozzi, 
largely the same concepts as with the Palazzo 
Medici prevail. The main material is again 
pietraforte, of which the rustication becomes 
smoother as one gazes towards the top of the 
building. What characterizes the rustication 
of the Palazzo Strozzi is the extreme way in 
which it is shaped; the joints are greatly 
recessed and the stone protrudes from this 
joints as if it were a giant stitched cushion.
As with the Palazzo Medici, we encounter a 
horizontal tripartite facade composition, a 
strong vertical rhythm of (semi-circular)
facade openings with mullioned windows 
which in this case is also symmetrical over 
the whole facade. Next to this, the facade 
openings are receding from the mass, 
whereas the marcapiani and cornice are in 
turn protruding. As discussed before, the 
cantilevering part of the cornice seems to 
rest on a pedestal, subtly emphasized by a 
protruding band. The total cantilever of the 
cornice measures more than 2 m.

When looking at the facade fragment and 
the section simultaneously, we recognize a 
discrepancy; whereas the building expresses 
to only possess three floors, it actually 
possesses four full-scale floors and a kind of 
attic or storage space under the sloped roof. 
The horizontal tripartite division, as marked 
by the use of marcapiani, prevailed in falling 
back on the ancient principle of a facade with 
a plinth, body and crown.

As we have seen through both Palazzo Medici 
and Palazzo Strozzi, palazzi facades tend to have 
a closed character on the ground floor. This 
seems to counteract the idea of a tradional 
workhome which expressed both working 
and dwelling functions to the outside. In the 
case of palazzi, these functions are reached 
from the courtyard, within the domain of the 
building. The courtyard herewith takes over 
part of the function of the street, although it 
was only accessible to those invited.

2.36
illustration: facade fragment and section
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1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).

Between the Renaissance and the 
Leopoldine regime during the 18th and 
beginning of the 19th century, the city did 
not change much. But then, around the 
middle of the 19th century, Florence counted 
approximately 100.000 inhabitants again, just 
like in the middle of the 14th century.1 
This demographic incline was caused by a 
growing economy and the fact that the city 
acted as the country’s capital, which attracted 
a lot of people coming to work in the city. 
Subsequently, there was a need for housing  
this new social class; the bourgeoisie. 

From the districts that were added to the 
city in order to deal with the demographic 
increases, it must be said that they formed 
a natural extension of the city’s organism, 
taking the development of Florence into 
account. This can be seen in the size of both 
the district and its buildings and the way the 
districts connect with the existing fabric.2 
However, there are also a couple of (spatial) 
aspects which were newly introduced in 
these districts. For example the presence of a 
large urban square, the use of a new building 
typology and the implementation of more 
green.
The Barbano and Mattonaia districts present 
two examples of urban development to fill up 
the empty space between the existing fabric 
and the city wall.(•fig. 2.37) 
The Barbano district lies between the Via 
Guelfa to the south, the Via S. Zanobi to the 
east, the Via della Ruote to the north and the 
city walls/ring roads to the west. It contains 
a large square called the Piazza Indipendenza, 
which is connected to the Piazza San Marco via 
the Via Ventisette Aprile.

The Mattonaia district, between the Borgo Pinti 
to the west, the Via dei Pilastri and Borgo la Croce 
to the south and the city walls to the north-
east, was the last built district within the city 
walls. It deals with and reacts to the existing 
urban fabric in a similar manner as the 
Barbano district; a large square in the middle, 
connected to the most important axis running 
through the city and with rows of buildings 
along the entire perimeter.2

In the second half of the 19th century, Florence 
overgrew its fortifications and it was the task 
of architect Giuseppe Poggi to design an 
extension plan for the city. The city walls were 
replaced by Viali (ring roads). This already 
happened with the former two sets of city 
walls, which were also turned into ring roads 
after they were demolished. Furthermore, the 
structure of the plans introduced by Poggi 
followed the same logic as earlier urban 
developments. The neighborhoods outside the 
Viali adopted the same dimensions in building 
blocks, road networks and public squares. Of 
these 19th century urban developments can 
thus be said that they were established with 
a sense of continuity.1

0
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Condominio borghese
 exclusion of the botteghe

2.37
illustration: planned 19th century districts
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1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).

Already during the 17th, but mostly the late 
18th and 19th century, it became a tendency 
to connect two adjacent terraced houses, 
leading to a casa-in-linea. In such buildings, 
only one staircase was needed to access two 
apartments. The other staircase could thus 
be removed, providing extra living space. 
The separating wall was often punched 
with openings and one of the two courtyards 
could be turned into living spaces, since 
ventilation and lighting could come from 
the other existing courtyard. With these 
transformations, the conception of a house 
was differentiated from that of a building. 
Previously, the building was associated with 
one house. The internal apartment became a 
sub-entity within the whole of the building.1,2

The apartment building therefore also marks 
the exclusion of typical Florentine botteghe 
from the built development. From the city 
expansion of the 19th century on, working 
largely happened outside the house, in office 
buildings centralized in the city center or the 
suburbs.

The transformation of the casa a schiera, 
presented by the casa-in-linea later led to 
the creation of the 19th century bourgeois 
apartment building, with one apartment 
towards the street and another apartment 
towards a courtyard or garden. The staircase 
was positioned in such a way that two 
apartments could be reached on one floor.1 

The situation drawing on the facing page 
immediately appears contradicting to the 
examined cases before. Several of the 19th 

century urban principles can be recognized 
in the drawing. There is for example a large 
square serving as the heart of the district. The 
building blocks are of similar depth and the 
‘shared courtyard’ inside the building blocks 
is relatively big. The presence of trees within 
the city center also belongs to 19th century 
ideals with regards to city-planning.

The examined case study finds itself along 
the Piazza Massimo d’Azeglio. It is an exemplary 
apartment building, consisting of four 
apartments per floor all reachable from a 
centrally positioned staircase. The building 
makes use of a double structural body, 
whereby one side faces the street and the 
other the garden.2

The floorplan (•fig. 2.39) is characterized 
by symmetry in both directions and by an 
effective organization. The collective space 
on the floors is reduced to a minimum 
and each apartment has a size which is 
considerably the same.
The facade (•fig. 2.40) has a properly 
designed rhythm, with closings and openings 
alternating proportionally. The building is 
visually ended on either side by positioning 
the outer most two facade openings closer to 
each other. 

Piazza Massimo d’Azeglio 18
the bourgeois apartment building
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2.38
illustration: situation drawing
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2.39
illustration: typical apartment floor

2.40
illustration: facade Piazza Massimo d’Azeglio



100 101

0 50

1:100

The apartment building which came from 
the merger of two terraced houses possessed 
the elements of these terraced houses, 
whereas the designed apartment building 
often has an uneven amount of windows due to 
the line of symmetry. This is an aspect coming 
from the design of Renaissance palazzi. 
The architects of such urban apartment 
buildings were creating housing for the rising 
social middle-class, but with the attitude of 
designing a 15th century palazzo. 
We can recognize some principles of the 
Florentine building tradition that were taken 
on in the facade design. There are three 
elements of the preceding building types 
that have influenced later designs: the line of 
symmetry, the rhythmic wall (regular spacing 
of the windows) and the hierarchy of the floors 
on top of each other.1

For the division between these floors, again 
marcapiani were used and the building seems 
to reflect the idea of a plinth, body and crown, 
be it in a much more freely manner. Every floor 
was marked by its window openings, providing 
the apartments with daylight.

For the materialization, both plaster and 
pietra serena have been used. The plinth 
is cladded with pietra serena, just as the 
decorative elements of the facade such as 
the cornerstones or the window frames. Pietra 
serena is used all throughout Florence as a 
decorative facade material.5 The remaining 
body of the facade has been plastered in a 
white color. 

Lastly, in the facade of the typical 19th century 
apartment building (•fig. 2.40), it becomes 
clear that there is no combination of working 
and dwelling functions anymore, these 
buildings are totally dedicated to providing 
residential spaces.

2.41
illustration: facade fragment and section

1. Malfroy, S. (2018).
5. Saglar Onay, N. (2012).
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1. Malfroy, S. (2018).
2. Maffei, G.L. (1990).

In general terms, it needs to be understood 
that a city does not grow continually. Its 
development is rather characterized by 
periods of boom and periods of standstill. 
During these periods of standstill, mostly 
minor or individual changes to the generic 
urban fabric are realized.
The city’s structure is therefore a result of 
progressive design and transformations. 
The developmental stages of the city cannot 
be seen as existing separately. Instead, 
there is an integration of new periods within 
the already existing ones. The later always 
resembles a mutation of the former, whereby 
the old structure is always integrated in a 
new overall context.1 The city structure and 
its built fabric therefore reflect the traces of 
history and capture a certain architectural 
continuity.

Summarizing, it can be said that the central 
part of the city, within the walls of the 12th 

century, largely contains merchant courtyard 
houses. This underlines the equality of the 
Florentine society and its political system 
of a free government around that time.2 The 
following phase of urban development was 
that of the borghi lineari, or linear suburbs 
along the arteries leading from and to the city 
center. The subsequent districts weaved the 
four quartieri to the city center, mainly through 
the terraced house building type.1 

The Renaissance brought to Florence its now 
well-known palazzi, the reconstruction or 
rearrangement of the main basilica’s and a 
series of newly designed buildings conveying 
the message of the new Florentine society. 
The Renaissance worked from the level of the 
building up to the level of urban intervention, 
constituting certain hierarchies within the 
city.2

During the city expansions of the 19th and 20th 
century, the interventions made use of urban 
apartment buildings, as grown from the casa-
in-linea, or the amalgamation of two or more 
terraced houses.1

It is from this period that the (explicit) work-
function remains absent in the building. The 
apartment buildings were totally designated 
to housing people, clearly marking the end of 
our typological investigation of workhomes.

In the drawing(•fig. 2.42), all cases have 
been displayed next to each other in a 
chronological manner of their origins. There 
is a certain continuity in these building types 
which together cover up most of the urban 
tissue of the Florentine city center, as some 
of their characteristics are taken on with the 
emergence of a new type. These typological 
elements manifest themselves in plan, facade 
and section. Even the period of realization 
and the urban development belonging to that 
speak from the image. From the terraced 
house on, a clear preference for rectangular 
organization prevailed. It is also from this 
terraced house on that one can speak of a kind 
of planned urban fabric, with more clearly 
defined architectural objects compared to 
the organic character of the ancient city. 
Changes to the type are also related to the 
fabric formation in specific parts of the city. 
Through this, the overall dimensions of the 
buildings might alternate, whereas their 
spatial organization and typological elements 
remain the same.2

Their differences determine the introduction 
of a new typology, whereas their similarities 
connect them and makes them comparable. 
Probably the biggest difference that speaks 
from the drawing is the scale of the buildings, 
keeping in mind that they were all intended for 
dwelling.

In the following chapter, all five cases are 
subjected to an architectural analysis, trying 
to uncover ongoing and basic principles 
which characterize the types.

Conclusion

2.42
illustration: typological overview



CHAPTER III
architectural analysis

The following chapter reviews the cases 
by means of an architectural analysis. Coming 
forward from chapter two, the themes of analysis 
are: entrances, cell-structure, circulation, sequence 
of space, marcapiani, rhythm, facade openings 
and facade benches. After treating each theme 
separately, the architectural analysis is combined 
with information of chapter two in order to distill 
design principles as a preparation for the design 
exercise undertaken in chapter four.
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Legend

The entrances mark the difference 
between different functions, but also 
between the various public and private parts 
of the building. Within the merchant courtyard 
house, the loggia was opened to the street and 
therewith became accessible from the street 
although the space formerly belonged to the 
building. The open character of the space is 
closely linked to its function; namely that of 
a sales space. From the alleys around the 
building, several private entrances serve to 
enter the storage space around the courtyard. 

In the terraced house, the division between 
public and private becomes most obvious. 
Here, the entrance of the workshop and the 
entrance to the dwelling are placed next to 
each other. The entrance of the workshop 
dominates, clearly communicating the public 
character of the workshop. The ordinary front 
door of the house complies with the city’s 
generic urban fabric. 

As with the palazzi, the entrances are more 
like a vestibule connecting the street to the 
courtyard. This cell is the only opening to 
the street, giving the palazzo its stately and 
mostly private character. All people, both 
inhabitants as well as guests share the same 
entrance, which directly leads them to the 
courtyard. It is from this courtyard that the 
division between public and private spaces 
starts. 
However, there is an exception in palazzo 
Medici, which houses a loggia on the corner 
of the Via Camillo Cavour and Via de’ Gori. This 
loggia is intended as a gesture of giving 
something back to the city and therewith 
becomes an extension of the streets, despite 
being part of the building. 

In the apartment building, the entrance to the 
central staircase is shared by all inhabitants. 

Entrances
distinguishing between public and private

public

semi-private

private

3.02 
illustrations: entrances

3.01
illustration: rhythm Palazzo Strozzi 
(previous page)
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Legend

The cell is one of the main organizational 
elements in Florentine housing. In the 
merchant courtyard house and the terraced 
house, cellular construction mainly happened 
in a linear fashion, where all spaces lay 
behind each other. The staircase, whether 
positioned in the courtyard or not, served as a 
means of organization. Circulation space was 
herewith excluded from the living spaces. 
The first cell of the house stood in direct 
relationship with the street and therewith 
embodied a certain public character. It served 
as a workshop or sales space, immediately 
stating the combination of working and 
dwelling. The rooms in the back of the house 
had a more private character and belonged to 
the inhabitants.

The cell structure as determined on the 
ground floors of the buildings is adopted on 
the higher floors.

In the palazzi, the cellular structure has traded 
the linear composition for a radial composition 
whereby there is a great focus on a central 
courtyard. Around this courtyard lies an 
arcade, which holds a direct relationship with 
the street via a vestibule. All functions in the 
palazzi are reachable from this arcade around 
the courtyard. The presence and spatial layout 
of the courtyard presents a unique feature of 
palazzi, whereby they have taken over part of 
the use of the street; it namely also served for 
presenting works of art and showing family 
wealth, something which used to happen on 
the streets before the introduction of palazzi.

In the apartment building, one apartment 
can be seen as one cell. The building makes 
use of a double structural body, directing 
the apartments either to the street or the 
courtyard or garden. The centrally positioned 
stairwell serves for reaching all four 
apartments per floor, something innovative 
since the inhabitants did not have to cross 
other rooms or an arcade anymore. 

circulation

private rooms

Cell structure
from a linear to a centralized composition

3.03 
illustrations: cell structure
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Legend

The principles of circulation must 
be divided into horizontal and vertical 
circulation. As we have already seen on the 
previous page, the position of the stairwell 
plays a crucial role in the functioning and 
spatial layout of the building. 
In the merchant courtyard house, the stairwell 
belonged to the exterior courtyard. This 
courtyard thus serves both the horizontal 
and vertical circulation. From the courtyard, 
all surrounding spaces as well as the other 
floors are reachable. 
In the terraced house, the stairwell separates 
the different cells and therewith determines 
the sense of privacy within the spaces. It is 
directly reachable from the street, since the 
first cell has been divided into two rooms.

In the palazzi, the principle of the courtyard 
from the merchant house has been adopted. 
Again, all spaces and other floors are 
reachable from the arcade that surrounds the 
courtyard. Different types of staircases can be 
recognized in the palazzo. It often contained a 
central staircase, the one which also guests 
would take when visiting the building, and a 
couple of private staircases mainly to be used 
by the family or servants. 

The redesign of the stairwell in the terraced 
house, the fact that it became a separate 
space to be precise, eventually lead to the 
creation of the apartment building. It is placed 
centrally in the volume in order to serve 
several front doors on the same floor.

Circulation
the role and position of the courtyard

vertical

horizontal

3.04 
illustrations: circulation
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Legend

The structure of the buildings is best seen 
in the section, and it is here that also a certain 
spatial sequence becomes evident. 

In the terracad house there was a clear 
distinction between the work and dwelling 
functions of the building. Both come forward 
from the facade and have their influence on 
the positioning of the spaces. The workshop 
had a public character and was accessible for 
both the craftsmen themselves as well as the 
merchants delivering or picking up products. 
It is therefore quite logical that the dwelling 
had its own entrance. The stairwell separated 
the front room (or sala) and back room (or 
camera). To reach the higher floors, inhabitants 
crossed the sala in order to get to the stairs, 
giving the sala its semi-private character. 

With palazzi, the ground floor was generally 
open or accessible to both inhabitants and 
guests. Especially the courtyard and its 
surrounding arcade had a ‘public’ character. 
The arcade around the courtyard is also 
present on the higher floors of the building. 
It therewith serves as circulation space, from 
which the private rooms of the building can 
be reached. These private rooms are thus 
situated on the upper floors and are directed 
towards the outside of the building. 
In palazzi there was no hard distinction 
between workshops and residential spaces 
anymore. Although there was a gradual 
development in the accessibility and privacy 
of the spaces, becoming more private from 
floor to floor. The size of the buildings 
permitted artists to join the family and both 
live and work in the premises. 

Sequence of spaces
positioning and accessibility

entrance/semi private

circulation

private

3.05
illustrations: sequence of spaces
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Legend

The marcapiano is an architectural element 
which we encounter throughout the whole city 
of Florence. It appears as a horizontal band 
on the facade and resembles the division 
between floors, hence its name. Freely 
translated marcapiani does mean something 
such as ‘marking of the floors’.
But in reality it is often placed directly 
beneath the window openings, acting as a 
kind of window sill. It is used as a design tool 
for establishing a hierarchy between different 
floors or as a point of transition. In the 
terraced house this often means the change 
in materiality or the literal transition between 
the work- and dwelling floors of the house. 
In the palazzi it is often used as a division 
between rustication and to achieve the 
tripartite character of the facade. The building 
appears to have three floors, while its interior 
captures four to five floors. The cornice of 
palazzi is a special variant of a marcapiani. 
It ends the building in a proper way and 
contributes to the stately appearance of the 
building. 

Marcapiano
floor divisions and roof edges

marcapiani

3.06 
illustrations: marcapiano
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Legend

The rhythm is a facade principle which 
is omnipresent in architecture. It can be 
derived from every analysed building type. 
However, it mostly speaks from the palazzi 
probably because of the fact that those were 
designed based on such a strong rhythm. The 
rhythm served as a means to communicate 
the grandeur of the buildings. Palazzi assumed 
an urban scale, whereby their architecture 
should deal with and react on the public 
domain. Through the rhythm the palazzo 
embodies a kind of own logic and takes up 
its position within the city, asking a well 
designed proposal from the architect. 
This is what makes the Palazzo Strozzi one of its 
kind; it has a strongly developed rhythm on all 
three sides of its volume, almost acting as an 
urban block instead of a family residence. On 
top of this, the facades are even symmetrical 
on all three sides.

It is debatable whether or not one can 
speak about a rhythm in the facade of the 
terraced house, but at the same time the 
set of two facade openings per floor remain 
characteristic for the building type. This 
makes the distinction between the individual 
and the unity, when looking at a street of 
houses, possible.

The urban apartment building mainly adopted 
the concept of a well developed rhythm 
from the Renaissance palazzi, thereby also 
often based on an uneven amount of facade 
openings constituting a line of symmetry.

rhythm

Rhythm
 a tool connecting the urban and architectural

3.07 
illustrations: rhythm
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Legend

The facade openings serve a couple of 
principles. First and foremost, they allow 
daylight to enter the building. Secondly, by 
means of their size, the function is already 
communicated through the facade. 
In the merchant courtyard house and the 
terraced house, large openings on the ground 
floor connect the first cell to the street and 
the windows on the residential floors often 
became smaller. This either had to do with 
the material in which the upper floor was 
constructed, or to communicate the function. 
Generally speaking, daytime functions need 
more light than sleeping rooms, so on the 
sleeping floors the windows were often 
smaller. The presence of two windows per 
residential floor is something for which 
the terraced house got known. There is a 
balance between the open and closed parts 
of the facade. This facade does not intend to 
extravagantly express something; it merely 
communicates the use of the spaces in a 
reserved way.

In the palazzi, big arched openings on the 
ground floor connect the building to the 
street. Through the large scale of the building, 
these ‘few’ openings give it a closed but 
stately appearance. 
The facade is shaped in a tripartite 
composition, through which it seems to have 
three floors. A certain amount of windows on 
the upper floors opens up the volume and is 
evenly positioned on a strong rhythm. What 
is conceived as the facade opening is not 
completely a window. The actual amount of 
glass is less compared to the way in which the 
facade opening is shaped. The frame around 
the glass seems to be a separate layer in the 
facade design which recedes from the mass, 
a means to establish proportions and rhythm. 
In the facade composition of the apartment 
building, certain principles from the palazzi 
have remained. A strong rhythm, a line of 
symmetry and the hierarchy between the 
different floors on top of each other have come 
from the design of Renaissance buildings. 

Facade openings
reading the functional distinction

receding layer

window

entrance

3.08
illustrations: facade openings
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Legend

1. Malfroy, S. (2018). Lastly, there are also elements which 
came to light during the research and are 
typical for the city of Florence.
The facade benches are one of these elements. 
In palazzi, facade benches presented an urban 
gesture as to give something back to the city. 
The noble families realized that their vast 
palaces were taking up a lot of space in the 
city and in order to remain relationships with 
the other classes, they were implementing 
public aspects in their buildings. The former 
loggia of the Palazzo Medici reminds of such 
urban gesture intended for the public domain. 
The benches against the facade stem from 
the same concept. They became the places 
were people met, had conversations or just 
sat down after a walk. When one had an 
appointment with one of the noble family 
members, the benches served as a seat, 
awaiting to be invited. It was also a means 
to connect the interior of the building to the 
exterior. 

Despite their new use and meaning, these 
facade benches are not to be seen as 
revolutionary in 15th century Florence. They 
have been taken over from the terraced 
housing for the craftsmen of the 13th and 14th 

century. Then the benches served as a means 
of presenting products or as an extension of 
the workbench. The benches have thus always 
had this sense of bringing people together 
and being able to show certain things.
This is an example of how elements of 
high architecture can be traced back to the 
anonymous house.1

benches

Facade benches
urban gestures at street level

3.09
illustrations: facade benches
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This chapter is concluded by recalling 
the information gathered in chapters two and 
three. Generally speaking, the typological 
process of the Florentine workhome reaches 
from the merchant courtyard house (which 
arose from medieval towers) up until the 
bourgeois apartment building of the 19th 
century. It was then when the work function 
was explicitly excluded from the building. 

Before starting the design exercise, a set of 
spatial principles, reaching from the urban to 
the architectural scale, are distilled from the 
researched cases. These principles have been 
schematically outlined in this paragraph. On 
the one hand to conclude the research and on 
the other hand to serve as a guideline during 
the design process. 

This is done for the two most prominent  
building types concercing the relationship 
between working and dwelling, being the 
terraced house and the palazzo. They are 
characterized on the following pages in terms 
of their urban implementation, architectural 
organization and built-up of the facade.

This conclusion aims to look at the way in 
which the researched cases are shaped, both 
by the architect as well as the location and 
how they in return shape the city. It does this 
based on the knowlegde gained in chapter 
two and the architectural analysis performed 
in this chapter. 

Conclusion
extracting design principles

3.10
areal picture of the Florentine city center
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3.11 - 3.13
illustrations: urban implementation

parcellation

directionality of fronts

differentiation in volume

La casa a schiera

As for the terraced house, the size of 
the parcels determines the way in which 
the buildings together make up the urban 
structure. The first step in the realization of 
neighborhoods of terraced housing was to 
construct houses along the main roads, often 
resembling trade routes. All fronts would line 
up next to these roads and the houses were 
developed in the depth of the plot. In this 
way, the hierarchy between various roads 
can still be read from the urban fabric. As 
already discussed in chapter two, there are 
two ways for the fabric of going around the 
corner. Either the parcels are rotated and 
stitched together, or the block of buildings is 
terminated by a volume of a combination of 
parcels and subsequently a bigger building 
grain. The fronts of the buildings are always 
straight, standing shoulder-to-shoulder 
with their neighbors, whereas a sense of 
differentiation in volumes appears on the 
backsides. This must be explained by the fact 
that the houses were in constant development 
and transformation century after century (as 
made explicit by the case study in chapter 
two).

In terms of the architectural characteristics 
of the house, there is a clear relationship 
between plan, section and facade. The cell 
structure as determined on the ground floor is 
proceeded on the upper floors, and all floors 
seem to be of equal size and height.(•fig. 3.14)
The house was opened to the street and 
mostly closed towards the back.

3.14
illustration: architectural organization
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marcapiani

rhythm

facade openings

use of two different materials

3.15 - 3.19
illustrations: built-up of the facade

As far as the facade of a terraced house is 
concerned, the sequence of drawings on the 
left presents the built-up of the facade. The 
first step shows the marcapiani, which in this 
case serve to enhance the difference between 
the ground floor and the upper floors. In 
Florence, the division between the ground 
floor and upper floors is present all the time, 
whereas the marking of the other floors is 
something which varies from house to house. 
The second image shows the rhythm which 
can be extracted from the facade openings 
as shown in the third drawing. The presence 
of two facade openings on every floor is a 
characteristic feature of the terraced house. 
The facade openings themselves truly 
communicate the difference in use. The 
ground floor itself already makes a distinction 
between the workshop (large opening) and 
the dwelling (regularly sized door). The 
regular size of the windows on the upper 
floors merely explains the need for daylight 
in the residential spaces. Together with the 
marcapiani between the ground- and first 
floor, the facade openings communicate the 
core of a Florentine workhome.
Lastly, to say something about the use of 
materials there are mainly two variants. 
Both variants share the use of two materials, 
however they differ in the application of 
these two materials. On the one hand there 
can be a difference between the ground floor 
and upper floors. On the other hand there is 
a difference between the body of the facade 
and its ornamentations. Often the frames 
around the facade openings were clad in a 
contrasting material compared to the main 
surface. Most materials used are plaster and 
pietra serena.
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3.20 - 3.22
illustrations: urban implementation

end of urban block

presence of public space

volume assuming urban dimension

2. Templin, K. (2020). online lecture on 17-09 The palazzi can be explained, and must 
therefore be understood, on many different 
scale levels. By means of its size, not only in 
footprint but also in height, it distinguishes 
itself from surrounding urban fabric. The 
volume assumes a certain urban scale and 
where terraced houses only reach an urban 
relevance when they are grouped together, 
the palazzo makes a statement on its own. 
As already discussed in chapter two, 
these palazzi arose on the grounds of the 
formerly dense city. Blocks of houses were 
teared down in order for the palazzi to 
be implemented in the urban tissue. The 
palazzo can thus be understood as an entity 
on its own. Nevertheless, it should also be 
understood in relation to its context. From the 
researched cases, the palazzo appeared as 
the termination of an urban block. In order for 
the palazzo to take up its position within the 
urban fabric, it is often surrounded by public 
space. Either streets were widened or a piazza 
was implemented.(•fig. 3.21) All together this 
propagated the wealth of the noble families.

Because of their scale, there was a possibility 
for multiple functions and the buildings 
were thus not developed for one purpose 
only. Several artists who were close to the 
family also lived (and worked) in the palazzo, 
whereby they became a kind of stage for the 
artists. Their works were exhibited in the 
interiors or the courtyard of the building. 
The urban scale, the prominent position 
within the city and the presence of for example 
the benches against the facade made them 
buildings to go to, to meet with others, to 
admire the works of art and so forth. Up until 
a certain level, they might be understood as 
public buildings. In her lecture on Florentine 
palazzi, Karin Templin described the building 
type as the backdrop to civic life in Florence.2  

The abstracted plan and section explain 
some of the main organizational principles 
of the building type. What becomes evident 
is the clearly centralized position of the 
courtyard, which is surrounded by an arcade 
and connected to the public domain via 
vestibules. The courtyard herewith stands 
in a somewhat direct relationship with the 
streets. Around the arcade lies a belt of 
rectangular shaped spaces, all accessible 
from this arcade. Even the vertical circulation 
spaces have been integrated in this belt of 
spaces. The section shows the courtyard 
and arcade as main circulation system in the 
building, whereby the residential spaces have 
been directed towards the outside.(•fig. 3.23)

Il palazzo

3.23
illustration: architectural organization
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marcapiani - the tripartite facade

rhythm

(redecing) facade openings

gradient in materiality

3.24 - 3.27
illustrations: built-up of the facade

Same as with the terraced house, the palazzo 
facade has been simplified according to the 
same four layers. The marcapiani establish 
the facade’s tripartite appearance. The rhythm 
provides the basis for the facade openings, 
which are always receding; they lay back 
from the mass. The actual amount of window 
opening is therefore smaller as what appears 
to be a window when observing the building 
from a distance. This receding layer was 
used as a way to deal with proportions and 
measurements. 
In the facade, there is thus a certain hierarchy 
between elements which protrude from it 
(marcapiani) and elements which recede from 
it (facade openings). It is also through this 
facade that the building communicates with 
its surroundings. The ground floor of palazzi 
were often closed, whereby a focus on the 
vestibules leading to the courtyard occurred. 
The facades were opened on the upper floors 
so that the residential spaces were provided 
with light.
In terms of materiality, what characterizes 
the palazzo is the use of mostly one material 
which is applied differently on the various 
floors. Most palazzi are constructed using 
pietraforte and a gradient in rustication applies 
when viewing the building from the ground 
towards the upper floor. The rustication 
gradually smoothens, whereafter a large 
cornice ends the building in an impressive 
way. The use of one material also complies 
with the appearance of the building type, 
being a strong architectural highlight within a 
dense urban fabric.



CHAPTER IV
the design exercise

This chapter presents a design exercise as a 
possible extension of the previous research. First, the 
design location and its (recent) history are evaluated 
and described, after which the design for both a 
masterplan and a building are presented. The design 
process tries to assemble the literature, typological 
development and the architectural analysis based 
on several themes into a proposal for a building 
on the Piazza dei Ciompi in Florence. In order to 
structure this process, the design has been evaluated 
along a central design question, which reads as 
follows:

“how can the typological development be 
deployed in shaping a design on a (specific) 
location?”
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The intention of the design exercise is to 
test and evaluate the previous research. The 
design exercise needs an interpretation of the 
results of the conducted research, after which 
they can be implemented in a design.
The past chapter was concluded with a 
set of design principles in relation to the 
investigated building types. An important 
aspect of the research was that it comprises 
several scale levels and connects the 
dimension of the city’s architectural objects 
to the urban scale. This chapter is structured 
in a similar way; it departs from an urban 
scale and systematically zooms in towards 
the architectural.

Translation of the typological research is 
not the only purpose of the design exercise. 
Its proposal should also be connected to 
a certain functional aspect or to a group 
of specific users. It should thus act upon 
the city and is about actively developing its 
(new) morphology. A well-argumented design 
therefore starts with determining a proper 
location.

During the research, the district of Santa 
Croce presented itself through its relevance 
with regards to the city’s artisan past. 
Historically, the district can be described as 
a very dense one. It was packed with the so-
called casa a schiera (terraced house) and its 
streets were full of artisan activities.
The district thus has a very rich history, 
even up until the 20th century. This can also 
be expained with the help of the drawing 
on the facing page. In the drawing some of 
the district’s recent history can be seen. 
Eastward of the Via Giuseppe Verdi, historically 
the position of one of the city walls, the urban 
fabric rotates with respect to the city center. 
The street on the north of the highlighted 
couple of buildings is the Via Pietrapiana, which 
forms the extension of respectively the Borgo 
degli Albizi and the Via del Corso towards the city 
center. All together these streets form the 
remnant of the central Roman Decumanus. 

The buildings have been highlighted for a 
reason. About one hundred years ago, the 
neighborhood had remained its very dense 
fabric. But during the ‘20s and ‘30s, Florence 
was confronted with tubercolusis and new 
ideas and ideals with regards to the district 
prevailed and lead to a period of demolition. 
Then the second World War occurred, which 
prevented the realization of the planned 
interventions. After the war, from the ‘60’s 
on, some buildings have been erected in the 
district. When viewing the district in today’s 
situation, the deviation within the otherwise 
so dense fabric remains evident as if it were 
some kind of scar. 

Because of the district’s history in the 
artisan past, a strong connection with the 
traditional workhome already presents itself. 
The same goes for the functional aspect of 
the design proposal, which is about creating 
a building for the city’s artisan culture. Next 
to this, its recent history of demolition and 
reconstruction has lead to a spatial situation 
which needs some attention and can be re-
evaluated.

The Santa Croce neighborhood thus seems to 
suit the theme of research and provides the 
right ingredients for developing a design. 

This will be further researched and tested in 
this chapter, which aims at concluding with a 
design proposal for the Piazza dei Ciompi, an 
urban square within the neighborhood.

In the following paragraph, the district’s 
recent history is evaluated in greater detail. 
Several plans for the neighborhood pass 
revue which subsequently lead to the creation 
of a masterplan and thereafter the precise 
design location and proposal are presented 
and explained. 

0

1:15.000

500 1000

Introduction
Quartiere di Santa Croce

4.02
illustration: location in Florence - 2020

4.01
illustration: close-up facade (previous page)
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1. Orefice, G. (1992).
1. Orefice, G. (1992).
Da Ponte Vecchio a S. Croce. Piani di Risana-
mento a Firenze, p.35.

The Santa Croce neighborhood is known 
for its artistic history, bursting of active 
craftsmen. A large part of the neighborhood 
was shaped during the city expansion of the 
13th and 14th century, when the guilds flourished 
and massively constructed terraced housing 
for the city’s craftsmen. Up until the 20th 
century, the district remained its dense, fine-
grained urban fabric.(•fig. 4.06) But then, the 
disease of tuberculosis came up, confronting 
Florence with the unhygienic situation of its 
dense neighborhoods. A period of plans and 
proposals for redevelopement followed, two 
of which are highlighted in this paragraph.

Plan of Fagnoni

In March 1928, architect Raffaello Fagnoni, 
professor at the higher school of architecture 
in Florence at that time, proposed a building 
arrangement plan for the district of Santa 
Croce to the podestà (the mayor).
The concept of the plan was to make use 
of ‘building thinning’, whereby the ‘less 
significant’ buildings were taken away(those 
where no artistic reason recommended 
conservation), some roads were widened and 
a few gardens or squares were implemented. 
The ‘greater’ buildings had to be freed from 
suppression, and the wide roads and gardens 
put a new focus on these buildings. They 
would be better recognized and experienced 
in a different way. The project also proposed 
an artisan qualification for the district. This 
idea was based on the recognition of the 
historical role of craftsmen in Santa Croce 
during their flourishing period. The architect 
wondered: “is it just an economic reason that still 
keeps craftsmen in the old quarters today?”

He replied: “mainly yes, but one cannot fail to 
recognize that the environment has its considerable 
influence on the craftsmen, whose psychology has 
many points of contact with that of the artist.”1

This environment both attracted and educated 
the craftsmen. The goal for the Fagnoni plan 
was to arrive at a combination of old and new 
buildings that would be beneficial for the 

neighborhood’s inhabitants and to maintain 
the popular spirit of the district. The artistic 
processing of leather would find its place 
in the district of Santa Croce. Therefore, 
within the renovation project a Piazza delle 
Logge dell’Artigianato was envisaged on the 
crossing of the Via Michelangelo Buonarroti and 
Via dell’Agnolo. This was a large urban square, 
surrounded by loggia with (work)shops for 
industries or arts.
On a bigger scale, the plan set out to connect 
the Canto alle Rondini(the current Piazza Gaetano 
Salvemini) with Piazza Beccaria and the Piazza 
Santa Croce with the fairly new Piazza d’Azeglio.
(•fig. 4.03) These large connections were 
broken down into a series of connected urban 
spaces; (wide) streets, squares or public 
gardens. The Alfieri theatre in Via dell’Ulivo 
received an open space in front, Piazza Ghiberti 
was turned into a garden(after the demolition 
of the Sant’ Ambrogio market and the block that 
separated it from the Via dei Macci) and there 
was the creation of the Piazza del Duce from a 
walled garden in Borgo Allegri.

Giulio Guicciardini was against this plan, 
who wanted to point out the special buildings 
within Santa Croce and especially the 
conditions in which the district had been 
realized. According to him, it was a pity to 
demolish the series of terraced housing, 
despite the fact that tuberculosis was a very 
force disease at the time. 
The plans of Fagnoni proposed wider streets 
and more urban squares, so that more air 
could penetrate the neighborhood and the 
housing density would be lowered. 
Guicciardini argued that there was a 
harmonious unity in Santa Croce between the 
monumental buildings and the more modest, 
anonymous buildings. The monumental 
buildings came more to their right if they were 
surrounded by modest, sober architecture. 
Despite several traffic problems, there were 
no real compelling arguments to accept such 
a radical transformation.1

The eventful 20th century 
redevelopment plans for Quartiere di St. Croce

4.04
Risanamento plan Fagnoni

4.03
concept of the Risanamento plan by Fagnoni
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1. Orefice, G. (1992).On 30th of June 1929, the plan was taken as 
a basis for the redevelopment, after mayor 
Garbasso had investigated the plan in May. 

The report by Guicciardini, concerning four 
main aspects (hygiene, artistic, historical 
and financial) was also of importance. 
Guicciardini’s critics can be best summarized 
in the following way. On the one hand, the 
Fagnoni plan was not suitable because the 
desire to affect the existing building fabric 
as little as possible, but at the same time 
wanting to implement those elements which 
enriched livability, might lead to a fragmented 
urban plot. And on the other hand, the plan 
is limited to the opening and widening of the 
roads, the restoration of the buildings to be 
respected and the demolition of buildings 
with no artistic reason for conservation.
The main critic was that the plan was maybe 
too much based on the widening of streets 
alone; beyond the new facades, the (often bad) 
conditions of the old buildings remained. This 
should be avoided by means of appointing a 
commission for Building Regulations, setting 
precise rules for hygienic and artistic points 
of view.1

Plan of the Municipality

A commission, appointed by the 
municipality, intervened in the project as 
proposed by Fagnoni.(•fig. 4.05) 
Their proposal included two straight main 
roads, as opposed to the more organic 
connection of squares in the Fagnoni plan. 
One ran from the Viali to the Canto alle Rondini 
and the other from Piazza d’Azeglio to the 
garden behind the Basilica di Santa Croce. To 
counteract the ‘picturesque’ appearance of 
the Fagnoni plan, which too much resembled 
the old character of the neighborhood, the 
commission had implemented less narrow 
streets and more compact blocks, mostly 
in order to benefit traffic. A new street 
measuring 14 meters in width and stretching 
up until Piazza Beccaria, would allow to unload 
traffic from the Viali. 

Inside the building blocks, to decrease the 
built density, gardens were foreseen. This is 
something which complies with the 19th and 
20th century ideas about urban design, which 
to a large extent also had to do with greenery 
in the city. From the original Fagnoni plan, the 
demolition of the Sant Ambrogio market and 
its adjacent blocks was adopted in order to 
realize a large public garden with trees. 

The demolition of historic fabric was reasoned 
through the newly developed thoughts 
regarding urban design and enhancing central 
areas, connected by widened arteries or new 
roads. Large buildings of good quality had to 
be built along these arteries. The buildings 
should have high character, since exploitation 
would then become easier. 

The demolition works started in 1936 on 
the blocks close to the Canto alle Rondini. 
Several of these blocks not only expressed 
architectural quality to the outside, but also 
kept interior treasures, amongst others was 
the Alfieri theatre.1

4.06
quartiere di Santa Croce - areal picture before 

the demolitions

4.05
Risanamento plan of the municipality
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Fagnoni did not understand the plan proposed 
by the municipality. He criticized the fact 
that the existing buildings were demolished, 
only in order to reconstruct them afterwards. 
Furthermore, the plan was set up along 
straight roads, exactly something that Fagnoni 
wanted to avoid. The newly proposed blocks 
did not follow the existing urban structure, 
whereby the only logical solution to the plan 
of the commission seemed to demolish the 
current buildings. 
In order for the plan to be executed, new 
regulations were set up. All to the benefit the 
realization of the plan, for example on how to 
deal with current architectonic value or rules 
for the implementation of new volumes. 
Exceptions for demolition could be granted 
by the Building Commission and Fine Arts 
commission. These exceptions were only 
made in case of buildings with a monumental 
nature or buildings of public utility. 
In the first days of June, demolition started on 
the blocks between the Via Pietrapiana, Borgo 
Allegri, Via dell’Agnolo and the Via Giuseppe Verdi. 

During the demolition works, it was realized 
that they were tearing down cultural and 
architectural treasures, sometimes hidden 
behind the facades. Therefore, a special 
commission had to be set up in order to 
preserve the heritage and works of art in the 
neighborhood. 
Giovanni Poggi, superintendent of Medieval 
and Modern art, as well as the architect Ezio 
Zalaffi joined the commission. Zalaffi was the 
head of the Fine Arts Office. Also Giuntoli, the 
architect of the plan was invited to join this 
commission. Due to the rapid pace with which 
the demolitions took place, the commission 
did not have time for vast researches or 
studies. They visited the buildings after their 
tenants left and noted down architectural, 
decorative or furnishing elements worthy of 
some attention. 
The demolition works had made one of 
Florence’s most lively and dense urban 
structures disappear. The construction of 
the new blocks would lead to a district with a 
more uniform face. 

After the demolitions

Despite all initial ambitions, the 
redevelopment of the Santa Croce district 
did not go beyond the phase of demolition. 
From the phase of reconstruction, only a few 
projects have been completed; most of them 
remained on paper. Some of the projects that 
were completed include multiple renovations, 
especially on the Palazzo Gerini (National 
Didactic Museum) and the Casa Littoria, 
designed and built by Raffaello Fagnoni 
himself. This building, on the corner of the Via 
Giuseppe Verdi and Via dell’Agnolo should have 
represented the phase of new construction 
and the creation of a new district. The second 
World War stopped the reconstruction phase 
and from November 1942, all documentation 
was suddenly interrupted. After the war, in 
1948, the municipality took up the question 
and situation around the empty district of 
Santa Croce. (•fig. 4.07)

The most well-known building of the district 
that was constructed after the war undoubtly 
is the postal office by Giovanni Michelucci, 
situated at the corner of the Via Giuseppe Verdi 
and the Via Pietrapiana, completed in 1967.
In 1955, the Loggia del Pesce from Giorgio 
Vasari was built on the Piazza dei Ciompi. It 
was even suggested to also place a Colonna 
dell’Abbondanza, as to create a new ‘old’ 
market for the district. 
Due to the demolition and the later 
interventions in different time periods,  
without following a clear masterplan, the 
district today appears as an uncoordinated 
reality composed of buildings from different 
periods of time. The buildings stand on their 
location without formal or functional relation 
between them. There are just a few green 
areas and the ground floors are not really 
used for commercial purposes.1

The dynamic history of this part of the city 
and its current situation present a challenging 
starting point for the design exercise.

1. Orefice, G. (1992).

4.07
view of the Via dei Martiri del Popolo after the 

demolitions
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4.08
illustration: quartiere di Santa Croce
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Before further zooming in towards the 
precise project location, it seems sensible to 
first evaluate the redevelopment plans for the 
district and to hold these plans against today’s 
situation. What is it that both the Fagnoni and 
municipality plans wanted to achieve? 

What became evident during the groupwork 
on the atlas, was that the city of Florence 
consists of several urban systems. These 
systems have developed and grown over time 
and include streets, squares and architectural 
highlights. One of the main conclusions was 
that all these systems are somehow related, 
and that they were always based on a strong 
relationship with the past and the city’s 
situation at that time. 
Considering the 20th century developments in 
Santa Croce, these proposals might also be 
read as urban systems. They are projected 
upon a current situation and try to both 
conserve as well as establish relationships 
between the architectural and urban scales. 

Raffaello Fagnoni wanted to conserve the 
idyllic, picturesque character while solving the 
problems of small streets and high density. In 
a sense, his plan presented a balance between 
conservation and redevelopment, touching 
upon all scale levels between the urban and 
architectural domains of the district. 

In his plan, four concepts stood central:

1. To define road connections, also the 
connections of the district to the city;
2. The opening of new public green areas;
3. The localization of elements of architectural 
quality;
4. The conservative restoration and restructuring 
of the existing buildings; new insertions of 
buildings were limited to the newly defined road 
network.1

It must be understood that Fagnoni was aiming 
at surgical interventions. To achieve the 
greatest result with the minimum amount of 
action to continue the urban and architectural 
character of the district while also solving the 
hygienic and density problems. 
This cannot completely be said about the plan 
of the municipality, which was rather aiming at 
radical demolition and reconstruction, giving 
the district a new appearance and therewith 
highlighting its importance within the city.

The masterplan
in collaboration with Tom Schoonwater

Piazza dei Ciompi

4.09
illustration: urban section from the Piazza 
Beccaria to Via dell’ Oriuolo - along Largo 
Pietro Annigoni and Piazza dei Ciompi

1. Orefice, G. (1992).
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What both plans have in common is 
their connection between the urban and 
architectural domains of the district. 
This presents a relationship to the urban 
systems as researched in the atlas. From this 
perspective, the creation and evaluation of 
such a masterplan seems a logical step after 
analysing the district and before developing a 
design proposal on a specific location. 
By studying the structure of the district 
and taking inspiration from the Fagnoni 
plan, a masterplan has been developed 
in collaboration with Tom Schoonwater. 
Tom is studying the relationship between 
urbanism and architecture and how these 
disciplines meet within the public domain. He 
strenghtens his research from a perspective 
prescribed by Alberti, who shapes an analogy 
between the city and a house and how the two 
might be related or compared. Tom is testing 
his research and develops a proposal on the 
Largo Pietro Annigoni, a few blocks east from 
the Piazza dei Ciompi.

The east-west axis of the district, respectively 
the Via Pietrapiana and the Borgo la Croce may 
be read as a sequence of smaller and wider 
streets, alternated with public squares. (•fig. 
4.10) This interpretation formed the central 
concept for the masterplan, of which the core 
points can be summarized as follows: 

1. Piazza Cesare Beccaria is to be connected 
to the city center through a sequence of urban 
spaces;
2. The general appearance of the district and 
the city have to be taken into account. This 
means the parcellation and fine grain of the 
urban fabric and related building typologies, 
the widths of the streets, the nature of the urban 
network and the appearance of the buildings;
3. The sequence of spaces therefore alternates 
between smaller and wider urban spaces, 
extending the already present situation.

The masterplan takes inspiration from the 
plan as proposed by R. Fagnoni in 1928. The 
intention to prolong the sequence of squares 
and streets in the east-west direction can be 
seen in(•fig. 4.11).
There are a few precise urban interventions. 
The first one lies in the opening up of the 
building block and widening of the Via 
Pietrapiana as one moves from Loggia del 
Pesce to Largo di’Annigoni. Herewith, a small 
square (like the Piazza Gaetano Salvemini) is 
introduced. (marked by nr. 4 in •fig. 4.13)
The other interventions are near the Sede de 
La Nazione building located along the Largo 
di’Annigoni. A small breakthrough in the plinth 
serves the flow of people along the new route 
towards the Piazza Cesare Beccaria. For entering 
this square, the third intervention is to break 
down a one-storey cinema building situated 
between two imposing, three-storey high 
buildings of the 19th century.

The interventions are based on the current 
urban situation of the neighborhood. 
By a couple of break throughs and the 
implementation of a small urban square,  the 
district might be oriented around the new 
route.(•fig. 4.12)
The individual interventions, on both the 
Piazza dei Ciompi as well as the Largo Pietro 
Annigoni, aim to connect to the masterplan 
as well. Again coming from the Risanamento 
plan of Fagnoni, who wanted to implement an 
urban square with loggia for the craftsmen 
as well as more clearly defined urban spaces 
supplied with urban greenery.

4.10 - 4.12
conceptual development of the masterplan

current sequence of spaces

connection

new situation 
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1. Piazza Gaetano Salvemini
2. Via Pietrapiana
3. Piazza dei Ciompi
4. Piazza Raffaello Fagnoni
5. Piazza Lorenzo Ghiberti
6. Largo Pietro Annigoni
7. Piazza Cesare Beccaria
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6. 7.

4.13
illustration: masterplan for quartiere di Santa 
Croce
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2. Deirdre, P. (2013). Loggia del Pesce.
Retrieved from:
https://www.theflorentine.net/2013/05/09/
loggia-del-pesce/

The Piazza dei Ciompi (•fig. 4.14) belongs 
to the district harmed by the 20th century 
redevelopment plans. In the urban renewal 
from the ‘60s on, the piazza remained a void 
in the urban fabric. On the northern part of 
the square, already an attempt to design its 
layout has been done. The loggia has been 
accompanied by some trees, benches and 
dedicated areas for sitting, parking cars and 
bicycles.
The loggia is the Loggia del Pesce from Giorgio 
Vasari, originally constructed on Mercato 
Vecchio in 1568, when during the construction 
of the Vasari corridor the fish market had to 
be moved. Up until 1568, the fish market was 
situated on the Piazza del Pesce, near the Arno 
and next to the Ponte Vecchio. For constructing 
the Vasari corridor, but mostly also because of 
the stench, the butchers on the Ponte Vecchio 
and the fish merchants had to move. Cosimo 
I ordered Vasari to design a fish loggia, to be 
positioned on the Mercato Vecchio, the current 
Piazza della Repubblica. In 1955, it was placed 
and partly reconstructed on the square.2 

Currently it functions as a terrace for the 
adjacent hotel and as a place for cultural 
activities.

Up until 2016, the square had housed 
a flea market, starting with tents and 
temporary structures, later followed by 
permanent pavilions constructed in steel 
and polycarbonate. But since 2016, this flea 
market and its pavilions were moved to the 
Largo Pietro Annigoni, two blocks to the east. 

On the southern part of the square, only one 
building has remained, the INDIRE, housed 
in the former Palazzo Gerini. This is a National 
Institute for Documentation, Innovation and 
Educational research. This part of the square 
has been left undesigned; the building’s long 
sides hardly have any windows and some 
trees cover up its appearance.(•fig. 4.17)

In here there lies a challenge; a building 
dedicated to the artisan culture of the city, 
communicating with both urban fabric from 
the 13th as well as the 20th century, in a district 
which historically belongs to the system 
of merchants and craftsmen and lies in the 
direct vicinity of the city’s architectural 
highlights. The building needs to take up 
a certain position on the square, whereby 
also its adjacent public space needs to be 
designed in order to weave the (new) whole 
together. 

In terms of mixed-use intentions, this location 
proves to be fruitful for a couple of reasons. 
Firstly, it is easily accessible for pedestrians 
since it is closely located to the city center. 
The square has a calm appearance and lies 
just outside the city’s main traffic nodes such 
as the Poggi ring roads or the main walking 
axis (Via Giuseppe Verdi). 
However, at the same time it is easily 
accessible for cars and other traffic, since 
the Via dell’Agnolo directly leads to the 
city’s ring road, nearby the Piazza Cesare 
Beccaria. This makes the supply of goods 
and materials possible, while still being 
situated in a quiet neighborhood. This quiet 
neighborhood generates the possibility for 
harmonious dwelling. The presence of the 
square generates the possibility to take part 
of the activities from within the building to the 
public space, enlarging the working area. 

Piazza dei Ciompi
about the project location

4.14
illustration: folded-out plan of Piazza dei 
Ciompi
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The drawings on the right show the urban 
situation of this part of the city in roughly the 
last 100 years. Around 1900, the district had 
still preserved its historically fine-grained 
morphology. As known by now, the situation 
changed drastically in the 40 years that 
followed. (•fig. 4.16) represents the urban 
situation around 1940, in which it can be 
seen that most of the buildings in the district 
have been demolished. A few buildings were 
saved thanks to their cultural, historical or 
architectural values. One of these buildings 
now freely stands on the Piazza dei Ciompi, 
which is the Palazzo Gerini. The dashed lines 
mark the planned areas for building after the 
demolition phase. 

Compared to the situation around 1900, it can 
be seen that the urban network of streets has 
remained largely the same. However, there 
is a newly introduced road. When following 
the Via Pietrapiana in a west-east direction, 
at the point where it crosses the Via dei Pepi, 
a small square is opened and introduces the 
new Via dei Martiri del Popolo, leading to the 
Piazza dei Ciompi. This road is exceptionally 
wider than the other roads in the district. 
Wide roads in a way mark urban planning in 
the 20th century, namely; when comparing 
the situations around 1900 and 1940 again, it 
must be noted that the Borgo Allegri has also 
become reasonably wider. The reason for the 
widening of these streets is to be found in the 
masterplan of the municipality which focused 
on wide, straight roads as a couple of main 
axis throughout the neighborhood. 
Due to the second World War, both demolition 
as well as reconstruction have not been 
proceeded. What remained after 1940 is a 
huge void in the urban tissue, marking the 
start of an intended phase of redevelopment 
which was actually never fulfilled. 

In the years after the war, the municipality 
was confronted with this tabula-rasa situation. 
Without picking up old plans or establishing 
a new clear masterplan, the district has been 
filled with mostly apartment- and office 
buildings over the years.(•fig. 4.17)

In a sense this district has become 
disconnected from its surroundings. In the 
maps on the facing page also a part of these 
surroundings is visible. These tell the story of 
the past of the Santa Croce neighborhood. Of 
a part of this neighborhood, an urban section 
is drawn and shown on the next pages. 
(•fig.4.18) It shows the part running between 
the Piazza dei Ciompi and the Basilica di Santa 
Croce, displaying the now empty piazza with 
the Loggia del Pesce and the Palazzo Gerini within 
its neighborhood, still being full of terraced 
housing. 
In the isometric drawing (•fig. 4.19) the urban 
situation, with a mixture in building grain 
as a consequence of its development over 
centuries, can be seen. 

The next paragraph specifically dives into 
Palazzo Gerini, uncovering its history and 
current state of being.

4.15 - 4.17
historical development of the location

situation around 1900

situation around 1940

current situation 
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Palazzo GeriniLoggia del Pesce

Piazza dei Ciompi

Basilica di Santa Croce

4.18
illustration: urban section from Piazza dei 
Ciompi to Basilica di Santa Croce



156 157

4.19
illustration: isometric situation drawing
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1. Orefice, G. (1992). In 1937, podestà Venerosi Pesciolini 
authorized the restoration of the ancient 
Palazzo Gerini. This building, property of 
the municipality and situated at the Via 
Michelangelo Buonarroti, was made into a 
palazzo in the 15th century by the Gerini-
family. Since then it has known several 
extensive renovations, especially in the 18th 

century of which also its main facade dates.
(•fig. 4.20) Until 1937, the building was used 
as the headquarters of the commission of 
security in Santa Croce.   
Architect Ezio Zalaffi restored the main 
facade of the palazzo in 1937, after which 
internal modifications introduced large halls, 
sky lights and new windows. Furthermore, part 
of the volume at the Borgo Allegri was modified 
in such a way to enlarge the street; secondary 
volumes at the back were demolished and 
the opportunity to create another facade for 
the palazzo became important. This facade 
was realized in a Renaissance style, to show 
the intentions of renewing history by the 
administrators of the redevelopment plan. In 
November 1938 the works were finished. 

The interventions on this palazzo were liked 
most by the Florentine public. It was namely 
about reconstructing what was already there. 
They favored the Renaissance style and also 
the new loggia on the Borgo Allegri.(•fig. 4.24) 

Among the modern interventions executed in 
Santa Croce, the glorious Florentine building 
tradition was highlighted and in a way 
preserved by the restoration and renovations 
of the Palazzo Gerini. In order to strengthen 
the position of the building in the newly to 
be created fabric even more, the palazzo 
received a prestigious function; it became the 
seat of the National Didactic Museum. 
The museum had collected a vast amount 
of documents and needed a lot of storage 
space in order to store the immense quantity 
of material. According to the curators 
Nazzareno Padellaro and Piero Bargellini, the 
Palazzo Gerini should receive larger spaces. A 
design for an addition next to the building was 
made by Giovanni Michelucci.(•fig. 4.22)
This addition was to contain meeting rooms 
with libraries and on the second floor, a large 
terrace allowed experiments with temporary 
outdoor schools. The strong base (plinth) and 
the loggia (on the first floor) reacted to the 
Florentine building tradition in architectural 
terms.1 

Palazzo Gerini
National Institute for Documentation, 
Innovation and Educational research 

4.20
Palazzo Gerini - Via M. Buonarroti 
just after the demolition works 

4.22
impression of the outside of the planned 
addition by Michelucci 

4.21
impression of the loggia in the planned 
addition by Michelucci 
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4.23
illustration: ground floor plan 

4.25
Palazzo Gerini - cortile 

4.24
Palazzo Gerini - view from the Borgo Allegri 
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4.26
illustration: facade Via M. Buonarroti

4.27
illustration: facade Borgo Allegri
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Both the historical development of building 
types in chapter two and the architectural 
analysis of chapter three, as well as the 
analysis of the location, provide input for the 
design exercise. The thorough analysis of 
both the types that largely construct the urban 
fabric of Florence, as well as the specific 
location to position the design, directly 
influence the design. The design principles 
as stated in the conclusion of chapter three 
serve as a guideline for the development of 
the proposal.
This paragraph focuses on the urban 
implementation of the design proposal. By 
carefully studying the surrounding fabric, 
the proposal both tries to reconstruct a part 
of the historic city as well as introduce new 
possibilities.

Urban design
implementation of the volume

4.28
Piazza dei Ciompi
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The current situation has been described 
earlier, and in (•fig. 4.29) on the right page 
the current area of the urban void has been 
highlighted. There is an evident distinction 
between the north- and south side of the 
square. This north side has been designed 
as a square for the neighborhood with trees, 
benches and possibilities for meeting. 
Furthermore, the Loggia del Pesce plays a role 
in bringing people together around cultural 
activities. The south side of the square needs 
some attention. The public space seems to 
dissolve around Palazzo Gerini, making it quite 
loosely positioned. 

Upon this situation, the outline and 
parcellation plan for the building is shown in 
(•fig. 4.30). This drawing already explains the 
essence of the design in terms of the building 
types that were used and the specific way in 
which they were positioned. The Palazzo Gerini 
obviously formed the starting point for the 
addition of new volumes. 
On its south side, a volume made up of 
terraced housing completes the urban block 
and redefines the corners between the Via M. 
Buonarroti and Via dell’Agnolo and between the 
Borgo Allegri and Via dell’Agnolo. It is intended 
as the continuation of urban fabric when 
approaching the location from the Basilica di 
Santa Croce. The parcellation is based on the 
hierarchy of the roads surrounding the plot. 
Historically seen, both the Borgo Allegri as well 
as the Via dell’Agnolo have played important 
roles in the urban network. The Via dell’Agnolo 
is the remnant of an old trading route leading 
from and to the city center. The Borgo Allegri 
became important in the last century while 
drafting the redevelopment plans for the 
neighborhood. Part of the location’s historic 
fabric will be reconstructed in a way. 
The terraced housing is intended for artisans 
of the neighborhood, combining workshop 
and dwelling, radiating the concept of the 
workhome.

On the north side of Palazzo Gerini, the palazzo- 
type formed the base of the intervention. 
The main reason for the implementation of 
a palazzo was the presence of the piazza, 
which currently lacks a proper ‘fourth facade’. 
Furthermore, the palazzo adheres to different 
spatial as well as functional conditions 
compared to the terraced house. Next to the 
fact that a palazzo in itself already possesses 
an urban scale, it is often directed to the 
public domain. 
Especially in the Florence of today, its palazzi 
mainly serve public life. The palazzo-type 
suited the desire to position public functions 
and collective spaces in the building. This 
will be dedicated to the exposition of artisan 
products and the possibility of working 
together in collective workspaces. The volume 
is further filled with apartments, providing 
another type of dwelling in the city center.
Between the two new additions, the existing 
Palazzo Gerini functions as a kind of hinge. This 
building will remain its function and status 
as a National Institute for Documentation, 
Innovation and Educational research, as 
well as house several spaces for educational 
purposes. 

The composition of terraced houses and a 
palazzo lead to the completion of the urban 
block including Palazzo Gerini. (•fig. 4.32)
The Piazza dei Ciompi therewith becomes much 
smaller but defined, as well as the streets that 
lead up to it. 
The building also adheres to the masterplan 
in a functional aspect; it gives a prominent 
position to artisans and their creations.

4.29 - 4.31
illustration: implementation of buildings

current public space

implementation of buildings

new situation 
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4.32
illustration: design proposal and new urban 
situation
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Palazzo dei Ciompi Casa dell’artigiano

Palazzo GeriniLoggia del Pesce

4.33
illustration: urban section with the 
implementation of the volumes

Basilica di Santa Croce

In the urban section, the application of the 
various types can be seen. The casa dell’ 
artigiano present a continuation of the urban 
tissue as one moves from the Basilica di Santa 
Croce towards the Piazza dei Ciompi.
The Palazzo dei Ciompi distinguishes itself by 
volume, rhythm and facade openings. In the 
isometric drawing on the following page, it 
can be seen how the whole of the urban block 
is embedded in its context.
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Palazzo dei Ciompi

Casa dell’artigiano

4.34
illustration: isometric drawing - embedding 
of the volume in the context
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In these sequence of drawings, the 
volumetric evolution of the building 
is broken down into four steps. The 
first step is the introduction of 9 
casa a schiera, positioned in a way to 
reflect their surrounding fabric as 
well as to react on the hierarchy of 
the urban network.

1.

2. The second step resembles the 
introduction of a palazzo. The big 
volume presents an urban gesture, 
whereby it on the one hand forms 
an extension of the existing Palazzo 
Gerini and on the other hand clearly 
marks the border of Piazza dei Ciompi. 
The palazzo therewith completes 
the square with a fourth facade. 

Volumetric evolution

4.35 - 4.38
illustrations: volumetric built-up of the design 

The third step presents the 
shaping of the roof scape. The 
importance of this step should not 
be underestimated; the whole of 
the roof scape of the city captures 
a certain relief, something that 
must be taken into account with the 
implementation of new volumes.
Furthermore, whereas one does not 
see much of the roof while strolling 
through the streets of the city, 
Florence also provides possibilities 
to be viewed from above. 
The roofs of the existing Palazzo 
Gerini have been adjusted to the new 
situation.

3.

The last step projects the facades 
upon the volume. It is also through 
these facades that the difference 
in the use of building typologies 
becomes visible. 

4.
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4.39
illustration: isometric drawing - embedding 
of the volume in the context
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A following step of zooming in leads to a 
closer observation of the facades. Because 
of the scale of the urban block, these facades 
should be understood in their context and 
thus not be isolated. 
The casa dell’artigiano adopt the architectural 
language of the terraced housing surrounding 
the location in terms of building height, 
amount of floors, sloped roofs and facade 
openings. The individual house can clearly 
be distinguished from the whole due to the 
presence of separate front doors and two 
residential windows per floor. 
The facade of the Palazzo dei Ciompi establishes 
an own logic, strongly based on the grid 
responsible for the internal organization of 
the building. The ground floor is completely 
opened by arches, either closed by a window 
or by a double set of doors. The open ground 
floor communicates the public character of 
the palazzo and allows visitors to peek inside 
while passing the building. 

The facade openings on the first floor are also 
arched, establishing a certain relationship 
with the plinth and enhancing the public 
activities on this first floor. The windows 
on the upper three floors are rectangular, 
communicating the residential function of 
these higher floors. 
The marcapiani play a crucial role in the coming 
together of the three different volumes. The 
cornice of the new palazzo connects to that of 
Palazzo Gerini, by which the new volume might 
also be seen as an addition to this existing 
palazzo. The marcapiani dividing the ground- 
and upper floors seems to run all around the 
volume. The intention of this marcapiani is 
to bind all volumes together into one urban 
block, whereas small differences in their 
actual height communicates a certain sense 
of hierarchy. Both marcapiani from the added 
volumes are placed lower than the one of 
Palazzo Gerini, which strenghtens the fact that 
its facade on this street is the main facade.

Urban facades

4.40
illustration: urban facade Via M. Buonarroti
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illustration: urban facade Via Martiri del 
Popolo to Piazza dei Ciompi

The facade on the Piazza dei Ciompi can be 
considered as the front facade of the new 
palazzo. On the ground floor, a loggia forms 
the transition between the piazza and the 
building. In this facade, the basis of a certain 
tripartite division can be seen. A plinth, 
body and crown might be recognized from 
the positioning of the marcapiani. To put an 
emphasis on the center of the facade, the 
openings of the middle three bays have been 
enlarged compared to the adjacent ones. 
The shape of the roof comes from the 
apartment buildings of the 20th century, which 
were also designed as one complete volume. 
In terms of building height, the palazzo 
mediates between the buildings of the 20th 

century and the ones of the 13th and 14th 
century as it fills up the gap in this elevation.
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illustration: urban facade Borgo Allegri

Along the Borgo Allegri, a sort of similar concept 
as with the facade along the Via M. Buonarroti 
prevails. There is a differentiation in building 
typology, whereby the individual can be 
recognized from the whole. At the same time, 
the whole of the block is put together by the 
cornices and marcapiani between the ground- 
and upper floors. Again, the marcapiani of the 
new volumes has been lowered compared to 
Palazzo Gerini. This also marks the difference 
between the buildings and the times in which 
they were created.

Moreover, in this final facade the autonomy 
of the palazzo becomes clear; every facade 
is based on the same rhythm and facade 
openings accordingly, marking the end of 
the urban block and introduction of a public 
space. 

Within the whole of the block, a game 
between unity and differentiation prevails. 
The intention is to weave all three buildings 
together, thus to make a unity of them. They 
are subsequently differentiated through small 
interventions and details in the facade. Next 
to this, all three buildings assume a facade 
composition on their own which already 
makes the parts readable from the whole.
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The siteplan shows the integration of the 
building and its context. For the realization 
of the southern extension, the terraced 
house seemed to provide the right base. 
While building with the investigated type, 
all additions were taken off and the main two 
cells, divided by the staircase, were applied. 
Every house has its own front door and a 
workshop open to the street. The second cell 
serves as a second workshop or as a kind of 
storage space. Residential spaces for the 
families are situated on the upper floors.
The absence of additions leads to a shared 
central value; the courtyard. This connects 
all houses on the inside of the volume, 
stimulating meeting or working together. Via 
the door in the side facade of Palazzo Gerini, 
this courtyard is connected to the interior of 
the palazzo.
This interior possesses a courtyard and two 
straight hallways, supplemented by a couple 
of smaller rooms. Most of the documentation 
and educational rooms of this building are 
found on the first- and second floor.

The palazzo on the north side incorporates 
a mixture of functions. When entering the 
building via the main entrance on the piazza, 
one arrives in a lobby, which might be seen as 
derived from the typical vestibule connecting 
the street to the courtyard. The ground- and 
first floor of the building are dedicated to 
exposition- or free working spaces. This 
enhances the possibility to collaborate 
with other creative institutes throughout 
the city. The lobby serves to introduce these 
expositions and welcomes guests and 
visitors to the building. From this lobby, one is 
directed towards the courtyard. This courtyard 
is in turn connected to Palazzo Gerini, whereby 
all buildings are tied together on the inside 
of the ‘block’. From the walkabout around 
the courtyard, the internal functions of the 
palazzo are reachable, including the staircase 
bringing people up to the first floor. 
Above the first floor, the palazzo provides 
three floors of apartments. Because of its 
scale and public nature, the palazzo-type 
invites for a collective form of dwelling. 

These apartments are reached from separate 
staircases, accessible from the separate 
vestibules beneath the loggia. On either 
corner of the volume, a possibility to locate a 
restaurant or café is included, again focusing 
on the public character of the building and its 
presence on the piazza.
The squares in the pavement beneath the 
loggia are intended for a marble inlay. This 
special inlay communicates the public 
character of the space, something which 
happens more often in Florence. Think for 
example of the (meanwhile closed) loggia 
in Palazzo Medici or the arcade at Piazza della 
Repubblica.

The section (•fig. 4.44) shows the internal 
connection between the buildings. There 
is a possibility to access the courtyards 
via the hallway in Palazzo Gerini. These 
courtyards have a fundamentally different 
character, since one is focused on the (daily) 
collaboration of artisans, while the other 
acts as an extension of the exposition space. 
Together they enhance a feeling of making 
and admiring, symbolically reflecting the 
flourishing system of the guilds in medieval 
Florence.

In short, the underlying concept of the building 
is that artisan products are being made in 
the workshops of the terraced housing and 
exhibited within the palazzo. The thing that 
ties it all together is the learning process, 
symbolically communicated by the institute. 

Siteplan
integration of building and context

4.43
illustration: ground floor in context
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4.44
illustration: section over the whole building
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The following paragraphs aim at zooming 
in on both newly introduced volumes. The first 
one treated is the palazzo. From the drawing 
on the facing page, immediately the building’s 
public character prevails; we see a few people 
sitting on one of the terraces, people entering 
the loggia or a woman admiring works of art 
in the courtyard. The functional design brief of 
the palazzo complies with its presence on the 
square, which also enhances a public feeling. 
The building therefore not only forms the 
fourth facade to the square architecturally, 
but also functionally. The square, in return, 
can then be seen as an extension of the 
building. Expositions, symposia or workshops 
could also take place in the open air, leading 
to a lively square full of activities.
In the interior, we see how the staircase takes 
up visitors to the first floor, which is dedicated 
to the possibility of working together and 
includes free workspace. 

The drawing shows the coincidence of plan, 
section and facade, giving a certain idea about 
the spatial characteristics of the building. 
This is strongly linked with the functional 
brief; arched openings communicate the 
building’s public floors whereas rectangular 
openings pronounce the residential floors. 
In a way this represents a combination of 
working and dwelling, a key concept of the 
literature research. 
Beneath the loggia, the entrances to both the 
apartments as well as the cafés and lobby 
are combined, pointing at the mixture of uses 
within the building. 

All facade openings are formed by means 
of receding layers, as come across by the 
investigated cases of chapter two. The 
presence of marcapiani leads to a recognition 
of the different floors, whereby the one 
dividing the ground- and first and the third- 
and fourth floor prevail. 

On the following pages, the floorplans of the 
palazzo are shown in (•fig. 4.46-4.48). 
On the ground floor, the open character of the 
plinth and the presence of the loggia become 
evident. When taking the staircase to the first 
floor, one enters in a vast space which can 
be furnished to each desire. It is on this floor 
that collaborations between various creative 
institutes within the city can take place. The 
exposition space on the ground floor than 
immediately serves for presenting the results. 
From the second floor on, the palazzo is 
filled with apartments. Nine apartments per 
floor, all somewhere between 70 and 90 m2, 
provide the possibility for small families and 
individuals to live in the city center. This could 
for example be apprentices of the craftsmen, 
or people working in the district. 

Palazzo dei Ciompi

4.45
illustration: sectioned isometric drawing
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4.46 - 4.47
illustrations: ground- and first floor
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In the layout of the apartments, specific 
emphasis was put on the minimal area 
of circulation space and on giving the 
apartments more or less the same size. The 
staircases function as a structural core, 
complemented by a couple of load-bearing 
walls and the facades. In fact, there are two 
different types of apartments; a one bedroom 
and a two bedroom. In a way, one of the core 
values of a traditional palazzo, being the 
arcade around the courtyard which used to 
be present on every floor, is now traded for a 
principle which adheres more to the typical 
apartment building. From the second floor on, 
the walkabout around the courtyard is traded 
for a shared stairwell and landing, which 
seems to fit more with collective housing in 
the 21st century.

4.48
illustration: typical apartment floor
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In a similar fashion as with the case 
studies, the materiality of the building is 
shown by means of two facade fragments. The 
first one shows three bays of the palazzo’s 
front facade, facing the Piazza dei Ciompi. 
The main body of the palazzo is clad in one 
material; travertine. Travertine is a kind of 
limestone and is often used in Italy.  
The main argument for using one material 
comes from the investigated examples for 
the research. The surface of the material 
is treated differently as the material is 
used in the plinth, body and crown of the 
volume. These are distinguished through the 
marcapiani between the ground- and first 
floor and the one between the third- and 
fourth floor. The way in which the travertine 
is clad on the facade resembles the masonry 
works of traditional palazzi. The sizes of the 
units become smaller as one gazes from the 
bottom up. This particular gradient in the 
appearance of the material reflects the idea of 
a rustication that becomes smoother towards 
the top of the building. 
The facade openings are realized by means 
of receding layers, also clad in travertine. 
Furthermore an abstracted version of the 
former extensive cornice finishes the vertical 
surface of the building. In the plinth, the 
coming together of different functions can be 
seen. 

Facade fragments

4.49
illustration: facade fragment including section
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4.50
illustration: facade fragment including section

The second facade fragment shows the 
connection between the Palazzo Gerini and the 
new palazzo. In this fragment, several details 
of this connection can be seen and will be 
discussed. 
As mentioned earlier, the marcapiani of the 
new buildings have been positioned a little 
lower than those of the Palazzo Gerini. The main 
reason for this is the fact that the facades of 
Palazzo Gerini, in the side facades of the whole 
‘block’, actually resemble the main facades 
of the existing palazzo. By pulling down the 
new marcapiani, the facades of the existing 
palazzo prevail. This establishes a certain 
hierarchy within the whole of the block, 
making the distinction between the various 
volumes possible. 
Another interesting aspect in this facade 
fragment is the appearance of the top floor of 
the new palazzo. The marcapiani is placed in 
such a way that it almost prolongs the cornice 
of Palazzo Gerini, stating the differences 
between 15th and 21st century building ideals. 
Whereas the cornice of the 15th century 
contributed to the expression of the palazzo 
and wealth of the family, the 21st century is 
largely focused on efficiency and affordable 
buildings. The whole top floor might almost 
be seen as the complete cornice of the new 
palazzo in this way, hence the dominance 
of that specific marcapiani in forming the 
material transition between the body and 
crown.
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On the southern side of Palazzo Gerini, 
the volume is built up from terraced housing 
intended for craftsmen of the city. The 
purpose of this extension was to experiment 
with the useability of the type, especially 
because it is not deployed anymore. All 
houses have a similar organization, which 
consist of a workshop on the street together 
with a front door leading to the staircase. 
Behind the staircase, a second workshop 
faces the collective courtyard of the volume. 
This courtyard enhances a culture and 
atmosphere of inspiration, stopping by each 
other and working together. All this used to 
happen on the streets of medieval Florence 
and has now been turned inside out. The 
streets themselves have namely largely been 
taken over by traffic and tourists. 
There is one exception in the parcellation of 
the block, located in the middle part facing 
the Via dell’Agnolo. This house is structured in a 
similar way compared to the other houses, but 
is laid on its side. The reason for this is that 
in such a way the courtyard would become 
spacious enough to connect all other houses. 

The drawing on the facing page gives 
an impression of the functioning of the 
whole. Along the Via M. Buonarroti, there is 
a craftsman in front of his house talking to 
curious pedestrians. In the courtyard, we see 
a man catching a glimpse of the works of his 
neighbor, one person is enjoying a little break 
and furthermore some discussion is going on. 
Compared to the palazzo discussed earlier, 
this building type remains much simpler; it is 
merely based on its function. Regarding the 
design principles stated in chapter three, it 
captures the cellular structure divided by the 
staircase, the presence of residential floors 
on top of a ground floor intended for working, 
the presence of two facade openings per floor 
and a clear distinction between the ground- 
and upper floors. 

The volume differentiates from its context 
by means of its roofscape. The roofs of all 
houses combined might appear as if it were 
one volume, whereas the surrounding fabric 
is characterized by a great relief in the 
roofscape. That is because this roofscape 
was put together over the course of several 
centuries and specific transformations of 
individual houses (as come across in chapter 
two) have lead to a great sense of individuality 
of the houses which together constitute the 
whole of the urban fabric. Because of the 
collective values in this project and the play 
between unity and differentiation, a solution 
for the roof of the ensemble of all buildings; 
the terraced houses, Palazzo Gerini and the 
new palazzo, had to be sought resulting in a 
homogeneous shape.

In the floorplans on the next pages, one of 
the terraced houses has been elaborated on 
all floors, showing the intended use of the 
spaces. 

La casa artigiani

4.51
illustration: sectioned isometric drawing
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4.52
illustrations: typical floorplans 
casa dell’ artigiano
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As for the materiality of the terraced 
houses, the central concept of materialization 
as come across with the case-studies has been 
applied meaning the use of two different main 
materials. Here, these materials are plaster 
and brickwork. They have been applied in a 
way to make a clear distinction between the 
ground- and upper floors. This resembles the 
character of the building type as a workhome, 
where there is a clear differentiation between 
the working and residential spaces of the 
house. The ground floor has been plastered, 
something that was taken over from the 
surroundings. The opening of the workshop 
has been closed with glass in order for 
passers-by to peek inside. A marcapiani 
between the ground- and first floor forms a 
visual transition between the functions. The 
use of brickwork in the residential floors is 
however less typical. In Florence it is not very 
common to leave brickwork as a final facade 
material. The experimental use of brickwork 
questions facade themes such as marcapiani 
or window frames. These, in Florence often 
decorative, themes have been subtly dealt 
with in the bricklaying patterns. Around the 
windows, the ‘frame’ is realized by a receding 
layer. Marcapiani of the higher floors have 
been marked by a layer of bricks turned on 
their side. (in Dutch known as the ‘rollaag’)

The connection to Palazzo Gerini shows that 
the terraced house adheres in a subordinate 
way. The marcapiani have been lowered, the 
same goes for the roof egde. All floors are 
less high, which leads to presence of four 
floors in the terraced house whereas there 
are three in Palazzo Gerini.

Facade fragment

4.53
illustration: facade fragment including section
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The visualizations aim to give an 
impression of the new situation, after the 
implementation of both the new Palazzo dei 
Ciompi as well as the Casa dell’artigiano.
They aim to convey the intentions of the design 
proposal, which on the one hand was about 
researching a certain typological continuity 
and on the other hand about supplying the 
neighborhood with new functions suiting a 
different range of users. The functional design 
brief was strongly based on the district’s 
history and the possibility of working aside a 
piazza. 
The new palazzo fills the existing gap and 
presents itself on the piazza as a fourth 
facade. (•fig. 4.54) A mixture of uses on the 
ground floor leads to a mixture of people, 
coming to the square for leisure, business or 
dwelling purposes. 

In the next visualization, the Piazza dei Ciompi 
is shown in the new situation. The otherwise 
empty square is now complemented with a 
building which not only gives the square some 
public functions in return, but also puts an 
emphasis on its character in a formerly dense 
urban fabric. The presence of an urban square 
of this size is quite rare in the district of Santa 
Croce. 

The third visualization (•fig. 4.56) shows the 
new situation in the Borgo Allegri when coming 
from the Basilica di Santa Croce. In this image, 
the combination of all three buildings can be 
seen. The widened street has become defined 
and communicates the idea of approaching a 
public space.

Visualizations

4.54
arriving at the Piazza dei Ciompi when 
coming from the Duomo
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4.55
view of the Piazza dei Ciompi including the 
new Palazzo dei Ciompi
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4.56
view of the Borgo Allegri towards 
Piazza dei Ciompi
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4.58
close up of the loggia with terrace

4.57
view through the Loggia del Pesce towards 
the new Palazzo dei Ciompi

The image on the left shows the view as 
gazing through the Loggia del Pesce over the 
Piazza dei Ciompi. Together with the loggia, the 
building invites people to stay on the square.

The image on the top shows one of the 
terraces as belonging to the restaurants or 
cafés within the building. The loggia of the 
building acts as a transition beween the public 
square and the building and provides for 
meeting, entering the lobby and apartments 
or grabbing a coffee or gelato.
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Conclusion

Now that the design proposal is 
presented and evaluated, one is able to draw 
conclusions. This paragraph is dedicated to 
an effort in stating such conclusion. 
This fourth chapter questioned a possible 
typological continuity for the Florentine 
workhome as come across through the case-
studies in chapter two. The chapter started 
with stating a design question: 

“how can the typological development be 
deployed in shaping a design on a (specific) 
location?”

The question was however rather focused 
on using the results of chapters two and 
three. This chapter has made clear that the 
project location itself also resembles an 
important aspect in the design. Decisions 
during the design process were thus not only 
based on consulting the design principles 
as stated in the conclusion of chapter three, 
but also to a great extent by integrating the 
location. Therefore, this chapter started 
with an extensive analysis of the location, 
uncovering its (recent) history and capturing 
its information in drawings. By means of 
maps on a district scale, urban sections of 
various scales and isometric drawings the 
urban and architectural values of the location 
were made insightful. 

We have seen how, through the design 
principles and characteristics of the location, 
the building types were implemented on the 
location. For the architectural evaluation of 
the design, also both served as sources of 
information and inspiration. 

Things such as the grid, rhythms, the ratio 
between the open and closed parts of the 
facade, building heights, roof scapes and 
ground floor area all came from the location, 
grounding the building in its context. This is 
made explicit in (•fig. 4.59), where the facade 
of the new palazzo is shown in the urban 
elevation of the Via Martiri del Popolo. 

What further speaks from the drawing is the 
open character of the ground floors, which are 
directed towards the public domain. 

The new building mediates between the 
design principles as came forward from 
the architectural analysis and the direct 
information given by the project location. 
With its height, it forms the mediator between 
the apartment buildings of the 20th century 
and the existing terraced housing. 

4.59
illustration: the context as a source of information
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When having another closer look at the 
location, it can be remarked that the district 
consists of many different building types from 
different periods of origin. In the Florence 
of today, these building types stand next to 
each other, shoulder-to-shoulder (•fig. 4.61), 
and determine the context for the design 
proposal. 

In a way, this principle (of standing side-by-
side) also speaks from the design proposal. 
Palazzo Gerini has been accompanied by two 
new volumes, using the typical terraced house 
and palazzo as starting points.(•fig. 4.60)

In the design of the ensemble of buildings, 
the game between unity and differentiation 
formed a great challenge. By means of small 
differentiations, a certain individuality of the 
parts comes to the front. Think for example 
of the lowering of the marcapiani of the new 
volumes compared to the existing building, 
emphasizing its presence and the fact that 
this facade formed the main facade. 
The element that probably plays the greatest 
role in the unification of the ensemble is the 
roof. When looking at the isometric drawing 
(•fig. 4.60) again, it can be remarked that it 
is designed as one whole. The new palazzo 
herewith directly connects to the existing, by 
which it may seem more of an addition instead 
of a new building. The part with terraced 

housing has been entirely lowered, mostly 
to suit the surrounding fabric and to break 
down the building’s mass. At the piazza, the 
building height plays a crucial role. In order 
for the building to form a fourth facade to the 
square, it needs this certain ‘urban presence’ 
reminding of the investigated palazzi. 

The main question about this roof is whether 
it fits the Florentine building tradition or the 
project location. Certainly from above, the 
ensemble appears to be one whole, whereas 
differentiation in the facade design tries to 
break this down. Together with several other 
themes, for example the materialization, 
these design decisions in a way mark an 
experimental touch to the design process as 
well as personal influences of the designer. 

On a broader level, this thesis was about 
researching a possible continuity of the 
workhome in general, something that will be 
discussed in the reflection.

4.61
illustration: different building types stand 
shoulder-to-shoulder

4.60
illustration: isometric drawing design proposal
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CHAPTER V
reflection
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Piazza Cesare Beccaria Piazza Pietro Annigoni

The city of Florence is built up of many 
different building types. The research has 
examined and evaluated the genesis and 
typological development of the building type 
combining working and dwelling, also referred 
to as the ‘workhome’ in this thesis.

The connection between various scale levels, 
reaching from the urban to the architectural, 
proved to be of importance. In this reflection, 
the general research question is recalled, 
after which an attempt is done to formulate 
an answer to this question. As stated in 
the introduction of this thesis, the research 
question reads as follows:

“how can the Florentine relationship between 
working and dwelling be defined, and continued?”

Part of the answer to this question has already 
been given; the combination of working and 
dwelling might be defined by the workhome. 
Its name already gives a good description 
of the building type; in the workhome, both 
dwelling and workplace have been combined 
in the same building. In Florence this principle 
manifests itself by means of workshops 
(botteghe) on the ground floors of the buildings 
and residential spaces on the upper floors. 

Backed up by a general understanding of the 
building type, its relation to the city-scale 
and presence in other countries, chapter one 
has given a historical timeline of Florentine 
craftsmanship. From this the presence of a 
specific Florentine workhome was confirmed.

Chapter two has shown how from the more 
organically arisen merchant courtyard 
houses, the step towards planned 
development in the 13th and 14th century was 
made by the introduction of the casa a schiera. 
The Renaissance dealt with the urban fabric 
in another way, namely by implementing 
buildings of such scale as to introduce a 
certain hierarchy within the city. The palazzi 
established an urban gesture on their own, 
and their scattered existence throughout the 
city was connected by their architectural 
language. The 19th century put an end to the 
combination of working and dwelling in the 
same building. Florence becoming capital 
introduced a vast demographic incline and 
economic welfare. For the last time up until 
today, the city was greatly expanded, this time 
by architect Giuseppe Poggi. Following the 
tendency and principles of the specific period 
of time, residential urban districts became 
spacious and working mainly happened 
outside the dwelling.

Reflection

5.02
illustration: urban section from Piazza 
Beccaria to Via dell’Oriuolo along Piazza Pietro 
Annigoni and Piazza dei Ciompi

Piazza dei Ciompi

5.01
illustration: interventions of both projects in 
the masterplan (previous page)
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Piazza d’Azeglio

The research adhered to different scale levels 
and examined urban as well as architectural 
properties of the Florentine workhome in 
chapter three. The information of these 
various scale levels has been translated into 
a set of design principles to form the lead 
of the design process. In a similar way, thus 
connecting upon various scales between 
the urban and architectural domains of the 
city, the design proposal was developed. In a 
way this presents a connection between the 
preliminary research and the design exercise. 

This exercise was in turn also greatly 
influenced by the specific project location 
which largely became clear in the conclusion of 
chapter four. This location, and its history, has 
also given the inspiration for the masterplan, 
of which the final implementations can be seen 
in (•fig. 5.01 - 5.03). Through the masterplan, 
the projects adhere to the neighborhood and 
gain a certain relevance in this neighborhood. 
Especially the urban sections provide 
worthful information. They show the general 
morphology, building types, developmental 
history and character of the neighborhood. 

The design process was thus largely 
influenced by reading, analysing, drawing 
and observing both the historical as well as 
the present situation of both research and 
location. The design is therefore the outcome 
of the preliminary research and the location, 
whereby it translates and tests the knowlegde 
of these parts in its appearance.

That leaves us with answering the part 
of the research question that focuses on 
the continuity of the workhome. In today’s 
perspective, especially strengthened by the 
corona-pandemic, working from home has 
become popular again. For little more than 
a year now it has even been the standard. 
The traditional workhome might have been 
outdated, mainly because of today’s service 
economy and information revolution. 

In the Florentine context, where the organism 
of craftsmanship is still to be found in the city 
center, a certain continuity of this principle is 
not very strange. The design process largely 
consisted of experimenting with the principle. 

5.03
illustration: urban section from Piazza 
d’Azeglio to Piazza Santa Croce along Piazza 
dei Ciompi

Piazza dei Ciompi Basilica di Santa Croce

The building tries to nestle itself in the context 
but at the same time wants to introduce new 
possibilities to this context. The presence 
of both private terraced housing as well as 
public functions and apartments questioned 
the possibilities of living in the city center 
again. I believe that the design has given a 
possible answer on this, created in the present 
but strongly based in the city’s history.

It remains however questionable if the 
terraced house still forms a building type to 
strive for within urban contexts. On the one 
hand, the answer to this question should be 
yes, since this stimulates the liveability of 
the center as discussed by Holliss (2015) in 
chapter one. In specific urban interventions, 
of a relatively small scale, the terraced house 
might be deployed for the construction of new 
housing.

On the other hand, terraced housing might not 
be seen as the right form of urban expansion 
when it comes down to larger projects or even 
neighborhoods. In these contexts it mainly 
grew out of fashion and new conceptions 
regarding dwelling and building techniques 
have stimulated the construction of other 
building types.

A critical note on the end of this thesis seems 
suitable regarding the transition between the 
prelimary research and the design. 
At the end of the third chapter, the cases have 
been quite loosely interpreted which restricts 
the design principles to specific situations 
encountered during the research. The design 
principles were therewith based on the results 
encountered in the research via literature 
study and case study documentation.
For this transition, also a more rational tool 
regarding a typological continuity could have 
been developed, backed up by literature 
and giving a more general understanding 
about the notion of type and how to strive 
for a typological continuity. Possessing the 
knowlegde of the types that constitute the 
city’s fabric is very helpful in establishing 
designs in that city. 
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