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This graduation report has emerged within the 

Gran Torino atelier and is the individual continu-

ation of the conducted collective research which 

studied the genesis and transformation of Turin (It-

aly) through a typo–morphological working meth-

odology. The theoretical framework of this report 

is confined to the Baroque city and its Fascist re-

construction. More specifically, the capitalization of 

Turin in 1563 and its consequent reconstruction by 

ducal architect Ascanio Vittozzi from 1584-1605 

mark the genesis of the Baroque city in Turin. The 

emergence of the Baroque city, under Absolutist 

rule, has led to a coherent system of axes, contin-

uous façades and urban sequences. In the case of 

Turin, this system has been rigorously prescribed 

which has led to great consistency and thus con-

tinuity in urban and architectural expansions that 

remained substantially unbroken until the Napo-

leonic Age. The continuous façade and the porti-

coes (portici) are the main genetic elements of the 

Baroque city which facilitated this continuity. The 

continuity of the city will be derived through the 

built work, since if such prescriptions exist, than 

they can be read through the built work. Especially 

the Fascist reconstruction of one of the main axes of 

the Baroque city, Via Roma, (1931-1937) presents 

a contemporary evaluation of continuity through 

Vittozzi's model. This model will be elucidated and 

elaborated in order to provide theoretical ground 

for (future) reintegration of the Baroque city. Evi-

dently, the working methodology of the individual 

research and design is analogous to the contents of 

the graduation studio. Therefore, for the model of 

continuity the typo–morphological working meth-

odology has been employed to highlight a genetic 

element; that is, the urban palace (palazzo). This 

typo–morphological research has pointed out that 

the Turinese palazzo in the Baroque city is highly 

reminiscent of two archetypes: the Italian palazzo 

and the French hôtel. Consequently, accumulated 

knowledge of the (genetic) elements of the Baroque 

city and the response of the Fascist reconstruction 

are rationalised so that generalizable knowledge 

is generated. To verify these models the design is 

located in the Baroque city and borders at its Fas-

cist reconstruction. These models reintegrate the 

design in the Baroque city and by that simultane-

ously test their own validity. Main purpose of this 

graduation work is to build on the continuity of the 

European city and its specific Turinese appearance.
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A T E L I E R  G R A N  T O R I N O

C O N T E N T  A N D  R E S U L T S

This graduation atelier consisted of two phases: a  

collective research phase and an individual phase 

of research and design (a better approach to the ap-

plied methodology is research by design). An in–

between moment that connected these two phases 

has been the symposium The Reality of the City at 

the Politecnico di Torino. At this point the collec-

tive research phase has been critiqued and reflect-

ed upon and ultimately has been positioned in the 

contemporary debate with regard to the content of 

the symposium. In the context of this graduation 

atelier the theoretical frame sketched at the sympo-

sium is representative for the atelier's content and 

general attitude and working method.

The collective research in the first part of the grad-

uation atelier explored the genesis and transfor-

mation of Turin through a typo–morphological 

approach. At first the genesis and transformation 

of the city has been studied through its morphol-

ogy. Later on this study has been subdivided into 

the most important architectural and urbanistic 

periods which have been dissected into smaller 

units for in–depth typo–morphological study and 

analysis. In retrospect, this subdivision follows the 

general model of the European city as presented by 

(Lichtenberger, 1970). 1 For a reference of Lichten-

berger's model see Fig 20 and see Fig 27. This collec-

tive research phase culminated into the publication 

of the Gran Torino Atlas which was presented at the 

symposium in Turin. The session of the presenta-

tion of the Gran Torino Atlas was being attended 

by several speakers of the symposium, these includ-

ed: Hans Kollhoff, Fritz Neumeyer, Uwe Schröder, 

Bernard Colenbrander, Carlo Moccia and evidently 

the supervisors of the graduation atelier Christian 

Rapp, Silvia Malcovati and Haike Apelt. Taking 

the critique into consideration the atlas was well 

received. Therefore, this is an affirmation that the 

content and methodology of the atlas is congruent 

with the content of the symposium. The sub–title 

of the symposium, Continuity and Change in Urban 

Architecture: Lessons from the Seventies, reveals the 

theoretical frame of the symposium which refers 

to the influence of the work of the Neo-Rationalist 

movement. This period has been fuelled by highly 

influential works such as Aldo Rossi's L'architettura 

1. Lichtenberger, E. (1970). The nature of European urban-
ism. Geoforum, 1(4), 45-62. doi:10.1016/00167185(70)
90058-8
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della città (1966), Giorgio Grassi's La costruzione 

logica dell'architettura (1967) and Vittorio Gregot-

ti's Il territorio dell'architettura (1966). The typo–

morphological methodology of this graduation stu-

dio is an exponent of the influence of these works. 

One of the conclusions of the collective research has 

been that Turin, as many other contemporary cities, 

knows a periphery that for a large extent consists out 

of generic substance. But, as has been demonstrated 

in the morphological development of the city, the 

inner–city of Turin, the city with the boundary of 

the Baroque city, is clearly legible and distinguish-

able from this generic substance. (For reference of 

the boundary of the Baroque city see Fig 21 → see 

Fig 26). Thus, the substance of the Baroque city has 

had, to a large extent, the capacity to counter ge-

neric development due to its strong urbanistic and 

architectural layout. These architectural and urban-

istic interventions built for a long time on existing 

foundations, that is, they continued existing urban 

models. In the case of Turin the most prolific ex-

ample are the portici, large covered walkways with 

continuous façades, that shape the face of entire 

urban axes. While each time period contributed 

and transformed this existing system, 2 it respect-

ed its existing foundations and by that also built on 

it. The tabula rasa approach of the Modernists did 

not land in Turin, at least not within the boundary 

of the Baroque city. Even after major destruction in 

WWII the intrusion of generic architecture in the 

2. For a comprehensive overview of all major architectur-
al and urbanistic interventions (date, location, architect) 
within the boundary of the Baroque city → See Appendix 2

Baroque city is rather moderate. This moderate in-

trusion implies two things: 1. The urbanistic model 

of the Baroque city is powerful enough to counter 

–and/or integrate– generic intrusions. 2. The model 

of the Baroque city can easily be re-established by 

reclaiming these generic intrusions and 'patching' 

them with the genetic elements of the Baroque city.

The collective research phase highlighted the Ba-

roque city as a legible urban model and in its specif-

ic configuration the model of the Baroque in Turin 

can be considered Turinese but also European. Also, 

the formal aspects of the Baroque urban model have 

informed transformations of the city from the 16th 

century until decades after the Italian Unification 

(Risorgimento) and have even informed some recon-

structions of WWII in Turin. While these urbanis-

tic and architectural interventions mostly emerged 

under authoritarian regimes, they never have been 

exclusively self–referential, but have always referred 

to the historical continuity of Turin. Therefore, with 

each transformation ideological content has been 

added to the city. While the collective research 

phase has discovered and pointed out the existence 

of such continuity through identifying the most 

important paradigms and urban models, the indi-

vidual research aspires to connect this knowledge 

and mould it into generalizable knowledge: a repro-

ducible model. So that one can rationally apply this 

knowledge and thereby contribute to the historical 

continuity of the city. Building on and transforming 

historical continuity, as demonstrated in the collec-

tive research, is therefore the most potent tool to 

strengthen –and preserve– the identity of the city. 
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Fig 5 — Setting of the presentation of the Gran Torino Atlas
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Fig 6 — Original situation

Fig 7 — Generic intrusion (La Rinascente)

Fig 8 — Original and current situation (Cassa di Risparmio, 1910)
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T H E O R E T I C A L  F R A M E W O R K 

R E S E A R C H  S T A T E M E N T,  M E T H O D O L O G Y  A N D  R E P O R T  S T R U C T U R E

Before the content and approach of the performed 

research and design are being defined, the selec-

tion for the topic of this graduation report is being 

clarified. The basis for this selection has been the 

collective research brought together in the Gran 

Torino Atlas. As already has been mentioned in the 

introduction is that the city of Turin displays great 

sensibility towards historical continuity through 

its architectural and urbanistic interventions. This  

historical continuity is most readable within the 

boundary of the Baroque city as has been observed 

through the system of porticoes (portici) and the 

structure of the façades connected to these porti-

coes. This system, if the assumption of a 'system' 

can be made a priori, provides a legible demonstra-

tion of urban continuity that can be read through 

the façade and the portico. Authoritarian Absolutist 

and Fascist regimes have produced successful ur-

ban spaces in Turin and have contributed to the 

system of portici. Consequently, these regimes have 

built on the continuity of the city. So it is intriguing 

to assess what caused these regimes to follow an ex-

isting model rather than superimposing their own 

superiority on the existing. What is furthermore in-

triguing about the model of the Baroque city is that 

intrusions of generic architecture are rather mod-

erate in the city of Turin. Therefore, an hypothesis 

can be made based on these observations (as men-

tioned in the introduction). 1. The urbanistic mod-

el of the Baroque city is powerful enough to counter 

–and/or integrate– generic intrusions. 2. The model 

of the Baroque city can easily be re–established by 

reclaiming these generic intrusions and 'patching' 

them with genetic elements from the Baroque city. 

The title Torino Rinata: A typological conciliation of 

Fascist legacy in the Baroque city refers not only to 

a personal research interest but also the hypothesis 

and consequent research and design. As stated in 

1) and 2) the Baroque city can be re–integrated in 

order to strengthen its identity (since it has shown 

to be fairly resistant to genetic intrusions). Clues for 

this treatment are being looked for in the Fascist re-

construction of the Baroque city. The ultimate goal 

is therefore to distil the genetic elements of both the 

Baroque and Fascist city. If these genetic elements 

are disjunct the model of continuity should be re-

jected,  if they are similar the model of continuity 

can be affirmed and knowledge has been generat-

ed in order to 'continue' the city without destroy-
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ing its identity. So to summarize: the topic of this 

graduation report is the Baroque city and its Fascist 

reconstruction and how these two models are con-

gruent (a typological conciliation of Fascist legacy in 

the Baroque city).

Problem statement

As has been stated, intrusions of generic architec-

ture, which weaken the identity of a city, are rather 

moderate within the boundary of the Baroque city 

of Turin. However, this is not self–evident at all. The 

main assumption is that due to a strong urbanistic 

model, which emerged in the Baroque Age, and a 

strong emphasis on the continuity of the historical 

city, such a resilience could have been achieved. 

However, this does not imply that there is an ab-

sence of generic architecture within the boundary 

of the Baroque city. At discrete points in the city 

the identity of the Baroque city has been weakened 

through the intrusion of generic architecture. In 

the Fascist treatment of the Baroque city, which will 

be explored in Turin through a case study, meth-

ods have been employed in order to continue the 

Baroque city. These methods will, if viable, be em-

ployed in the design. The reconstruction of the Ba-

roque city is not an end in itself in this research and 

design, it is an exercise in continuing and transform-

ing it based on its original intentions, its genetics.

Purpose

Then, what is the purpose of the pursued research  

and design as defined in the introduction and prob-

lem statement? The purpose of this graduation pro-

ject is to understand the genetic elements of the Ba-

roque city and how these genetic elements can be 

rationalised, and therefore be used, in order to re-

integrate and continue the Baroque city when pos-

sible. The genetic elements thus serve as a toolbox 

to repare, reintegrate or correct (generic) intrusions 

that do not follow the principles of the Baroque 

city. This attitude, as will be demonstrated in the 

research, in itself is very Baroque. The same will be 

done for the Fascist reconstruction of Via Roma and 

how this reconstruction responded to these genet-

ic elements. If the Fascist intervention proves to be 

a continuation of the Baroque city than the Fascist 

intervention has contributed to the historical con-

tinuity of the city and can serve as a model on how 

to treat the genetic elements of the Baroque city.

Relevance

The relevance of the research in this graduation re-

port is to provide insight in the continuity of the 

European city and to hand over a recipe to actual-

ly realize such continuity, specifically aimed at the 

case of Turin. So within the theoretical boundary 

of the Baroque Age –and its Fascist interpretation– 

the continuity of the European city will be demon-

strated. The design is a tool to test the possibilities 

of this model within the city of Turin on basis of a 

small set of formal rules acquired in the research. 

The ultimate goal is to contribute to the continuity 

of the city through the design and by that strength-

ening its identity; the historical continuity of the 

city is what gives substance and meaning to it.
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Research question and –methodology

As has been explicated and derived in the content 

and results of the graduation atelier, the working 

methodology is of a typo–morphological nature. 

Moneo 3 summarizes the essence of this approach:

Architecture has to be considered in its own 

right, as an entity in itself. That is, like other 

forms of art, it can be characterized by a con-

dition of uniqueness. [...] On the other hand, a 

work of architecture can also be seen as belong-

ing to a class of repeated objects, characterized 

like a class of tools or instruments, by some gen-

eral attributes. [...] In these terms it can be said 

that the essence of the architectural object lies in 

its repeatability.

So the working methodology is to derive a model that 

is both specific to the situation but repeatable. This is 

inherent to the typo–morphological method since it 

inherently generates generalizable knowledge. This 

method therefore simultaneously satisfies the stated 

purpose and relevance of this research and design. 

→ Main research question: In what way can the 

Fascist reconstruction of Via Roma be employed to 

demonstrate and strengthen the continuity of the Ba-

roque city?

The main research question is divided in multiple 

sub-questions in order to operationalize the main 

research question: 

3. Moneo, R. (1978). On Typology. Oppositions, 13, p. 23

1. What is the definition of the European model 

of the Baroque city in terms of political, mor-

phological and architectural content?

2. What are the genetic elements of the Baroque 

city and how do these contribute to the histori-

cal continuity of the city of Turin?

3. How is the Fascist reconstruction of Via Roma 

integrated into the Baroque city?

4. What is the typo–morphological structure of the 

Turinese palazzi nobiliari and what are its ge-

netic elements?

5. How can the acquired typo–morphological 

structure and its genetic elements be rational-

ised in order to support future integration of 

the Baroque city and its Fascist reconstruction?

Structure of the report

The structure of the report obeys the order of the 

research questions (the research questions zoom in 

from the urban scale to the architectural scale, as 

the typo–morphological method requires).

1. Before proceeding to the research and design,  

the atelier will be concisely positioned in the Italian 

debate and the typo–morphological method will be 

positioned within the Italian context. (Ch. 2).

2. (Ad. 1). Firstly the characteristics of the Baroque 

city will be derived together with its main genetic ele-

ments. The main focus is to gain understanding  of the 

Baroque city and gain understanding of its place in 

the model of the European city through its political, 

morphological and architectural structure. (Ch. 3).
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3. (Ad. 2). The genetic elements will, when possible, 

be summarized into a model of continuity. (Ch. 3).

4. (Ad. 3).The characteristics of the Fascist recon-

struction will be derived together with its main ge-

netic elements. Through case studies the attitude of 

Fascist reconstructions will be derived. (Ch. 4).

5. (Ad. 4). The typology of the Baroque palazzi no-

biliari will be reconstructed (also taking the chapter 

on the Baroque into account). (Ch. 5 → Ch.3).

6. (Ad. 5). Before proceeding to the design, all ma-

jor conclusions (and models) will be summarized 

and connected to provide an overview of the entire 

theoretical framework. (Ch. 5).

6. The design will be shown and explained based on 

the theoretical foundations acquired in the previ-

ous chapters (see annotations 1 → 6). (Ch.6).

7. A concise reflection will be made on the gradua-

tion process and consequent recommendations for 

further research are being done (through reflection 

and references). (Ch. 7).

Design exercise

The design is aimed at one discrete point within 

the Baroque city that has become defective due to 

the intrusion of generic architecture. The defec-

tive point that has been chosen is located at Piazza 

C.L.N. (Piazza Comitato di Liberazione Nazionale) 

currently occupied with a shopping centre owned 

by Italian luxury retailer La Rinascente (see Fig 7). 

This building is the antithese of the Baroque gram-

mar nor does it respond to the Fascist reconstruc-

tion of Via Roma. The location is therefore exempla-

ry material to demonstrate an alternative scenario.

Apart from simply presenting an alternative sce-

nario for this location the alternative scenario eval-

uates and tests the acquired theoretical framework. 

Therefore, the design task is being referred to as 

an exercise, it relies on the acquired knowledge of 

the models of Baroque and Fascist continuity and 

their typo–morphological logic. The design method 

is thus research by design.  The design proposal at-

tempts to restore the urban fabric of the Baroque 

city through the methodology derived from the 

typo–morphological model of the Baroque noble 

palaces (palazzi nobiliari). It is not a mimetic nor 

nostalgic approach but it builds on this acquired 

theoretical system. For an example of an extreme 

rationalisation of this model see Fig 9. 

The most representative façade of the design bor-

ders at the Fascist reconstruction of Via Roma and 

therefore is the missing link between the Baroque 

city and its Fascist interpretation. The design thus 

attempts to close the Fascist system through the 

façade while it restores the urban fabric of the Ba-

roque city through the design of the Baroque pala-

zzo. A typological conciliation is being achieved 

at the point were the design answers as well to the 

Baroque idiom as to the Fascist idiom and there-

fore ensures the historical continuity of the city (e.g. 

through the double colonnade citation). Then the 

model can also be applied on other defective points 

in the Baroque city and in the more complex sit-

uation where defective points are confronted with 

both the Baroque city and its Fascist reconstruction.
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Fig 9 — Example of the rationalisation (and continuation) of the palazzo typology in Turin
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Fig 10 — Pianta di Roma, rilievo dell’attuale tessuto urbano. After Venice (Studi per una operante storia urbana di Venezia) 

Muratori continued his typo-morphological research in Rome. Image from publication: Muratori, S., Bollati, R., Bollati, 

S. and Marinucci, G. (1963). Studi per una operante storia urbana di Roma. Consiglio Nazionale delle Ricerche: Roma. 
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As has been pointed out in the introduction, this  

graduation atelier can be positioned as an exponent 

of the Neo-Rationalist discourse and of its conse-

quent typo-morphological working methodology. 

This methodology has been applied in the collec-

tive research phase (Gran Torino Atlas) and con-

sequently, this approach will be continued within 

the scope of the individual research and design. An 

important motive to reflect on and position the ty-

po-morphological method is because the content of 

this graduation atelier is closely tied to the Italian 

discourse and the project location itself is evidently 

situated in Italy. Furthermore, this report has been 

written outside the realm of the Italian architectural 

discourse and in the Dutch context the genesis of 

the typo-morphological method might need some 

introduction. When one refers to the typo–morpho-

logical method, one inherently refers to a typo–mor-

phological school. The typo–morphological method 

is then often divided into three 'schools': 1. The 

Italian school of Saverio Muratori et al., the French 

school of Jean Castex et al. and the British school 

(Birmingham School) of M. R. G. Conzen et al. The 

Italian typo-morphological school can be considered 

the mother of all succeeding schools. Offspring 

of the Italian school are thus the French school of 

Castex et al. and the British school of Conzen et al.

The genesis of the Italian typo-morpholog-
ical school: Giuseppe Samonà and Saverio 
Muratori

After the Second World War Giuseppe Samonà at-

tracted seemingly "disparate figures", or "refugees" 

as (Koster, 2001) 1 refers to them, to the Istituto 

Universitario di Architettura di Venezia (IUAV) 

where Samonà was dean. Among these "refugees" 

were names as: Aldo Rossi, Manfredo Tafuri, Car-

lo Aymonino, Franco Albini, Bruno Zevi, Ignazio 

Gardella, Luigi Piccinato, Leonardo Benevolo and 

Saverio Muratori. In retrospect, this generation 

of "refugees" would become leading figures in the 

architectural discourse. The importance and res-

onance of the work of aforementioned architects 

1. Koster, E. (2001). Stadsmorfologie: een proeve van 
vormgericht onderzoek ten behoeve van stedenbouwhistor-
isch onderzoek. (Ph.D). Rijksuniversiteit Groningen. p. 48

T H E  T Y P O - M O R P H O L O G I C A L  S C H O O L

A  C O N C I S E  I N T R O D U C T I O N  T O  T H E  I T A L I A N  D I S C O U R S E
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and theorists cannot be overestimated. Well known 

works among these "refugees" are Rossi’s L’architet-

tura della città (1966) and Tafuri’s Teoria e storia 

dell’architettura (1968). However, regarding the 

genesis of the Italian typo-morphological school 

there is quite a unique situation; the entire working 

methodology can be traced back to one single in-

dividual in the Italian discourse: Saverio Muratori. 

About Muratori's developed working methodology 

(Koster, 2001) 2 observes:

Muratori developed his typo-morphological re-

search methodology in theory as well in practice 

on the basis of two large-scale projects on the 

spatial structure of Venice and Rome. After Mu-

ratori's death in 1973 his research methodology 

has been continued by students as the architect 

Gianfranco Caniggia. The work of Muratori, 

and in line with Muratori's work the work of 

Caniggia, forms the basis of the typo-morpho-

logical traditions of France and Spain. [...] Nev-

ertheless, these form the contemporary founda-

tions of modern urban morphological research.

2. Koster, op. cit., p. 49. Free translation from Dutch: (Mu-
ratori ontwikkelde zijn typo-morfologische onderzoeks-
methode zowel in theorie als praktijk aan de hand van twee 
groot opgezette projecten naar de ruimtelijke structuur van 
Venetië en Rome. Na de dood van Muratori in 1973 werd 
zijn onderzoeksmethode voortgezet door leerlingen zoals 
de architect Gianfranco Caniggia. Het werk van Muratori, 
en in het verlengde daarvan het werk van Caniggia, vormt 
de basis van de typo-morfologische tradities in Frankrijk en 
Spanje. Tot voor kort waren de ontwikkelingen binnen het 
Italiaanse stadsmorfologische onderzoek nauwelijks gerela-
teerd aan die binnen het Engelse stadsmorfologisch onder-
zoek. Niettemin vormen zij de eigentijdse fundamenten van 
het moderne stadsmorfologisch onderzoek).

As is being pointed out by (Koster, 2001) Muratori's 

typo–morphological research methodology forms 

the basis of the French and British typo-morpholog-

ical schools and therewith Muratori's work consti-

tutes the foundations of contemporary typo-mor-

phological research. This foundation is often referred 

to as the 'Muratorian school' (scuola muratoriana). 

The most important "disciples" of the Muratorian 

school are: 1st generation: Aldo Rossi and Carlo Ay-

monino (1960-1980), 2nd generation: Gianfranco 

Cannigia and Gian Luigi Maffei (1975-1980) and 

3rd generation: Bernardo Secchi (1985-2010). The 

ultimate goal of Muratori's research methodology:

Saverio Muratori has attempted to make the 

connection between the typo-morphological 

analysis of the urban tissue and the contempo-

rary architectural design through his work. 3

So the Muratorian school forms the basis of con-

temporary typo-morphological research. Therefore, 

the Muratorian school also forms the basis of the 

collective and individual research of this gradua-

tion atelier. While this concise introduction doesn't 

cover the complexity or the intensity of the Italian 

debate, it has attempted to briefly position the ap-

plied research methodology. For a comprehensive 

overview of the Italian debate and the architectural 

debate that preceded it, see the fourth annotation.4

3. Koster, op. cit., p. 49. Free translation from Dutch (Saver-
io Muratori heeft met zijn werk de verbinding proberen te 
leggen tussen de typo-morfologische analyse van het stad-
sweefsel en het eigentijdse architectuurontwerp).

4. For a comprehensive scholarly work on the Italian debate 
see: Caja, M., Landsberger, S., & Malcovati, S. (2010). Tip-
ologia architettonica e morfologia urbana. Milan: Libraccio.
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Fig 11 — Part of the area of study of Muratori: the urban fabric (tessuto urbano) of Rome. Interestingly, as pointed out, is 

that Muratori started off with his research in Venice (1950—1954) instead of Rome (1963).
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the baroque city

3
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Fig 12 — Borgonio's engraving in Blaeu's Theatrum Sabaudiae depicting Turin as an ideal Baroque city
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T H E  B A R O Q U E  C I T Y

I T S  D E F I N I T I O N  A N D  D E R I VA T I O N  O F  A  T U R I N E S E  M O D E L

Knight: "And this great arch of triumphal form, 

through which I glimpse along, long street built 

with an equal and uniform symmetry of man-

sions, looks to me like the entrance to an orderly 

city and not to a small village." Count: "I told 

you the truth, that this was a country town, bad-

ly composed and built with twisting streets, with 

low and rustic houses: but, satisfied with his so-

journ in this place, H. R. H. [His Royal High-

ness] resolved to embellish the town, too, also 

by removing the rusticity from the houses and 

turning them into mansions." 1

Above a dialogue between the Knight, Gian Lorenzo 

Bernini, and the Count, Amedeo di Castellamonte. 

The conversation refers to the Veneria Reale, one of 

the Royal residences in the Couronne de Délices, the 

Crown of Delight. It refers to the Baroque vision 

of the construction of a representative city; a vision 

to embellish the city to make it worthy as a capital. 

The sole raison d'être for the embellishment of the 

1. For the original dialogue by Amedeo di Castellamonte 
see: di Castellamonte, A. (1674). Venaria Reale, Palazzo di 
Piacere [...] disegnato e descritto dal conte Amedeo di Castel-
lamonte l’anno 1672. Torino: Bartolomeo Zapatta. p. 5

city of Turin lies in its role as a capital of the Duchy 

of Savoy, transferred from Chambéry (France) to 

Turin in 1563. 2 This has been a crucial moment in 

the emergence of the Baroque city, if not the main 

moment for Turin. This argument is supported by 

(Norberg–Schulz, 1972) 3 who defines and catego-

rizes the Baroque city as: 

The capital city is the basic, original conception 

of the general period of Baroque urbanism.

The capitalization of Turin has been the core ingre-

dient that triggered the development of the Baroque 

city and –urbanism. 4 The theme of capitalization 

2. The original date is disputed, (Re & Vinardi, 1982) men-
tion 1582 as the official date for the capitalization. See: Re, 
L., & Vinardi, M. (1982). Die Fassaden von Turin – ein 
Stadtgesicht. Daidalos, (6), 47-61.

3. For a scholarly work on the era of Baroque urbanism in 
the European city see: Norberg-Schulz, C. (1972). Baroque 
architecture. New York: Harry N. Abrams.

4. Within the scope of this graduation report the term 'ur-
banism' will be used since it is more comprehensive than 
generally used terms as 'urban design' and 'urban planning'. 
This position is comparable to the Dutch 'stedebouw' and 
German 'Städtebau'. Both 'in–between' scales that are poor-
ly translatable into English.
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in general has a direct relation with the emergence 

of Baroque urbanism in European cities. Already 

a number of conclusions can be drawn: 1. The Ba-

roque city is a European city, 2. A true Baroque city 

inevitably is a capital city –be cautious however, the 

original conception is the capital city– and 3. The 

Baroque city has undergone a process of embellish-

ment. The case of Turin is an exemplary model of the 

Baroque city since the relatively late capitalization 

of Turin makes the Baroque interventions readable 

in a "pure" way. There is no interference with earlier 

paradigms that already corrected the medieval ur-

ban fabric. Thus the capitalization of Turin by Em-

manuel Filibert, Duke of Savoy, in 1563 has been 

the final push that triggered the emergence of the 

Baroque era. With the capital city "being the orig-

inal conception of Baroque urbanism" (Norberg–

Schulz, 1972), then, what is the architectural and 

urbanistic nature of the Baroque city and Baroque 

urbanism? An important aspect of Baroque urban-

ism is observed by (Rosenau, 1983):

It is the embellishment of the existing towns 

rather than the building of novel cities, which 

is typical, and in this sense the Baroque is char-

acterised by expansion rather than unfettered 

creation. 5

This aspect has already been observed in the cita-

tion at the opening of this chapter where the vision 

of correction of the medieval urban fabric to the 

Baroque vision is being considered instead of the 

5. Rosenau, H. (1983). The ideal city: Its architectural evolu-
tion in Europe. London: Methuen. p. 68

construction of new urban constellations. For the 

sake of certainty, this exact argument is being para-

phrased once more:

Count: "I told you the truth, that this was a 

country town, badly composed and built with 

twisting streets [...] resolved to embellish the 

town, too, also by removing the rusticity from 

the houses and turning them into mansions." 6

Baroque urbanism has thus a double nature, on one 

hand there is the acceptance of the existing city but 

on the other hand the reality is being corrected and 

tailored to fit the projection of the Baroque ideal. 

The working method of Baroque urbanism is thus 

superimposing Baroque ideals on the existing city, 

creating often complex urban situations that appear 

generally planned and rational –with great focus 

on representation– but that are actually are highly 

idiosyncratic solutions. This motive of Baroque ur-

banism is backed up by (Rosenau, 1983) as one of 

its core characteristics:

The existing cities were therefore subjected to a 

process of design which regularized the streets 

and suggested a planned and rational layout. 7 

The existing city served as an underlay for the Ba-

roque principles. This is vastly different from the 

Renaissance era; Renaissance cities were geometri-

cal constructs of mathematical precision that dis-

6. di Castellamonte, op. cit., p. 5.

7. Rosenau, op. cit., p. 72
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allowed subversions from this ideal. For reference 

think of Filarete's project of Sforzinda or the realized 

town of Palmanova by Scamozzi (see Fig 13). Thus 

the Baroque city is much more flexible and open 

than the closed construct of the Renaissance city.

Whereas the geometrically ordered universe of 

the Renaissance was closed and static, Baroque 

thought makes it open and dynamic. We thus 

understand that the two seemingly contradicto-

ry aspects of the Baroque phenomenon, system-

atism and dynamism, form a meaningful total-

ity. The need for belonging to an absolute and 

integrated but open and dynamic system was 

the basic attitude of the Baroque Age. 8

While in most Italian cities the Baroque era was 

a more exuberant continuation of its Renaissance 

foundations, such a condition did not exist in Turin 

since the Renaissance period has been virtually ab-

sent. Baroque urbanism in Turin therefore is one of 

the "purest" forms to be found in Europe since these 

principles have had a direct confrontation with the 

medieval urban fabric. Because of its absence in Tu-

rin the Renaissance period did not have the power 

to alter the medieval situation; consequently inter-

ventions reflect a true Baroque nature and have a 

very resolute character. As (Norberg–Schulz, 1972) 

already mentioned, the contradictory relationship 

between an acceptance of the existing and the pro-

jection of the ideal is highly characteristic of Ba-

roque urbanism. (Rosenau, 1983):

8. Norberg-Schulz, op. cit., p. 10

During the Baroque the desire for architectur-

al and illusionistic expansion was paradoxically 

coupled with emphasis on the partial plan, rath-

er than development of the whole. 'Pars pro toto' 

might serve as the motto, a diversity in the parts 

regarded as units of possible expansion. Fur-

thermore, the two planned cities of Versailles 

and Karlsruhe, in their fan–like design, repre-

sent the main aspects of Baroque planning, the 

significance of the sector and the potential of 

unlimited expansion, combined with a rare em-

phasis on the unity of the entire town. 9

The motto pars pro toto is also legitimate to describe 

the Baroque period and Baroque urbanism in Tu-

rin. With partial interventions the attempt was to 

reconstruct the entire face of the city. Pars pro toto; 

partial interventions to establish the face of Abso-

lutism. The examples of "ideal Baroque planning" 

by (Rosenau, 1983) will be shown and elucidated 

(for example see Fig 3 and see Fig 4). As mentioned, 

while Turin is not designated an "ideal" example of 

Baroque planning by (Rosenau, 1983) it still can be 

considered ideal because of its direct confrontation 

with the medieval fabric through its sudden capi-

talization. As stated earlier, this date of capitaliza-

tion is disputed, (Re & Vinardi, 1982) mention 1582 

while (Cardoza & Symcox, 2006) 10 mention 1563. 

This date is important since immediately after capi-

talization the first signs of Baroque urbanism set in; 

most notably starting at its centre: Piazza Castello.

9. Rosenau, op. cit., p. 80

10. Cardoza, A. & Symcox, G. (2006). A history of
Turin. Torino: Einaudi. p. 266
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Fig 13 — The ideal of the Renaissance, Filarete's design for Sforzinda and Scamozzi's realised design for Palmanova
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The earliest efforts to lift the face of Turin were 

of an "ephemeral" sort. For the marriage of Duke 

Carlo Emanuele I, in 1585, not only had the tra-

ditional "manifestations of joy" been expressed 

with triumphal arches and decorations, but tem-

porary façades had been superimposed on the 

irregular medieval buildings of the streets passed 

through by the wedding procession, to give 

guests the illusion of a rich and noble capital. 11

These temporary façades were placed all around the 

perimeter of Piazza Castello. Constructing a worthy 

capital, "to lift the face of Turin", was indeed the first 

task of the ruling dynasty to demonstrate and legit-

imize their power. This first "ephemeral" attempt is 

mainly demonstrated by the use of the façade, that 

is, the façade is the principal tool in the manifesta-

tion of the Baroque city. It is most effective to em-

bellish the city in order to realise its maximum rep-

resentational potential. Also, the use of the façade 

is most efficient and economic, it can be applied 

quickly to embellish the city. The façade is one of 

the most exquisite tools to correct the existing city:

At times these are in fact nothing more than 

façades, juxtaposed to existing buildings; in oth-

er cases they set off processes of renewed build-

ing; and finally, often the design prescribed by 

the Duke for façades was obligatory in the con-

struction of new buildings in the city's develop-

ing areas. 12

11. Re & Vinardi, op. cit., p. 47

12. Ibid., p. 47

This topic will be highlighted and elaborated fur-

ther within this chapter with a reconstruction of 

the continuity of the portici and the façade through 

the model of Ascanio Vittozzi for Piazza Castel-

lo. However, to illustrate this specific condition at 

this point, one of the most illustrative examples of 

aforementioned Baroque architecture and urban-

ism with regard to the façade in Turin is the Palazzo 

dell'Università. The building houses the University 

of Turin (Università degli Studi di Torino) which 

was originally founded in 1404 and re–founded by 

Victor Amadeus II in 1720 at the current location 

between Via Po and Via Verdi (see Fig 14). It shows 

how the system of portici at Via Po is being reduced 

to the thickness of a wall at a certain point in the 

Palazzo dell'Università. It embodies the entire atti-

tude of Baroque architecture:

The spatial character of a building is expressed 

by the relationship between inside and outside, 

and the definition of this relationship is not 

merely derived from the spatial properties of 

the two realms, but from the articulation of their 

point of contact, the wall. 13

The representativeness of this point of contact is 

twofold: 1. The system of portici at with a represent-

ative façade at Via Po, 2. The representative inner 

courtyard (cortile). While in plan the Baroque at-

titude is clearly readable, in the bodily experience 

there is no sign of this décor; that is the true art of 

Baroque architecture and –urbanism. Also, while 

13. Norberg-Schulz, op. cit., p. 25
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Fig 14 — Ground floor plan of the Palazzo dell'Università. At a certain point (marked red) the system of portici at Via 

Po nearly touches the courtyard (cortile). A vivid illustration of Baroque "illusionsim" while maintaining its representa-

tive power in both ways. Above section A—A. Plan and section (scale 1:1000).

AB

AB
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Fig 15 — A photograph of the courtyard (cortile). Within the building one cannot read the axis of Via Po being 

asymmetrically positioned, the courtyard forms a perfectly enclosed interior world. Section B—B shows the perceived 

symmetry of the interior (scale 1:1000).



42

the Palazzo dell'Università reads as a single cohe-

sive architectural object, it is the collective result of 

many Baroque architects. For the outer shell Mi-

chelangelo Garove has been responsible while for 

the inner courtyard the design was executed by Fil-

ippo Juvarra. Once more, the Palazzo dell'Università 

is an exemplary exponent of Baroque architecture:

In the Baroque city, therefore, the single building 

loses its plastic individuality and becomes part 

of a superior system. [...] The Baroque façade is 

thus just as much a function of the urban space 

in front as of the building to which it belongs. 14

This quality of the façade refers to the pars pro toto 

approach of Baroque urbanism, emphasis on the 

plan with an effect on the entire face of the city. A 

clear annotation should be made at this point: while 

the Baroque period often provokes images of the 

Rome of Bernini and Borromini, the Baroque Age 

of Turin should be nuanced in this respect:

The symmetry, the regularity and the uniform-

ity of the "beautiful façade" of the streets and 

squares - so dissimilar to the complex and 

exuberant Baroque of Rome, that city of great 

palaces, gardens, ruins and hovels - render 

"satisfaction admirable to the eye" (as Castel-

lamonte makes Bernini say). [...] The "orderly" 

city of Turin had in fact to be the faithful mirror 

of an equally orderly duchy engaged in a policy 

of European prestige, skilfully jousted between 

14. Ibid., p. 18

France of the Grand Siècle and Spain, ruler of the 

neighbouring Lombardy. 15

The Baroque Age in Turin was less exuberant not 

only due to its geographical position (being an 

important node between Paris and Rome) but 

the pre-existing urban layout also requested less 

idiosyncratic solutions, as in Rome. This how-

ever has been beneficial to the establishment of 

the Absolutist regime as it was easier to prescribe 

their urban doctrine. As (Norberg-Schulz, 1972) 

mentions "the single building loses its plastic indi-

viduality and becomes part of a superior system".

While a general characteristic of the Baroque city 

and Baroque architecture and urbanism has been 

defined in this chapter, the remaining part of the 

chapter will place and elucidate the Baroque of Tu-

rin but compare it as well to the Baroque era of the 

European city (e.g. Karlsruhe) and position it in 

the model of European urbanism (Lichtenberger's 

model). This is a crucial aspect to understand the 

Baroque Age in Turin since it is neither strictly ex-

plainable in the Italian context nor solely French in 

its influences. This "skilfully jousting" between the 

Grand Siècle of France and the neighbouring territo-

ries make it imperative to understand the European 

context that caused the Baroque Age to emerge in 

Turin (and also the validity of theory in this chapter 

for Baroque cities). It will also take a closer look at the 

realised architectural models and describe the his-

torical continuity of the city (e.g. Vittozzi's model). 

15. Re & Vinardi, op. cit., p. 47
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Fig 16 — The current readability of the Zona di Comando (Via Roma [1], Via Po [2] and Via Garibaldi [3]). Via Pietro Micca 

(1885-1910) and Via Verdi have been dotted. Via Pietro Micca has never been conceived as a part of the Zona di Coman-

do while Via Verdi (Via della Zecca) never developed into an urban axis following the Baroque repertory (scale 1:12500).

1

2

3
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Conclusions Ch. 3

§1 – The capital city is the basic, original concep-

tion of the general period of Baroque urbanism. 

(Norberg-Schulz, 1972)

§1.1 – The Baroque city is a European city.

§1.2 – A Baroque city inevitably is a capital city.

§1.3 – The Baroque city has undergone a process 

of embellishment. 

§2 – "Although authoritarian, the Baroque 

world was dynamic and open, and contained 

elements which have been of basic importance 

to our present world. " 16

§3  – In comparison to the Baroque city the Re-

naissance city is a geometrical construct, auton-

omous, a closed universe. It has a limited sphere 

of influence because of this spatial condition.

§4  – The Baroque city is characterized by two 

contradictory phenomena: "systematism and 

dynamism". "The need for belonging to an abso-

lute and integrated but open and dynamic sys-

tem was the basic attitude of the Baroque Age." 17

16. Norberg-Schulz, op. cit., p. 26

17. Ibid., p. 10

§4.1 – For the first time, networks of urban 

streets tend towards integration with 'territorial' 

roads outside of cities.

§4.2 – Forces of urbanism extend beyond city 

borders, implying the permanent presence of a 

political power i.e. the prince or king, who was 

an absolute ruler, and believed that his palace 

was both reference point and dominant centre of 

the surrounding territory.

§4.3 – Urban spaces, buildings, gardens, squares 

are no longer autonomous and juxtaposed pre-

cincts but are subordinated to dominant systems 

of axes cutting across such precincts.

§4.4 – Streets turn into major axes of great length.

§4.5 – Squares become nodal points and focal 

points of strong representative character. 18

§5 – A combination of §4 — §4.5 is achieved 

through the continuous façade which integrates 

the axis, street, square and focal points. It has the 

capacity to be both absolute and integrated.

18. Conclusions §4.1 – §4.5 are cited from Gutjahr, C. 
(1998). Part 6 - Baroque in Italy. Lecture, Faculty of Ar-
chitecture, Building and Planning, University of Mel-
bourne. 
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3.1. A Baroque city is a European city

The Baroque city is a European phenomenon. 19 

Within the scope of this graduation report the Eu-

ropean city, and its genesis and meaning, will be de-

rived from Lichtenberger's 20 taxonomy of the Euro-

pean city (see Fig 20). Consequently, Turin will be 

positioned in this model (see Fig 27). Lichtenberger 

approaches the European city with a taxonomy, a 

family-tree. As will be demonstrated, Turin forms 

a cross-section of the European city since it has 

developed as postulated in Lichtenberger's model. 

Furthermore, Turin has played an significant role 

in many of the designated periods and paradigms; 

mainly being a hallmark of the Baroque era. Euro-

pean influences in the Baroque model of Turin  are 

undeniable since the Baroque of Turin has devel-

oped between the spheres of influence of both Paris 

and Rome:

The capital city of Piedmont is situated midway 

between Rome and Paris, and, in fact, its histo-

ry is closely related to both. The political resto-

19. Not to mention Russian Baroque which was highly in-
fluenced by the European condition. Petrine Baroque refers 
to the architectural period of its newly assigned capital, 
Saint Petersburg, by Peter the Great. While Petrine Baroque 
thrived in Saint Petersburg, it was highly influenced by the 
European city and created by European architects. Differ-
ently, Naryshkin Baroque thrived in Moscow. Consequent-
ly, and for reasons of simplicity, Baroque urbanism will thus 
be referred to as exclusively European within the scope of 
this report.

20. Lichtenberger, E. (1970). The nature of European ur-
banism. Geoforum, 1(4), 45-62. doi:10.1016/00167185(70)
90058-8

ration started by his father Emmanuel Filibert, 

Duke Charles Emmanuel I initiated the trans-

formation of Turin into a Baroque capital city. 

At the same time, however, Piedmont was under 

the influence of the Counter–Reformation. The 

two main 'forces' of the epoch met, therefore, 

and formed a singular synthesis, unifying the 

sacred and secular aspects. 21

The Baroque of Turin, and also the general Baroque 

Age, is clearly distinguishable in its 'secular' and 'sa-

cred' identity. The Roman influences carry the 'sa-

cred' aspect while the 'secular' influences have their 

roots in France:

The dynamism of French seventeenth-century 

urbanism thus lacks the dramatic quality of the 

Roman Baroque. Its emphasis on the systematic 

aspect led to an articulation based on a regular 

and correct use of the classical elements. We 

may, however, still employ the term 'Baroque', 

inasmuch as there is present a strong wish for 

integration, continuity and 'openness'. Whereas 

Rome is the typical 'sacred city' of the Baroque, 

Paris forms its 'secular' counterpart. 22

The secular aspect of Turin will be highlighted lat-

er in this chapter on explicating continuity through 

Vittozzi's model for Piazza Castello. The 'sacred' as-

pect will not be further explicated since in the case 

21. Norberg-Schulz, op. cit., p. 80. Norberg-Schulz men-
tions that "an analogous phenomenon was experienced in 
Salzburg about the same time and later in Vienna", p. 362.

22. Ibid., pp. 79–80
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of Turin the 'sacred' aspect is firmly integrated into 

the 'secular' aspect. However, there is no domina-

tion of either Baroque identity:

Throughout the history of Baroque Turin, 

in fact, we find sacred and secular elements 

brought together to form a rich and expressive 

counterpoint. 23

(Norberg-Schulz, 1971) concluded "integration, 

continuity and 'openness'" to be the main charac-

teristics of the Baroque Age. Taking the integration 

of the 'secular' and 'sacred' into account, exemplary 

in demonstrating this integration, is Guarino Guar-

ini's Chiesa di San Lorenzo at Piazza Castello (see 

Fig 17). The façade of the church is identical to the 

system of portici at Piazza Castello, only the cupola 

towers above the roofs of Piazza Castello. The ex-

ample of the Chiesa di San Lorenzo thus illustrates 

the flexibility of the façade and in this conception is 

truly Baroque. While this example is evidently Tu-

rin-specific, this knowledge is being positioned and 

generalized into a workable model for the Europe-

an city based on Lichtenberger's model.

What is most relevant about Lichtenberger's scheme 

is its categorical subdivision between 'new towns 

and cities' and 'superimposed structure' (compare to 

statements (Rosenau, 1983) and (Norberg-Schulz, 

1971). Such a division is inherent to Baroque ur-

banism since only then such a distinction firstly 

arose (in a rational manner). Especially the latter, 

23. Ibid., p. 82

the superimposed structure, is crucial to the man-

ifestation of the Baroque period in Turin, mostly 

through its façades and the ambition to create a city 

for the nobility (La Città Nuova). While (Lichten-

berger, 1970) does not explicitly mention Turin in 

her study, her description of Baroque urbanism is 

vividly reminiscent of  the approach that has been 

taken in Turin:

The representation principle is an integral part 

of European urbanism. Drawings of the 16th and 

17th centuries show how architectural design re-

flected spiritual values, religious ideas and polit-

ical order. The strict rules of social organization 

of the burgher community are manifest in the 

way their individually built residences formed 

a continuous united façade. Even the fortifica-

tions combined military expediency with rep-

resentation. 24

Before turning to Lichtenberger, the given example 

of the Chiesa di San Lorenzo at Piazza Castello is 

illustrated in order to demonstrate this attitude (see 

Fig 18 and see Fig 19). It embodies the true Baroque 

attitude with regard to 'integration' and with the 

possibility of 'integration' it implicitly contributes 

to 'continuity' and 'openness'. Guarini's Chiesa di 

San Lorenzo is integrated into the same rusticated 

base as the portici proposed by Vittozzi. It demon-

strates the flexibility of Baroque urbanism (and 

façade) with regard to 'function' and demonstrates 

its effortless integration of 'sacred' and 'secular'.

24. Lichtenberger, op. cit., p. 51
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Fig 17 — An integration of the sacred and secular, Guarini's Chiesa di San Lorenzo from the portici of Piazza Castello
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Fig 18 — Typical façade at Piazza Castello, plinth with rusticated portici according to Vittozzi's design (1:200)
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Fig 19 — Typical façades at Piazza Castello and the integration of the sacred: plinth of Guarino Guarini's Chiesa di San 

Lorenzo in the portici of Piazza Castello. It is a testimony to the flexibility and continuity of the continuous façade (1:300)
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Fig 20 — Reconstruction of Lichtenberger's model of the European city; the family-tree of the European city
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3.1.1. Lichtenberger's model of the European city

As mentioned in this chapter, Lichtenberger devel-

oped a genealogy of the European city (see Fig 20). 

Since it has been concluded that the Baroque city is a 

European city (§1.1), this model deserves attention 

in the sense that it can explain and rationalise the 

Baroque model of the city in the European context. 

Lichtenberger's model is categorized in four dis-

tinct paradigms: Feudalism, Absolutism, Liberal-

ism and 'Present Time'. Its categorical underlayer is 

based on 'new towns and cities' and 'superimposed 

structure' which are assigned a number of variables 

based on 'city rank'. Now, a number of conclusions 

in this report are being supported by Lichtenberg-

er's model: §1.1 – The Baroque city is a Europe-

an city. Demonstrated since the Baroque city is a 

distinct part of Lichtenberger's genealogy of the 

European city (part of the Absolutism paradigm). 

§1.2 – A Baroque city inevitably is a capital city. 

Demonstrated based on the assigned city rank var-

iables. And §1.3 – The Baroque city has undergone 

a process of embellishment. This is demonstrated 

through Lichtenberger's categorical underlayer 

'new towns and cities' and 'superimposed structure'. 

So Lichtenberger's scheme affirms the characteris-

tics of Baroque urbanism while simultaneously po-

sitioning it in an European context. With the eye on 

continuity, which will be explored through Vittoz-

zi's model for Piazza Castello, Lichtenberger makes 

a remarkable observation in the context of the Eu-

ropean city. The continuity of the urban model of 

the European city forms a constant. Placing this in 

the light of Turin's influences from both European 

cities Paris and Rome, the continuity of the Euro-

pean city is therefore the foundation to reflect on:

European city development shows a time con-

tinuum with a marked constancy of locations. 

Fluctuations of political and economic history 

brought to many cities periods of decline. None-

theless, even the immense destruction of World 

War II, in which hundreds of cities experienced  

a complete change of population, could not con-

vulse the stability of the urban network. This 

continuity covers several urban concepts, deter-

mined by a distinct political structure. 25

This validates §2 – "Although authoritarian, the Ba-

roque world was dynamic and open, and contained 

elements which have been of basic importance to 

our present world. " 26 The French political influence 

of Absolutism legitimized the construction of for 

example a city of the nobility (La Città Nuova). Also, 

an urban structure as the Zona di Comando (see Fig 

16) could only emerge under this political structure. 

In order to prove Lichtenberger's scheme for the 

case of Turin –and implicitly prove the statements 

of the previous conclusions (e.g. §1.1, §1.2, etc.)– 

the morphological development of the city of Turin 

will be reconstructed. In this morphological devel-

opment of the city the genesis of the Baroque city 

becomes readable. For guidance see Fig 27.

25. Lichtenberger, op. cit., p. 47

26. Norberg-Schulz, op. cit., p. 26
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1 5 8 0 - 1 6 4 0

P R I M O  ( 1 0 )  A M P L I A M E N T O  ( 1 6 1 9 )

Fig 21 — Scale 1:30000

§4.1 — C. di Castellamonte, La Città Nuova, 1619

§4.2 — Ibidem
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1 6 4 0 - 1 7 1 9

S E C O N D O  ( 2 0 )  A M P L I A M E N T O  ( 1 6 7 3 )

Fig 22 — Scale 1:30000

§4.3 — A. Vittozzi, Piazza Castello, 1606

§4.4 — A. Vittozzi, Via Nuova and A. di Castellamon-

te, Via Po 

§4.5 — C. di Castellamonte, Piazza San Carlo, 1637



54

1 7 1 9 - 1 7 6 2

T E R Z O  ( 3 0 )  A M P L I A M E N T O  ( 1 7 1 9 )

Fig 23 — Scale 1:30000
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1 7 6 2 - 1 7 9 6

L A R G E S T  P E R I M E T E R  O F  F O R T I F I C A T I O N S  ( 1 7 6 2 )

Fig 24 — Scale 1:30000
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1 7 9 6 - 1 8 1 4

N A P O L E O N I C  C I T Y,  O B L I T E R A T I O N  O F  F O R T I F I C A T I O N S

Fig 25 — Scale 1:30000
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Fig 26 — Scale 1:30000

1 8 1 4

E N D  O F  N A P O L E O N I C  C I T Y  M A R K S  B O U N D A R Y  O F  T H E  ' B A R O Q U E '  C I T Y
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Fig 27 — Lichtenberger's taxonomy applied on Turin through annotating its relevant architectural and urbanistic inter-

ventions in the Baroque Age
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The morphological schemes (see Fig 21 → see Fig 

26) illustrate the genesis of the Baroque city. They 

also explicate exactly the model of Lichtenberger. 

The first morphological scheme (see Fig 21) shows 

the medieval city (La Città Quadrata) that has al-

ready been fortified at the time of depiction (1580). 
27 The Burgher–City is already superimposed on its 

Roman legacy. However, the next step is of major 

importance in the genesis of the Baroque city. After 

the capitalization of Turin its city–rank obviously 

climbs from 'regional city' to 'national capital'. Si-

multaneously the expansion out of the medieval 

shell is visible: the construction of a city exclusively 

for the nobility (La Città Nuova). Several conclu-

sions get proven by this expansion: §4  – "The need 

for belonging to an absolute and integrated but 

open and dynamic system was the basic attitude of 

the Baroque Age." Simultaneously §4.1, §4.2, §4.3 

and §4.4 get proven because: §4.1"For the first time, 

networks of urban streets tend towards integration with 

'territorial' roads outside of cities." This is true for the 

contemporary Via Roma (then Via Nuova). La Città 

Nuova is being stitched to Piazza Castello through 

this extraterritorial road by integrating this extra-

territoriality into the city. Also §4.2 is being validated 

since the expansions cross the existing borders of the 

city. Also, the ducal palace (Palazzo Reale) becomes 

the point of focus for the newly established road of Via 

Nuova. Conclusion §4.2 is directly associated with the 

presence of an Absolutist regime, as has been the case 

in Turin. Conclusion §4.4 is a direct consequence of 

27. For a comprehensive overview of all major urbanistic 
and architectural interventions incl. location, date and prin-
cipal architects → see Appendix 2.

§4.1 and §4.2 since the construction of La Città Nuova 

spanned an axis between Piazza Castello and Por-

ta Nuova. What can be observed that through the 

thickness of the fortifications there is a gap between 

Piazza Castello and La Città Nuova. These two parts 

are linked by Piazza San Carlo. This affirms con-

clusion §4.3 where urban spaces are integrated into a 

dominant system of axes. Piazza San Carlo becomes 

an integral part of the sequence as approached in 

conclusion §4.2. Consequently, by linking Piazza 

Castello and La Città Nuova a new substance of the 

Baroque city is being created, a long axis. This mod-

el will be repeated with the eastern expansion of Via 

Po in 1673 by Amedeo di Castellamonte and later 

the expansion towards the west with the restruc-

turing of Via Garibaldi by Filippo Juvarra in 1713 

(physically attached to Piazza Castello in 1769) 

and the creation of the Quartieri Militari in 1716.

Through the morphological genesis as demon-

strated (see Fig 21 → see Fig 26) the model of the 

Baroque city has been proven to be valid for Tu-

rin as well the morphological development follows 

the scheme of Lichtenberger and therefore can be 

regarded as an archetype of the European city. But 

more importantly, the morphological development 

proves the historical continuity of the city and also 

validates the continuity of the European city. The 

first research question (1. What is the definition of 

the European model of the Baroque city in terms of 

political, morphological and architectural content?) 

has thus been answered through the model of the 

European Baroque as concluded in §1 — §5 in con-

junction with the morphological development of 

the city that follows Lichtenberger's scheme. 
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Conclusions Ch. 3.1

In this chapter the statements made in Ch. 3 are be-

ing tested through the morphological genesis and 

transformation of Turin (see Fig 21 → see Fig 26).

§4.1 – For the first time, networks of urban 

streets tend towards integration with 'territorial' 

roads outside of cities. → La Città Nuova by Car-

lo di Castellamonte in 1619 (see Fig 21).

§4.2 – Forces of urbanism extend beyond city 

borders, implying the permanent presence of a 

political power i.e. the prince or king, who was 

an absolute ruler, and believed that his palace 

was both reference point and dominant centre 

of the surrounding territory. → La Città Nuova 

by Carlo di Castellamonte in 1619 (see Fig 21) 

and a continuation of this attitude by Amedeo di 

Castellamonte in 1673 (see Fig 22).

§4.3 – Urban spaces, buildings, gardens, squares 

are no longer autonomous and juxtaposed pre-

cincts but are subordinated to dominant systems 

of axes cutting across such precincts. → Vittozzi's 

model for Piazza Castello in 1605 and Carlo di 

Castellamonte's design for Piazza San Carlo in 

1637 (see Fig 23).

§4.4 – Streets turn into major axes of great 

length.  → Ibidem: La Città Nuova by Carlo di 

Castellamonte in 1619 (see Fig 21) and a contin-

uation of this attitude by Amedeo di Castellam-

onte in 1673 (see Fig 22).

§4.5 – Squares become nodal points and focal 

points of strong representative character. 1 → Vit-

tozzi's model for Piazza Castello later repeated by 

a repertory of Baroque architects.  

§5 – A combination of §4 — §4.5 is achieved 

through the continuous façade which integrates 

the axis, street, square and focal points. It has the 

capacity to be both absolute and integrated. This 

integration is realized through a first rationaliza-

tion of the Baroque sequence: gate → street  → 

square → monument. This sequence is the combi-

nation of all previously concluded characteristics 

and can therefore be regarded as one of the genetic 

elements of the Baroque city. Exemplary in Turin 

is Via Nuova (contemporary Via Rome): 

Gate (Porta Nuova) → Street (Via Nuova) → 

Square (Piazza San Carlo) → Monument (Pala-

zzo Ducale)

1. Conclusions §4.1 – §4.5 are cited from Gutjahr, C. 
(1998). Part 6 - Baroque in Italy. Lecture, Faculty of Ar-
chitecture, Building and Planning, University of Mel-
bourne. 



61

§4.1/§4.2

§4.1/§4.2

§4.3/ §4.5

Fig 28 — Conclusions depicted in a morphological map of Turin

§4.1/§4.4

§4.1/§4.4

§4.1/§4.4
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Former Baroque gate

Porta Nuova

Fig 29 — Scheme depicting both conclusions of Ch. 3.1. and the genetic elements of Via Roma

Via Nuova Via Roma

(1937-now)

Exedra of Piazza

Carlo Felice

Piazza Carlo Felice

Carlo Promis, 1851

Piazza C.L.N.

Marcello Piacentini, 1935

Caval ëd Bronz

Carlo Marochetti, 1838
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Fig 30 — Sequence Via Roma
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3.2. The continuous façade, the Baroque instru-

ment of the secular city

The façade has been an import instrument in the 

emergence of the Baroque city. As observed by 

(Norberg-Schulz, 1971):

In the Baroque city, therefore, the single building 

loses its plastic individuality and becomes part 

of a superior system. [...] The Baroque façade is 

thus just as much a function of the urban space 

in front as of the building to which it belongs. 28

This is also true for Turin, one of the most illustra-

tive examples is Piazza San Carlo by Carlo di Cas-

tellamonte (see Fig 31). Here, the continuous façade 

forms the boundary of the square while simultane-

ously being the façade of a number of palazzi. The 

Baroque strategy of the continuous façade express-

es a fundamental nature and quality of the urban 

façade. This is also observed by (Neumeyer, 1999): 

The urban wall is a façade. Nothing can change 

this state of affairs, however much one resists this 

concept, misused by many periods and declared 

a non–word by Neues Bauen. The functional 

dogma of building from the inside outwards was 

a one–way street for design in which the façade 

was seen principally from one direction. [...] An 

urban façade is like the city itself: by definition 

multi–layered and also transparent, as it reflects 

and conveys different spatial and social 'layers'. 

28. Norberg-Schulz, op cit., p. 18

[...] As a surface the façade is always bound to 

a mass, to a body as whose outside it appears, 

and to a negative mass, a space, whose inside it 

represents to the outside. These contrasts should 

also be mirrored in its appearance and find a 

synthesis that reflects meaningful coherence 

upon a totality. 29

(Neumeyer, 1999) tends to describe the façade as an 

urban mirror, it is in dialogue with the urban space 

as well as what is behind. Within the Baroque city 

this motive is taken quite literal, often the façades 

read as a cortège (corteggio) that are mirrors of each 

other. Especially façades that flank major Baroque 

axes are often constructed as a mirror. While con-

tinuous façades are often perceived to be 'authori-

tarian' (Neumeyer, 1999) stresses their urban and 

humanist foundations and what are the founda-

tions of such a design task:

Things are quite different when one has to de-

vote oneself to an unspectacular task that has 

an agenda not of distancing from context and 

the creation of conflict, but the creation of con-

text and the formation of community. What is 

wanted now is not to be different above all else 

but to agree to stand shoulder to shoulder in a 

street and help to build its wall. Wall treatment 

is no longer, as with the building placed freely is 

space, a matter of the particular building but of 

the surface, the wall, precisely speaking just one 

29. Neumeyer, F. (1999). Head first through the wall: an ap-
proach to the non-word 'façade'. The Journal Of Architec-
ture, 4(3), 245–259. doi:10.1080/136023699373828. 
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Fig 31 — Piazza San Carlo, part of the continuous façade and a section with portici (1:500)
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wall: we call it a façade, by which we mean the 

public side of the proverbial 'own four walls'. On 

the site called 'town', unlike the open country-

side, at least one of them, at most two if it is a 

corner building, no longer belong just to us, but 

to the general public. (Treating an entire urban 

block as the four walls of one building and thus 

an architectural form is a special case that a town 

cannot easily tolerate, and should remain so). 30

The continuous façade, mainly employed in the ma-

jor Baroque axis, are thus main tools of representa-

tion. But simultaneously the continuous façade is 

also a form of generosity that invests in urban space 

instead of fragmenting urban space due to the 

dominance of the individual. The importance of the 

Baroque axis is, somewhat patronizing, referred to 

by Giedion 31 as the culte de l'axe. Designating the 

Baroque era a culte de l'axe is somewhat patroniz-

ing as if the complexity of the Baroque era can be 

summarized in solely an obsession with the axis. To 

renounce the construction of the Baroque city in 

Turin a culte de l'axe would be highly insufficient. 

The emergence of the continuous façade is not only 

the result of an ideological programme, as a culte 

de l'axe would justify, but also has other objectives:

This uniformity of building typologies permit-

ted the organization of street façades accord-

ing to rigid and repetitive modules, capable of 

qualifying the city's public spaces with an even 

30. Ibid., pp. 255-257

31. See Giedion, S. (1967). Space, time and architecture. 
Cambridge: Harvard University Press. p. 770

décor, masking the different real estate (at times 

casual) consistencies and creating a sober, dig-

nified context for the relatively few 'monu-

ments'. The real intention was that the city as a 

whole should resemble a monument built upon 

the "reliability of symmetries". "A structure hi-

erarchically organized in its streets, squares and 

architecture, as the tangible evidence of absolute 

central power." The adoption of uniform façades 

was also found to be convenient from the tech-

nical and economic point of view. 32

The continuous façade is thus employed for both 

pragmatic as representative reasons. While it evi-

dently has been employed as a legitimization of the 

Absolutist regime, it has also been the most effec-

tive and economic strategy to order and transform 

the city. The continuous façade is thus one of the 

original conceptions of Baroque architecture. Con-

tinuous façades were integrated into the major axes 

that connected the most magnificent monuments 

of the city. The use of the continuous façade as a 

corteggio is thus one of the prime tools of Baroque 

architecture and urbanism. This strategy is high-

lighted by (Re & Vinardi, 1982):

Especially the Baroque court city strengthened 

this principle in a monumental manner. Im-

posing avenues, leading to palaces and public 

buildings, became an instrument of architectur-

al design. [...] The dimensions of this Baroque 

city were no longer adjusted to pedestrians but 

32. Re & Vinardi, op. cit., p. 48
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Fig 32 — Borgonio's engraving of Piazza San Carlo in Blaeu's Theatrum Sabaudiae. Notice the original state of the col-

onnade in the façade compared to the current situation (see Fig 31). This engraving shows the original design of Carlo di 

Castellamonte (1637), later to be altered by Bruno Alfieri (1749) due to reasons of lateral stability.
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Fig 33 — Borgonio's engraving in Blaeu's Theatrum Sabaudiae depicting Piazza Castello according to Vittozzi's de-

sign. The square is framed by rusticated arcades 'a Serliana' creating a boundary between the square and Palazzo Reale.
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to riders and carriages. The house of the citizen 

played a subordinate role in this concept. Every-

where in West and Central Europe, palatial ar-

chitecture was imitated by the middle-class. The 

bourgeoisie built in the way the nobility did. 33

Joan Blaeus's Theatrum Sabaudiae with Giovanni 

Tommaso Borgonio's engravings obviously is the 

embodiment and the greatest testimony to Baroque 

ideals in Turin. The motive of the uniform façade, 

as rigorously done in Turin, is hardly without prece-

dent. The Baroque vision of Turin is therefore a vision 

of the continuous façade (for example, see Fig 12 and 

see Fig 32). This vision is virtually unprecedented:

Unlike the Genoese smooth-surfaced façades, 

there are no façades in Turin which are paint-

ed illusionistically as architecture, perspectives, 

figures or festoons. That free way of solving the 

relation between building and façade decoration 

would have been frowned on as a display of in-

dividualism foreign to a city where every aristo-

cratic family, without vying for prestige, had to 

perform with dignity the role assigned to it by a 

rigid Court protocol. 34

The sober and rigid formality of the continuous 

façades do betray its French influences. And it does 

betray something more: a model for the continuity 

of the city. Due to strict prescriptions, under Court 

protocol, a model has been prescribed and repeat-

33. Lichtenberger, op. cit., p. 51

34. Re & Vinardi, op. cit., p. 52

ed. Due to this rigid pattern, a prescribed pattern, 

this continuity can be read in the built work. The 

introduction of Castex in (Komossa, 2005) de-

scribes the influence of these prescriptions on the 

typo-morphological structure of Turin:

The notion of the ‘urban block’ seen as an ur-

ban structure, in contrast to the street structure, 

flanked by built-up plots (or, in spatial planning 

terms, as a basic unit of the urban ground plan), 

may have originated in the work of the Con-

siglio d’Ornato in eighteenth-century Turin. To 

correct the errors that had accumulated in the 

city’s Roman ground plan over the centuries, the 

council created isole (islands, or urban blocks) 

with names taken from the calendar of saints 

- 144 names, from Sant’Eustachio to Sant’An-

na and Santa Catarina. After 1775, acknowl-

edging the cohesion of the group of residents 

within each block but compelled to reorient and 

widen the streets, the Congresso degli Edili set 

about negotiating the relationship between the 

private spaces of the plots and the public space 

of the streets that provided access to them. Re-

moving the front façades so that the buildings 

no longer faced the street, they recomposed the 

front façades block by block. [...] For example, 

the Isola San Gabriele on Contrada del Senato 

was given a single front façade extending over 

three large plots and a length of about a hun-

dred metres. Even though there were three dif-

ferent owners, the façade appeared as a single 

entity, the result of a process designed to link up 

the plots by means of a façade. The front façade 
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was composed as a single entity, with a piano 

nobile marked by series of circular or triangu-

lar pediments. The city was turned into a mon-

umental whole. The typology was maintained 

in a manner that was characteristic of Turin: an 

atrium, steps and two inner courtyards, the first 

designed with great care and the second intend-

ed for working-class housing. The urban block 

thus took precedence over the plot. However, 

the overall arrangement failed to preserve the 

autonomy of the plots: the inside of the block 

was a compromise, with the walls between plots 

located between the windows in the left-hand 

bay - rather than in the middle of the pillar - 

and just in front of the left-hand wall of the oth-

er bay. The composition and the specific details 

clashed in complex ways. Similar approaches 

were adopted in the main road to Milan, the Via

Milano, where the front façades were composed 

block by block, all the way to the splendid Pi-

azza Vittorio Veneto (the former Piazza Po). 35,36

The goal of the next paragraph is to derive such a 

system. If prescriptions have been made, they must 

have survived in the built work. The actual pre-

scription could then be considered a genetic ele-

ment, knowing this genetic element can safeguard 

the continuity of the city.

35. Komossa, op. cit., pp. 7-8

36. For Castex's comprehensive study on Turin see: Castex, 
J., Celeste, P., Chatelet, A. M., & Miller-Bachler, N. (1986). 
Turin: observations sur l'architecture d'une capitale baroque. 
Versailles: Ecole d'architecture de Versailles, Laboratoire 
histoire architecturale et cultures urbaines.

3.3. A model of continuity: Ascanio Vittozzi's 

model for Piazza Castello

As has been pointed out multiple times throughout 

this chapter, the presence of the Absolutist regime 

has transformed Turin into a Baroque city. A Ba-

roque city with an astonishing continuity through 

the use of prescribed models, such as the continu-

ous façade and the portici that accompany the con-

tinuous façade. The core of this approach, and also 

the emergence of the Baroque city, can be traced 

back to the renovation of Piazza Castello by ducal 

architect Ascanio Vittozzi. 

In the subsequent renovation of Piazza Castello, 

when the ducal palace was rebuilt between the 

sixteenth and seventeenth centuries, the proce-

dure adopted was that of building a uniform col-

onnade in front of the existing façades and then 

of ceding it to the owners under the condition 

that they should erect two residential storeys 

above it, according to the final design imposed 

by the ducal architect Ascanio Vittozzi. 37

Simply put, the space of medieval origin had no 

representative front. Because of the sudden capital-

ization of Turin in 1563 the city needed to become 

representative, and rather fast. So for the inaugura-

tion of the royalty, a temporary façade was erected 

in front of the heterogeneous façades of Piazza Cas-

tello. Later, this temporary façade was incorporated 

by Vittozzi in his reconstruction for Piazza Castel-

37. Re & Vinardi, op. cit., pp. 47—48
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Fig 34 — Place Royale, Paris (contemporary Place des Vosges)

Fig 35 — Place Dauphine, Paris
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lo. The incorporation of the existing façade and the 

superposition of a new design on an existing place 

is not self-evident. Because the reconstruction of 

Piazza Castello lasted from 1584 until 1605, chron-

ologically, Vittozzi was an architect between the 

Renaissance and the emergence of the Baroque. 38 

Therefore, his plans for Turin could have gone in 

other directions since Vittozzi also proposed an 

expansion plan for Turin that still had a very Re-

naissance conception, that is, simply duplicating 

the perimeter of the fortification works in a sort 

of radial concentric structure. However, the recon-

struction of Piazza Castello was chosen, probably 

also out of a sort of pragmatism. The reconstruc-

tion itself encompassed the square in front of the 

cour d'honneur of the Palazzo Reale. Vittozzi added 

a rusticated base and articulated the piano nobile 

with pediments and balconies (see Fig 33). Super-

imposing this square on its Roman foundations is 

a truly Baroque conception. (Re & Vinardi, 1982) 

describe the result of Vittozzi's intervention:

The result was a new type of square for the city, 

though analogous to the contemporary Place 

Dauphine and Place Royale (now Place des 

Vosges) in Paris [see Fig 34 and see Fig 35]. In 

Paris, however, the object had been to character-

ize limited monumental areas within a generally 

complex and heterogeneous city which, despite 

the numerous examples of planning on a grand 

scale, remained substantially so until Hauss-

38. For a comprehensive scholarly work on this topic see: 
Carboneri, N. (1966). Ascanio Vitozzi: un architetto tra 
Manierismo e Barocco. Rome: Officina edizioni.

mann's schemes were introduced. Turin, on the 

other hand, was a small city that had to get big-

ger and to renew its image for the installation 

of the Court, and which at the same time -and 

for the same reason- had to fit itself out with a 

system of modern fortifications. The design of 

the Citadel (1564) and of the bastions (now al-

most entirely obliterated) shaped the city's mor-

phological organization, its street patterns, the 

location of its squares and of the 'primary ele-

ments' of its urban construction: gates, churches 

and palaces; thereby influencing the typological 

features of its buildings. The social and econom-

ic organization of Turin all stemmed from the 

presence of the Court: nobles, officials, clerics, 

soldiers, artisans and servant. 39

Due to the presence of a strongly hierarchical soci-

ety, loyal and in service of the Absolutist regime, a 

model could be prescribed that could be employed 

throughout later expansions of the city. 

From the sixteenth to the nineteenth century 

the transformation of Turin was established by a 

succession of specific regulations [...] of pledging 

landlords to build in given time schedules and in 

a manner compliant with the ducal architects' of-

ficial designs. These prescriptions might be limit-

ed to alignments, to recurrent heights (floor lev-

els, cornices), or to symmetries; but in the most 

important cases the arrangement of the whole 

façade module was subject to obligatory rules. 40

39. Re & Vinardi, op. cit., p. 48

40. Ibid., p. 53 



73

Fig 36 — Rustication (Dell'Ornamento Rustico) from Serlio's Tutte l'opere (IV, p. 132) (1:200) and the realisa-

tion of this idea in Piazza Castello by ducal architect Ascanio Vittozzi

Serlio (Dell'Ornamento Rustico)

Vittozzi (Piazza Castello)
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This submission to Vittozzi's model and additional 

prescription have created a continuous system of 

façades and portici, all connected to the epicentre 

of the Absolutist regime, Palazzo Reale and Piaz-

za Castello and eventually, the Zona di Comando.

As mentioned, the basic conception of this system 

is the continuous façade and the portici. The rusti-

cated base of Vittozzi is likely to be inspired by Se-

bastiano Serlio's Tutte l'opere 41 (see Fig 36) as it was 

published around the time of Vittozzi's reconstruc-

tion of Piazza Castello. The knowledge about Serlio's 

work has affirmed through Carlo di Castellamonte's 

design reference for the colonnade at Piazza San 

Carlo whom he referred to as 'a Serliana'. The struc-

ture of the colonnade is thus ascribed to Serlio. One 

of the most interesting observations on the basic 

structure of Vittozzi's model, the continuous façade 

and the portici is observed by (Re & Vinardi, 1982):

Between the eighteenth and the nineteenth cen-

turies, under Napoleon's empire (1800-1814), 

the continuity of urban development proce-

dures remained substantially unbroken, al-

though there were innovations in its ideological 

motivations. 

So the model imposed by Vittozzi has lasted exact-

ly as prescribes for over two centuries. Transfor-

mations in its contents have been applied after the 

Napoleonic Age in Turin. However, this change in 

ideological content did not result in breaking the 

continuity of the portici, no this pattern has later 

41. Serlio, S. (1619). Tutte l’opere. Venice: De Franceschi.

been employed by architects as Lombardi, Promis, 

Bollati and through the Fascist intervention of Pia-

centini. The reason that the urbanistic interven-

tions are applied in such a literal and strict way is 

due to the presence of a battery of loyal ducal ar-

chitects (see Fig 38). Not surprisingly, these ducal 

architects have collaborated intensely with each 

other, most often in a master/apprentice form. 

Due to the presence of such (didactic) loyalty, the 

continuity of the city has survived through its po-

tent architectural and urbanistic additions and 

transformations. Also, one Baroque architect has 

been responsible for major urban transforma-

tions, reaching great formal rigour. Also, due to 

the master/apprentice relation design motivations 

of the master have been learned first hand and 

therefore could have been seamlessly integrated 

into new designs. To conclude: a final example of 

this situation as observed by (Re & Vinardi, 1982):

Guarini's theme of "grand architecture", already 

of a "severe and simple rationalism, both stately 

and monumental", was assimilated by Filippo 

Juvarra in his design for the façade of Palazzo 

Madama (1718). 42

It is probably the efficiency, sobriety of the "severe 

and simple rationalism, both stately and monu-

mental" that has had the power and conviction to 

be continued through time. As demonstrated in 

this chapter, the model of Vittozzi shows great re-

silience and integration of different programs.

42. Re & Vinardi, op. cit., p. 57
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Fig 37 — Transformation of Vittozzi's model for Piazza Castello into its current layout (1:500)

A. Vittozzi, 1606

V. Gallo, 1769

Situation 2015
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Guarino Guarini 

1624—1683

Filippo Juvarra 

1678—1736

Ascanio Vittozzi

1539—1615

Carlo di Castellamonte

1571—1640

Amedeo di Castellamonte

1613—1683

Bernardo Vittone

1704—1770

Primo ampliamento

1619 (see Fig 21)

Secondo ampliamento

1669 (see Fig 22)

Terzo ampliamento

1669 (see Fig 23)

Fig 38 — Continuity of the city: main Baroque architects related to its expansion (and each other)

collaborated with

collaborated with

collaborated with

Benedetto Alfieri

1699—1767

collaborated with
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Emanuel Filibert 

1528—1580

Charles Emanuel I

1562—1630

Victor Amadeus I

1587—1637

Thomas, Prince of Carignano

1596—1656

Line of the princes of

Carignano

Charles Emanuel II

1634—1675

Victor Amadeus II

1666—1732

Charles Emanuel III

1701—1773

Victor Amadeus III

1726—1796

Fig 39 — One ruler = one architect; continuity in rule and ducal architects: genealogy of the House of Savoy 

(extended version: → see Appendix 2)
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Conclusions Ch. 3.2. & 3.3.

Fig 40 — A family-tree of Vittozzi's model in the Baroque city (1:750)
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Conclusions Ch. 3.2. & 3.3.

The conclusion of both the Baroque continuous 

façade as well as Vittozzi's model for continuity 

is summarized here:

§6 - In the Baroque city, therefore, the single 

building loses its plastic individuality and be-

comes part of a superior system. 1

§7 - The Baroque façade is thus just as much 

a function of the urban space in front as of 

the building to which it belongs. 2

§7.1 - The basis conception of the Baroque 

façade is that of an urban mirror. The façade 

as an urban mirror can therefore be regarded 

as a genetic element of the Baroque city.

§8 - Ascanio Vittozzi's reconstruction for 

Piazza Castello has triggered a model of con-

tinuity of the city through the continuous 

façade and the presence of portici. The struc-

ture of Vittozzi's reconstruction therefore is 

the formal base of all other expansions.

§8.1 - The presence of a battery of Baroque 

ducal architects has sustained this model of 

continuity through a system of master/ap-

prenticeship and loyalty to the regime.

1. Norberg-Schulz, op cit., p. 18

2. Ibid., p. 18

§8.2 - The continuity of the city can be 

placed in a larger tradition due to the pres-

ence of "citations" of handbooks, e.g.:

§8.3 - The strength of this system is legiti-

mized since after the Absolutist regime this 

system has been employed as far as the 20th cen-

tury within the boundary of the Baroque city.





la città fascista 
the fascist city

4
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Fig 41 — Map of Turin in 1640. A) Piazza Castello, A—B: Contrada Nuova, B) Bastion aligned with Via Santa Teresa, 

B—C: The current site of Piazza San Carlo, C) Chiese di Santa Cristina and San Carlo, C—D: Contrada di Porta Nuova. 

A B C D
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V I A  R O M A  N U O VA

T H E  R E C O N S T R U C T I O N  O F  V I A  R O M A  I N  T U R I N

The Baroque reconstruction of Piazza Castello by 

Ascanio Vittozzi also encompassed the reconstruc-

tion of six blocks in line with Piazza Castello and 

Palazzo Reale. The reconstruction of the blocks en-

compassed the construction of a continuous façade 

for this part of street; the Contrada Nuova (A-B). 

With the first expansion of the city (see Fig 21), an 

axis was formed between Piazza Castello and the 

newly conceived Porta Nuova. This axis ran from 

Palazzo Reale to Porta Nuova. The axis became con-

nected to the existing inner city through the con-

struction of Piazza San Carlo in 1637 which con-

nected Contrada Nuova to Porta Nuova. Now, the 

continuous façade was even firmer consolidated in 

the urban layout and the formation of a Baroque 

axis was definitive. The spatial constitution of this 

axis has remained virtually unchanged for centuries. 

Only in the 19th century the area around Porta Nuo-

va has been expanded in a Baroque spirit. The trac-

es of this reconstruction are still visible today as the 

exedra of Via Roma: Piazza Carlo Felice (see Fig 42). 

However, the Baroque structure of the axis has been 

reconstructed under the Fascist regime from 1931 

until 1937. This reconstruction was realised in two 

phases: the first phase encompassed the reconstruc-

tion of the six blocks between Piazza Castello and 

Piazza San Carlo. This first phase was an exponent 

of Scanagatta's piano regolatore which proposed an 

urban sanitation. This first part of the reconstruc-

tion is being referred to as the primo tratto of Via 

Roma. The reconstruction of the primo tratto of Via 

Roma is characterized by an eclectic approach, it 

combines a Rationalist idiom with Novecento ten-

dencies. The second part of the reconstruction is 

referred to as the secondo tratto. The reconstruction 

of this part has been overseen by Marcello Piacen-

tini. Prescriptions were much stricter, all decisions 

were directed by Piacentini. In contrast to the ec-

lecticism of the primo tratto the secondo tratto is 

characterized by a strong Rationalist idiom. Pia-

centini dedicated himself to the task of integrating 

the two Baroque churches of Piazza San Carlo into 

the new Fascist reconstruction plans while the oth-

er blocks were designed in close consultation with 

Piacentini by a small legion of Fascist architects. 

The reconstruction of the primo tratto took from 

1931-1933 while the reconstruction of the second 

part took from 1933-1937. The main focus of this 

chapter is the secondo tratto since it provides a legi-

ble Rationalist approach based on Vittozzi's model.
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Fig 42 — First part (primo tratto) of the Fascist reconstruction of Via Roma (1:5000)

1
2

3
4

6

5

Piazza Castello

Piazza Carlo Felice

Piazza San Carlo

Piazza C.L.N.



85

P R I M O  T R A T T O

F I R S T  P A R T  O F  T H E  R E C O N S T R U C T I O N  O F  V I A  R O M A  ( 1 9 3 1 - 1 9 3 3 ) 

The first part of the Fascist reconstruction of Via 

Roma encompassed the six blocks at Via Roma 

from Piazza Castello to Piazza San Carlo. These six 

blocks are the oldest blocks of Via Roma, they were 

already part of the city before its first expansion in 

1619 (see Fig 21), reconstructed by Ascanio Vittozzi 

when the streets name was still Via Nuova. The fol-

lowing information is based on (Re & Sessa, 1992): 1

1. Isolato Sant'Emanuele

Architect: arch. Armando Melis de Villa

Client: Società Reale Mutua delle Assicurazioni

Location: bounded by Piazza Castello, Via Roma, 

Via Monte di Pietà and Via Giovanni Viotti

2. Isolato San Damiano

Architect: arch. Giuseppe Momo

Client: Società Anonima Fondiaria Finanziaria

Location: bounded by Piazza Castello, Via Roma 

and Via Cesare Battisti

3. Isolato San Vincenzo

1. For further information on the building blocks of Via 
Roma see: Re, L., & Sessa, G. (1992). Torino. Via Roma. Tu-
rin: Lindau. pp. 84-89

Architects: arch. Annibale Rigotti  and Ilario Sormano

Client: Società Anonima Isolato San Vincenzo

Location: bounded by Via Monte di Pietà, Via 

Roma, Via A. G. I. Bertola and Via Giovanni Viotti

4. Isolato San Pietro

Architect: ing. Enrico Bonicelli

Client: Città di Torino 

Location: bounded by Via Cesare Battisti, Via 

Roma, Via Principe Amedeo and Piazza Carignano

5. Isolato San Federico

Architect: arch. Eugenio Corte

Client: Società Anonima Isolato San Federico Lo-

cation: bounded by Via A. G. I. Bertola, Via Roma, 

Via Santa Teresa and Piazza San Carlo

6. Isolato San Giovanni Battista

Architect: arch. Ugo Giovannozzi

Client: INA

Location: bounded by Via Prinipe Amedeo, Via 

Roma, Via Maria Vittoria and Piazza San Carlo

7. Piazza San Carlo (only pavilions)

Architect: ing. Enrico Bonicelli

Client: Città di Torino
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Fig 43 — Second part (secondo tratto) of the realised (not projected) Fascist reconstruction of Via Roma (1:5000)

Piazza Castello

Piazza Carlo Felice

Piazza San Carlo

Piazza C.L.N.
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S E C O N D O  T R A T T O

S E C O N D  P A R T  O F  T H E  R E C O N S T R U C T I O N  O F  V I A  R O M A  ( 1 9 3 3 - 1 9 3 7 )

The second part of the Fascist reconstruction of 

Via Roma encompassed eight existing blocks at 

Via Roma from Piazza San Carlo to Piazza Carlo 

Felice. Four blocks in the middle have been subdi-

vided into 13 smaller blocks (for reference see Fig 

65). The isole of the Chiesa di San Carlo (11) and 

the Chiesa di Santa Cristina (7) and Santa Costan-

za (25) and San Casimiro (26) have been recon-

structed. A number façades have been redrawn, 

these are annotated with (→). The following infor-

mation is paraphrased from (Re & Sessa, 1992): 1

7. Isolato Santa Cristina

Architect: arch. Marcello Piacentini

Client: Parrocchia di Santa Cristina

8. Isolato Santa Cristina

Architect: arch. Marcello Piacentini

Client: Antonio Comoglio

Location: plot bounded by Via Giovanni Giolitti, 

Piazza C.L.N., Via Tefilo Rossi and Via Lagrange

1. All information on the clients and architects of the build-
ing blocks of Via Roma is taken from: Re, L., & Sessa, G. 
(1992). Torino. Via Roma. Turin: Lindau. pp. 84-89

→  9. Isolato Santa Cristina

Architect: arch. Marcello Piacentini

Client: Società Anonima Assicurazioni Generali 

Trieste

Location: plot bounded by Piazza C.L.N., Via 

Roma, Via Camillo Benso di Cavour and Via Pi-

etro Gobetti

10. Isolato Santa Cristina

Architect: arch. Annibale Rigotti

Client: Sofia Cacherano di Bricherasio

Location: plot bounded by Via Teofilo Rossi, Via 

Pietro Gobetti, Via Camillo Benso di Cavour and 

Via Lagrange

11. Isolato San Carlo

Architect: arch. Marcello Piacentini

Client: Parrocchia di San Carlo

12. Isolato San Carlo

Architect: ing. Emilio Giay

Client: Camillo Debenedetti

Location: plot bounded by Via Alfieri and Via 

XX Settembre
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13. Isolato San Carlo

Architect: arch. Marcello Piacentini

Client: Istituto Nazionale Fascista della Previ-

denza Sociale (INFPS)

Location: plot bounded by Via Alfieri, Piazza 

C.L.N., Via Secondo Frola Conte, Via XX Settembre

→  14. Isolato San Carlo

Architect: arch. Marcello Piacentini

Client: Istituto Nazionale Fascista della Previ-

denza Sociale (INFPS)

Location: plot bounded by Piazza C.L.N., Via 

Roma, Via Arcivescovado, Via Giovanni Amendola

15. Isolato San Carlo

Architect: arch. Marcello Piacentini

Client: Istituto Nazionale Fascista della Previ-

denza Sociale (INFPS)

Location: plot bounded by Via Secondo Frola 

Conte, Via Giovanni Amendola, Via Arcivesco-

vado, Via XX Settembre

→ 16. Isolato Sant'Antonio da Padova

Architects: ing. Vittorio Bonadè Bottino, arch. 

Biagio Albertelli

Client: Società Anonima Edilizia Piedmontese

Location: plot bounded by Piazza C.L.N., Via 

Roma, Via Arcivescovado, Via Giovanni Amendola

→ 17. Isolato Sant'Antonio da Padova

Architects: ing. Vittorio Bonadè Bottino, ing. 

Giuseppe Verzone

Client: Società Anonima Edilizia Piedmontese

18. Isolato Sant'Antonio da Padova

Architects: ing. Vittorio Bonadè Bottino, arch. 

Mario Dezzutti

Client: Società Anonima Edilizia Piedmontese

19. Isolato Sant'Antonio da Padova

Architects: ing. Vittorio Bonadè Bottino, arch. 

Mario Passanti

Client: Società Anonima Edilizia Piedmontese

20. Isolato Sant'Antonio da Padova

Architects: ing. Vittorio Bonadè Bottino, arch. 

Giovanni Chevalley

Client: Società Anonima Edilizia Piedmontese

21. Isolato Santa Maria Maddalena

Architect: arch. Annibale Rigotti

Client: Società Anonima Beni Stabili Torino

22. Isolato Santa Maria Maddalena

Architect: ing. Guglielmo Olivetti

Client: Società Anonima Immobiliare Ricostru-

zione Isolato Santa Maria Maddalena

23. Isolato Santa Maria Maddalena

Architect: ing. Giuseppe Momo

Client: Società Anonima Immobiliare Monviso, 

Pietro e Serafino Billotti

24. Isolato Santa Maria Maddalena

Architect: arch. Ottorino Aloisio

Client: Società Anonima Immobiliare Santa Vit-

toria
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25. Isolato Santa Maria Maddalena

Architect: arch. Ottorino Aloisio

Client: Società Anonima Immobiliare Tori-

no Rinascente, Società Anonima Immobiliare 

Aprilia,  Società Anonima Immobiliare Erida-

nia, Società Anonima Immobiliare San Giulio, 

Società Anonima Immobiliare Antonelli, Soci-

età Anonima Immobiliare Bramante

26. Isolato Santa Costanza

Architect: ing. Giacomo Salvadori

Client: Maria Alberta Engelfred countess Balbo 

Bertone di Sambuy

27. Isolato San Casimiro

Architect: arch. Giovanni Chevalley

Client: Maria Grasso Varrone

The reconstruction of Via Roma has been per-

formed under Fascist rule. While most projects un-

der the Fascist regime had a function of representa-

tional grandeur, the motives for Via Roma were 

different. (Arthurs, 2012) observes:

The difference in approach is striking when 

comparing initiatives in Rome with those else-

where. The regime's most ambitious urban in-

tervention in Turin, Via Roma Nuova (note the 

name), was planned as an upscale shopping dis-

trict. While a similar policy of "sanitation" and 

large-scale guttings was employed, the result 

was not a monumental site but a space for bour-

geois sociability, presented in a Baroque style. 2

A number of relevant statements are derived from 

this observation of (Arthurs, 2012): 1. The Fas-

cist reconstruction of Via Roma is vastly different 

from other Fascist reconstructions, 2. Instead of 

an ideological representative function the recon-

struction of Via Roma was originally conceived as 

an upscale shopping district, 3. The reintroduction 

of the bourgeoisie in the Baroque city has been fa-

cilitated through the Fascist reconstruction and 4. 

The presentation of the reconstruction has been 

performed in a Baroque "style". Style in this cita-

tion is insufficient to explain the continuity of the 

Fascist reconstruction. Piacentini's reconstruction 

of Via Roma heavily relies on citations of genetic 

elements employed in the Baroque city and Classi-

cal references in general. As will be demonstrated, 

both come together through Piacentini's project for 

Via Roma (see Fig 57). For the next pages, a num-

ber of façades will be redrawn in order to validate 

the Classical references taken by Piacentini. These 

references date back to Sebastiano Serlio who in-

troduces the arcade with rusticated base in his work 

Tutte l'opere and also to Carlo di Castellamonte's in-

tervention of Piazza San Carlo with the colonnade 

which he refers to as 'a Serliana'. Both references 

converge into a model employed by Piacentini with 

direct citations that build on the historical conti-

nuity of the city. This Fascist intervention in Turin 

shows great sensibility towards historical referenc-

es, even when simultaneously "sanitizing" the city.

2. Arthurs, J. (2012). Excavating Modernity: The Roman Past 
in Fascist Italy. Ithaca: Cornell University Press. p. 172
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Fig 44 — Piazza C.L.N. (1938)

Fig 45 — Piazza C.L.N. from the portici (1938)
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Fig 46 — Via Bruno Buozzi from Hotel Principi di Piedmonte (1938)

Fig 47 — Via Roma from Piazza Carlo Felice (1938)
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Fig 48 — The reconstruction plan of the secondo tratto of Via Roma as published in L'Architettura Italiana by Melis de 

Villa in December 1938. It should be noted that the large squares around the blocks of Isolato Santa Costanza and Iso-

lato San Casimiro have not been realised. Also, the street names have changed substantially throughout time.
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To summarize, for the plan as elaborated by Marcel-

lo Piacentini see Fig 48. 3,4 What can clearly be ob-

served is that Marcello Piacentini, single-handedly 

responsible for Isolato Santa Cristina (7 and 8) and 

Isolato San Carlo (11 and 12), has clearly separat-

ed the Baroque realm of Piazza San Carlo with the  

realm of the newly conceived Piazza C.L.N. More 

specifically, Piazza C.L.N. has originally not been 

designated a piazza but a piazzetta in Piacentini's 

plans (the boundary of the a piazzetta has been 

highlighted in red). To see a fully elaborated draw-

ing of Piacentini's piazzetta see Fig 49. Through the 

piazzetta Piacentini gradually transforms the realm 

of the Baroque Piazza San Carlo into the realm of 

the Rationalist reconstruction of the Baroque city, 

the secondo tratto. This transformation is being 

achieved with the use of "overpasses" (sovrapassi) 

that are a clear boundary of the space but simultane-

ously are permeable enough to form a link between 

two atmospheres (see Fig 58). These sovrapassi can 

be considered an extension of the Baroque reper-

tory as they embody the use of the urban façade as 

urban mirrors. These sovrapassi flank Via Roma and 

they close the atmosphere of Via Roma at the more 

3. The completion of the secondo tratto of Via Roma has 
extensively been reviewed by: Melis de Villa, A. (1938). La 
ricostruzione del secondo tratto di via Roma a Torino. L’Ar-
chitettura Italiana, (12), 347—420. What is characteristic 
about these publications is that even though the interven-
tion is Fascist, the focus of these articles is strictly archi-
tectural. The article thus presents plans, sections, details 
and photographs of the buildings in their urban situation. 

4. For the competition that preceded the reconstruction of 
Via Roma see: Melis de Villa, A. (1934). Concorso per il 
secondo tratto di via Roma a Torino. L’Architettura Italiana, 
(2), 39—47.

idiosyncratic situations of the streets parallel to Via 

Roma. As can be observed, these sovrapassi also have 

the capacity to tie together the isole (urban blocks) 

(see Fig 67). So even though the former large urban 

blocks have been volumetrically subdivided into 

smaller blocks (see Fig 65) the sovrapassi still pres-

ent the original Baroque situation. The sovrapassi 

are thus an extension of the Baroque repertory, that 

is, as a continuous façade and urban mirror. There 

is thus more room for idiosyncratic solutions after 

this strict first layer of sovrapassi that is consistent 

to Baroque principles. At this first layer, the façades 

of Via Roma are highly consistent. For example, 

the façades of Isolato Sant'Antiono da Padova differ 

from Isolato Santa Maria Maddalena only by a mul-

lion in the layout of the windows and sometimes 

one of the openings at the piano nobile is closed (as 

an alcove). For reference see Fig 52 → see Fig 55. 

Consequently, the entire systematism of Via Roma 

can be based on the rules derived from Piacentini's 

piazzetta. To briefly summarize: 1. Piacentini uses 

citations of the Baroque repertory in order to build 

on the continuity of the Baroque city, 2. Piacentini 

transforms these citations into a Rationalist idiom 

to transform these citations (and therefore these 

are anti–nostalgic), 3. The basic conceptions of the 

Baroque repertory are thus applied in the entire 

secondo tratto of Via Roma, 4. The citations basi-

cally have their roots in the structure of the façades 

of Piazza San Carlo and the façades of Piazza 

Castello. Therefore, within the scope of this chap-

ter above mentioned annotations will be redrawn 

and systematised in order to construct a viable 

model of continuity of the Fascist reconstruction.
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Fig 49 — Reconstruction of Piazza C.L.N. at Via Roma (Piacentini's piazzetta) (1:750)
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Fig 50 — Piazza C.L.N. at Via Roma (view towards Palazzo Reale)
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Fig 51 — Secondo Tratto
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I S O L A T O  S A N  C A R L O  ( 1 4 )

M .  P I A C E N T I N I

Fig 52 — Façade at Via Roma (1:200)

ISOLATO SAN CARLO

ISOLATO SANTA CRISTINA

ISOLATO SAN CARLO

ISOLATO SANTA CRISTINA
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I S O L A T O  S A N T ' A N T O N I O  DA  PA D O VA  ( 1 7 )

V.  B O N A D È  B O T T I N O  &  B .  A L B E R E L L I

Fig 53 — Façade at Via Roma (1:200)

ISOLATO SANTA MARIA MADDALENA (1)

SECTION ISOLATO SANT'ANTONIO DA PADOVA

ISOLATO SANTA MARIA MADDALENA (1)

SECTION ISOLATO SANT'ANTONIO DA PADOVA
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SOLID/VOID: 2:1
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ISOLA SANT'ANTONIO DA PADOVA DEPTH IN THE FACADE MAXIMUM/MINIMUM OPENINGS AT INTERCOLOMNIUM PROPORTIONAL SYSTEM?
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I S O L A T O  S A N T A  M A R I A  M A D DA L E N A  ( 2 1 )

A .  R I G O T T I ,  G . O L I V E T T I ,  O .  A L O I S I O ,  G .  M O M O  &  A .  R I L U T T I

Fig 55 — Façade at Via Roma (1:200)

SECTION ISOLATO SANT'ANTONIO DA PADOVA

SECTION ISOLATO SANTA MARIA MADDALENA (2)

SECTION ISOLATO SANT'ANTONIO DA PADOVA

SECTION ISOLATO SANTA MARIA MADDALENA (2)
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P I A Z Z A  S A N  C A R L O

B A S I S  O F  P I A C E N T I N I ' S  F A Ç A D E :  A  T R A N S F O R M A T I O N

Fig 56 — Carlo di Castellamonte's original design (1637) and Bruno Alfieri's modification (1749)

ISOLATO SANT'ANTONIO DA PADOVA (1)

ISOLATO SANTA MARIA MADDALENA (1)

ISOLATO SANT'ANTONIO DA PADOVA (1)

ISOLATO SANTA MARIA MADDALENA (1)

ISOLATO SANT'ANTONIO DA PADOVA (1)

ISOLATO SANTA MARIA MADDALENA (1)

ISOLATO SANT'ANTONIO DA PADOVA (1)

ISOLATO SANTA MARIA MADDALENA (1)
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Conclusions Ch. 4.

Based on the redrawing of the façades of Via 

Roma and a snippet of the analysis (see Fig 54) a 

number of conclusions can be made.

§9 – The double columns employed in Piacen-

tini's designs are a direct citation from Carlo di 

Castellamonte's design for Piazza San Carlo.

§9.1 – Consequently, the colonnade of Carlo di 

Castellamonte's design for Piazza San Carlo is a 

direct citation from Serlio.

§9.2 – The position of the double columns influ-

ences the structure of the façade. The structure of 

the façade is an extreme at that point; it either has 

a maximum amount of openings (5) or a mini-

mum (0). 

§9.3 – Typically Baroque, the piano nobile is ar-

ticulated through a setback in the façade and by 

framing of a number of windows. Articulations 

in the façade are often grouped by numbers of 5. 

§9.4 – By absence of an opening at the double 

columns this absence is articulated through an 

alcove (apse like shape).

§9.5 – All flooring is aligned with the column 

structure and framed consequently. This also ap-

plies to the roof structure of the portici.

§9.6 – Pendant lights are always used at the large 

openings, never between the double columns. 

These pendant lights align with the mezzanine 

level floor. 

§9.7 – A tripartite composition of the façade has 

been applied, plinth (portici), body and parapet 

(terraces). This tripartite composition has both 

been applied vertically (plinth, body, parapet) as 

well as horizontally (cornice, body, cornice).
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Conclusions Ch. 4.

Fig 57 — Continuity of the city, Fascist citation of Vittozzi's model and implicit citation of Serlio (1:750)



104

Conclusions Ch. 4

Fig 58 — Continuity of the façade and the column, separating two atmospheres (see Fig 49)
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Fig 59 — The direct citations as defined in §9 and §9.1 are demonstrated through the continuity of 

the façade and the column. In this part of Piacentini's design for Via Roma (see Fig 49 and see Fig 58) 

these citations are used to separate the Baroque realm of Piazza San Carlo from the newly conceived 

Piazza C.L.N. Due to this transition Piacentini transforms the historical reference simultaneously 

while continuing the Baroque repertory. 
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Fig 60 — The H–shaped colonnade between Piazza San Carlo and Piazza C.L.N.
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Fig 61 — The strong coulisse quality of the H–shaped columns effortlessly stitches two atmospheres together while being ar-

ticulate enough to separate those. The H–shaped column is a direct citation of Carlo di Castellamonte's colonnade 'a Serlina'
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Fig 62 — The plasticity of the walls of the chiese bordering at Via Roma



109

Fig 63 — The columns and pilasters of the Baroque chiese
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Fig 64 — Grand Hotel Principi di Piemonte from the junction of Via Bruno Buozzi and Via Giovanni Amendola
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A  L A T E R A L  S T R E E T  F O R  V I A  R O M A

G R A N D  H O T E L  P R I N C I P I  D I  P I E D M O N T E  A S  U R B A N  D E C O R U M

The Grand Hotel Principi di Piemonte has been part 

of the general reconstruction plan of Via Roma and 

is situated within the secondo tratto. However, its 

relation with Via Roma deserves some addition-

al attention. As may be observed in the imagery, 

plans and elevations of the Grand Hotel Principi di 

Piemonte do not border at Via Roma (see Fig 69); it is 

preceded by two blocks which are situated directly 

at Via Roma: the blocks of Sant'Antonio da Padova 

(see Fig 67 and see Fig 69). As has been pointed out 

before, the dimensions of the urban blocks in Turin 

are very large. The former blocks of Sant'Antonio 

da Padova in La Città Nuova measured roughly 140 

by 110 meters. In comparison: the largest blocks in 

the vicinity are those in line with Piazza San Carlo; 

the length of the block of Piazza San Carlo is 156 

meters. Due to the shape and dimensions of these 

blocks the middle of these blocks is quite challeng-

ing to arrange and often not in a representation-

al manner (e.g. filled with cortili di servizio of the 

Baroque palazzi). Therefore, perpendicular to Via 

Roma and the blocks of Sant'Antonio da Padova a 

street (Via Bruno Buozzi) has been introduced to 

reduce the dimensions of the Baroque block. While 

the dimensions of the Baroque blocks are being re-

duced, the density is being incremented. The con-

struction of the Grand Hotel Principi di Piemonte is 

most radical in this respect, as it exponentially in-

crements density within the Baroque city. This new-

ly conceived street, Via Bruno Buozzi, runs from 

Via XX Settembre to Via Piero Gobetti and is twice 

interrupted; once by Via Giovanni Amendola and 

once by Via Roma itself (see Fig 69 for an overview 

of the situation). Interestingly, Via Bruno Buozzi is 

spanned between Grand Hotel Principi di Piemonte 

and the corner ressault of the Cariparma building 

on Via XX Settembre. While the corner ressault of 

the current Cariparma building is rather unspec-

tacular in the sense that it is not exactly designed 

or intended to align with Via Bruno Buozzi a quite 

radical solution has been introduced to conceal 

this problem, a large building has been placed over 

Via Bruno Buozzi at the junction with Via Giovan-

ni Amendola (see Fig 69) and compare this situa-

tion with the precise alignment  of the androne and 

middle ressault of the Cassa di Risparmio with Pi-

azza C.L.N.). This method of concealment is highly 

characteristic of Turin and may be perceived as a 

Baroque acceptance of an existing reality that is be-

ing masked for representational matters. And that is 
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a crucial matter in this specific  intervention within 

Via Roma. While the intervention is often legiti-

mized through urban sanitation  and "moderniza-

tion" its true motive lies in a representative motive.

Above concerns of traffic, hygiene, or mere de-

corum in the capital's urban planning, the Fas-

cist regime valued representational grandeur. 5

It should be noted that the citation above relates to 

Via della Conciliazione in Rome and that the rep-

resentational value of this project was much higher 

for the Fascist regime. Thus generally the pursue 

for the representational grandeur may be true for 

the entirety of Via Roma, however, the position of 

the Grand Hotel Principi di Piedmonte and Via Bru-

no Buozzi may be designated as urban decorum. A 

preliminary proposal of the introduction of lateral 

streets can be traced back to Giorgio Scanagatta’s 

piano regolatore of 1919. 6 Within Scanagatta's plans 

arch. Emilio Chauvie 7 proposed the subdivision of 

5. Kirk, T. (2006), p. 763

6. Preliminary plans can be retrieved from: Scanagatta, G. 
(1919). Piano regolatore di risanamento di via Roma e delle 
vie laterali di Torino. Torino: Ufficio tecnico municipale. 
The process started at 06.02.1919 (datazione fase iter) while 
the official process ran from 17.07.1920 until 26.03.1926 
(date estreme). Construction of Via Roma from 1931-1937.

7. Within Scanagatta's piano regolatore several documents 
can be retrieved with regard to the expropriation of the 
parcels of Via Roma (e.g. Parcellare d’esproprio, Tipologia 
degli espropri da condursi, Proposta arch. Chauvie, and so 
forth). While Scanagatta has been responsible for the gen-
eral piano regolatore, the actual proposition for the cutting 
of the blocks of Sant'Antonio da Padova and Santa Maria 
Maddalena has been explicated by arch. Emilio Chauvie.

the blocks of Sant'Antonio da Padova in two distinct 

parts by means of the introduction of a lateral street 

(see Fig 65). The proposal of Chauvie introduces 

the expropriation of a number of existing palazzi 

within the urban blocks of Sant'Antonio da Padova 

and Santa Maria Maddalena. Chauvie proposed the 

street to run from Via Lagrange to Via XX Settem-

bre (for reference see Fig 69) at exactly the same lo-

cation as Piacentini et al realised Via Bruno Buozzi. 

An elaboration of Scanagatta and Chauvie's pi-

ano regolatore: Bonadè Bottino's ensemble for the 

Isolato Sant'Antonio da Padova

As mentioned earlier Marcello Piacentini super-

vised the construction of the secondo tratto of Via 

Roma. Design decisions had to be made in consul-

tation with Piacentini and ultimately approved by 

him. Instead of the rather coarse subdivision of the 

blocks of Sant'Antonio da Padova and Santa Maria 

Maddalena into four new blocks as in the piano reg-

olatore of Scanagatta by Chauvie's proposal, Piacen-

tini subdivided the block of Sant'Antonio da Padova 

into five smaller blocks (see Fig 65). The large Ba-

roque blocks would be subdivided perpendicular to 

Via Roma by Via Bruno Buozzi and parallel to Via 

Roma by Via Pietro Gobetti. The precise position of 

Via Pietro Gobetti has been determined by the posi-

tion of Palazzo Bricherasio that served as the upper 

boundary of this street. This is an important mo-

tive: Baroque traces have been preserved and have 

been used as guidelines in order to structure the 

new intervention (also remember the due sovrapas-

si of Piacentini in this respect). Once more, this in 
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Fig 65 — The blocks before the intervention of the secondo tratto of Via Roma (A): Isolato Santa Cristina, Isolato Sant'An-

tonio da Padova, Isolato Santa Maria Maddalena and Isolato San Carlo (clockwise), Chauvie's location for a lateral street 

in the piano regolatore superimposed on the original situation (B), Piacentini's fully realised plan (C), The ensemble of five 

blocks mainly supervised and elaborated by Vittorio Bonadè Bottino on the former Isolato Sant'Antonio da Padova (D)

A

B

C

D



114

sharp contrast with the general notion of the blind 

rejection of historical continuity by the Fascists. As 

demonstrated (see Fig 65) the four Baroque blocks 

with a dimension of roughly 140 by 110 meters 

have been reduced to  a number of smaller blocks 

with a dimension of roughly 60 by 45 meters. An 

exception is made at the block of Sant'Antonio da 

Padova; the block of Sant'Antonio da Padova has 

been volumetrically redistributed into five volumes. 

This ensemble of 5 blocks was under complete su-

pervision of Vittorio Bonadè Bottino –and evident-

ly Marcello Piacentini– and further elaborated by 

Mario Dezzutti, Mario Passanti, Biagio Alberelli, 

Giuseppe Verzone and Giovanni Chevalley. 

Evidently, the centre piece of this ensemble is the 

Grand Hotel Principi di Piedmonte. The Grand Hotel 

Principi di Piemonte can be read as the crown piece 

of both Via Bruno Buozzi as well as the ensemble of 

the five blocks within Piacentini's reconstruction of 

Via Roma. The ensemble is readable at Via Roma 

since the two blocks bordering at Via Roma have a 

symmetrical façade and are linked by an overpass. 

The overpass creates a continuous wall at Via Roma 

thus volumetrically balancing the ensemble. Also, it 

separates the atmosphere of Via Roma with the at-

mosphere of Via Bruno Buozzi; a similar approach 

to the two overpasses (due sovrapassi) between Pi-

azza San Carlo and Piazza C.L.N. As already thor-

oughly pointed out in the chapter on Baroque ur-

banism, the portici are the layer which tie the urban 

axes of Turin together and are a testimony of the 

continuity of an architectural culture based on As-

canio Vittozzi's model for Piazza Castello. Howev-

er, Via Bruno Buozzi is more than an urban wall; it 

bends the portici towards the Grand Hotel Principi 

di Piedmonte; aligning with the main entrances of 

the hotel. These aligned entrances separate the el-

evated terrace with the entrances facing Via Bruno 

Buozzi. As demonstrated in the Via della Conciliazi-

one in Rome the use of the street wall as an urban 

stage is pivotal within Piacentini's work. The use 

of the stage, or decor, is referred to by (Kirk, 2006) 

as quinte. These quinte are predominantly used to 

highlight a focal point:

The sides of this new perspective setting were 

referred to as quinte, the word for a theater set's 

side flats that allow the eye to perceive perspec-

tive depth. 8

Within the context of the Via della Conciliazione 

these quinte refer to the pinch in the width of the 

street by the use of the propylaea. While such a 

condition similar to Rome does not exist in Turin 

–however, the small 'arms' at the Cassa di Rispar-

mio at Piazza C.L.N. show great similarity with the 

propylaea– the use of the overpasses in perspective 

(for reference: see Fig 68) might be a similar strat-

egy. The overpasses that cross Via Bruno Buozzi 

create a readable perspective depth that frames 

the Grand Hotel Principi di Piedmonte, similar to 

the classical enfilade. The overpasses articulate 

the direction of the main street, Via Roma, close 

the atmosphere between Via Roma and the later-

al streets and create a readable, perspective depth. 

8. Kirk, T. (2006), p. 766
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Fig 66 — Diagram of the ensemble of Vittorio Bonadè Bottino. Bonadè Bottino collaborated on the blocks with (clock-

wise): Mario Dezzutti, Giovanni Chevalley, Mario Passanti, Giuseppe Verzone and Biagio Alberelli

Fig 67 — Grand Hotel Principi di Piemonte flanked by the façades of Sant'Antonio da Padova (1:1000)
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Fig 68 — The overpasses (sovrapassi) creating a prospectively effect as in a Baroque enfilade
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Fig 69 — Via Bruno Buozzi and the ensemble of blocks (1:10000)

V I A  G I O VA N N I  A M E N D O L A
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Fig 70 — View towards Cassa di Risparmio di Torino from Piazza C.L.N (androne). The two blocks which flank the 

street cut part of the façade in order to perfectly align the androne. 
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Fig 71 — The solid Rationalist idiom of Piacentini is illuminated in the plinth by the frivolous store-fronts of several 

high-end luxury stores. However, the current La Rinascente building reverts this logic, illuminating the parapet instead. 

It is also not correctly aligned seen from Via Roma (compare to the androne of Cassa di Risparmio di Torino).
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Fig 72 — Stones Via Roma
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T H E  S T O N E S  O F  V I A  R O M A

T U R I N ,  C I T Y  O F  S T O N E  A N D  G E O — A R C H I T E C T U R A L  S U B L I M I T Y

Turin is a city of stone. Not surprisingly, due to its 

geographical position, bordering at the Western 

Alps, Turin has a great richness of stone materials.  

In this sub-chapter the materials used in Via Roma 

will be explored as well as their precise architectur-

al application within Via Roma. The stone material 

and its treatment in this report is a crucial part in 

order to understand this historical continuity of the 

city of Turin since stone materials characteristic for 

Turin have been employed since the Roman age. As 

observed in (Fiora & Alciati, 2008) Turin outranks 

practically any Italian city by its number and variety 

of stone materials. (Fiora & Alcati, 2008) mention a 

number of stones:

Gneiss (Pietra di Luserna, Pietra di Malanag-

gio, Pietra della Val di Susa, Pietra di Cumiana), 

quartzite (Bargiolina), marbles (Pont Canavese, 

Brossasco, Chianocco e Foresto, Frabosa, Val Ger-

manasca), calcschist, prasinite, breccia (Breccia 

di Casotto), ophicalcite (Verde di Susa, Verde 

Alpi), limestone (Pietra di Gassino), alabaster 

(Onice di Busca). 1

1. See Fiora, L., & Alciati, L. (2008). The varieties of stones 
of Italian cities. L'Informatore Del Marmista, (561), 32—41.

However, this first inventarisation is insufficient 

to explain the variety of applied stone materials 

in Via Roma and is also insufficient with regard 

to their specific architectural use. (Fiora & Alcati, 

2008) do not make any architectural distinction is 

this regard. Therefore, this sub-chapter will explore 

the architectural motives of the use of certain stone 

materials within Via Roma. Once more the distinc-

tion between the primo tratto and the secondo trat-

to of Via Roma will be made since the use of stone 

in both sections of Via Roma is quite different. The 

first part of Via Roma, the primo tratto, is more exu-

berant and does bear reminiscence to the Novecen-

to style of for example Via Pietro Micca while the 

intervention of the the secondo tratto is more so-

ber and abstract. The secondo tratto has been over-

seen by Marcello Piacentini and is thus of a Fascist 

nature. The exuberance of materials of the primo 

tratto relies too much on decorum compared to the 

Rationalist idiom. Especially the intricate patterns 

of the primo tratto (e.g. Isolato San Giovanni Battis-

ta and Isolato San Federico) are being abstracted to 

thin frames that respond to the columns, the struc-

ture of the portici and the boundary of the block. 

Different stone materials are used as powerful tools 
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for architectonic articulations such as the end of the 

block, the boundary of the block, the interruption 

between the double columns, the metal gratings of 

the underground ventilation, and even the entranc-

es of the stores. Therefore, the use of specific stones 

is employed for different architectural articulations.

It should be noted however that the use of materials 

in Via Roma has been scholarly underexposed. The 

use of stones seems so evident in the city of Turin 

that the question how these stones have been ap-

plied or why these specific stones have been selected 

is being abandoned in the literature. However, there 

is one recent article that explored the topic. For this 

sub–chapter this article by (Borghi et al., 2014) 2 will 

be taken as the only source that is being cited from. 

As highlighted, the use of stone in the city in Turin 

seems evident and self–explanatory. This might be 

due to the following observation by (Borghi et al., 

2014):

This study shows that all the stone materials 

observed in Via Roma (21 lithotypes) were ex-

2. An extensive study has been performed by: Borghi, A., 
Berra, V., d'Atri, A., Dino, G., Gallo, L., & Giacobino, E. et 
al. (2014). Stone materials used for monumental buildings 
in the historical centre of Turin (NW Italy): architectoni-
cal survey and petrographic characterization of Via Roma. 
Geological Society, London, Special Publications, 407(1), 
201—218. doi:10.1144/sp407.20. While the study itself is 
mainly aimed at petrographic representation, it is also an 
architecturally very valuable study and a welcome addition 
to Coppo, D., & Davico, P. (2001). Il disegno dei portici a 
Torino: architettura e immagine urbana dei percorsi coperti 
da Vittozzi a Piacentini. Torino: Celid.

ploited from different domestic quarry districts 

and primarily from the Western Alps (12 litho-

types), reflecting perhaps better than any other 

topic the link of the city with its territory. 3

Stone, structure and decorum

Many stone materials have been identified in Via 

Roma. As concluded by (Borghi et al., 2014) 21 

lithotypes have been found. The blocks between Pi-

azza Castello and Piazza San Carlo, the primo trat-

to, contains the highest diversity of lithotypes. In 

total, 18 types of stone have been found. The struc-

tural properties of the stones employed at the primo 

tratto do not match their position, the use of stones 

at the secondo tratto is much more conscious with 

regard to their static properties:

In contrast, in the blocks between Piazza San 

Carlo and Piazza Carlo Felice where a more con-

scious use of materials was employed, just nine 

lithotypes, and the almost exclusive employment 

of silicate rocks for the structural elements have 

guaranteed the original appearance of the mon-

ument's façades, except for the obvious presence 

of discolouration. 4

So the use of stone in the secondo tratto of Via 

Roma is structurally more significant as it is more 

localised and thus more Turin–specific. To sum-

marize, in the primo tratto of Via Roma 18 litho-

3. Borghi et al., op. cit., pp. 216–217

4. Ibid., p. 217
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types have been used while in the secondo tratto of 

Via Roma 8 lithotypes have been used. The stones 

used in the primo tratto: Travertino (1), Sienite della 

Balma (2), Bardiglio delle Apuane (3), Pietra di Lus-

erna (4), Pietra di Trani (5), Botticino (6), Diorite 

di Vico (7), Rosso Verona (8), Pietra di Malanaggio 

(9), Verde Roja (10), Bardiglio di Moncervetto (11), 

Trachite degli Euganei (12), Granito rosa di Baveno 

(13), Granito rosso del Mottarone (14), Pietra d'Is-

tria (15), Granito bianco di Montorfano (16), Pietra 

di Chiampo (17), Granito bianco di Alzo e Roccapi-

etra (18), Pietra di Finale (19), Rosso Levanto (20), 

Serizzo Antigorio (21).

Within the primo tratto of Via Roma there is a spe-

cial treatment of the plinth, the arches, the columns, 

the pilasters, the store-fronts, etc. Other observa-

tions that are being made are for example the use of 

Travertino for the external cladding of the "endings" 

of each block. Or, when one enters a block, and thus 

a new section of the portico, this new entrance is 

being marked with a different stone than the rest of 

the pavement in the block. For example within the 

primo tratto of Via Roma the Isolato San Damiano is 

taken as an example. Here, the entrance of the por-

tico is marked with Pietra di Luserna, the structure 

of the beams and columns is articulated with Bar-

diglio delle Apuane. The regular flooring, squares 

framed with Bardiglio delle Apuane, consist of Piet-

ra di Trani. Opposite of Isolato San Dalmazo Isolato 

Sant'Emanuele is situated. The use of stones is more 

varied and complex. Plaster, Travertino, Botticino, 

Diorite di Vico, Rosso Verona, Pietra di Malanaggio, 

Pietra di Trani, Verde Roja, Bardiglio di Moncervet-

to. However, the complexity of the primo tratto is 

hard to rationalise since every solution is highly idi-

osyncratic and mainly used for decorum. Therefore, 

the focus will be the secondo tratto of Via Roma.

Stones of the secondo tratto

The litographs employed in the secondo tratto 

are: Serizzo Antigorio (1), Granito bianco di Alzo 

e Roccopietra (2), Sienite della Balma (3), Granito 

di Anzola (4), Pietra di Finale (5), Pietra di Luser-

na (6), Pietra di Malanaggio (7), Quarzite di Barge 

(8), Travertino (9). The latter, stones 5-9 are only 

used in the last two blocks, Isolato Santa Costan-

za and Isolato San Casimiro. Therefore, also for 

the design, the focus is on four materials: Serizzo 

Antigorio (1), Granito bianco di Alzo e Roccopie-

tra (2), Sienite della Balma (3), Granito di Anzola 

(4). The latter stone material, Granito di Anzola, is 

block–specific. Therefore, the materials to employ 

throughout Via Roma remain: Serizzo Antigorio 

(1), Granito bianco di Alzo e Roccopietra (2), Sien-

ite della Balma (3). Serizzo Antigorio is mainly used 

for the columns, lintels, sills, articulation of pave-

ment, etc. Granito bianco di Alzo e Roccopietra and  

Sienite della Balma are used for the 'framing' of the 

pavement. Strips of stone, often layed in rectangu-

lar patterns, frame the rhythm of the columns of 

the portici. Conclusion: for the secondo tratto of 

Via Roma for 'columns, capitals, headsills, angle 

pilasters, internal plates, sills and pavement) Ser-

izzo Antigorio is to be used whether for the pave-

ment Granito bianco di Alzo e Roccapietra (regular) 

and Sienite della Balma (framing) is to be used.
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Fig 73 — Stones Via Roma 2
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Fig. 5. Schematic architectural survey and petrographic classification of stone materials employed in Via Roma arcades: (a) San Pietro block; (b) San Vincenzo block.
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Fig 74 — Typical use of stones at primo tratto of Via Roma: Isolato San Pietro. 

Source: Borghi et al., op. cit., p. 208

Fig. 5. Schematic architectural survey and petrographic classification of stone materials employed in Via Roma arcades: (a) San Pietro block; (b) San Vincenzo block.
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Fig 75 — Stones Via Roma 3
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Fig 76 — Typical use of stones at secondo tratto of Via Roma: Isolato Santa Cristina. 

Source: Borghi et al., op. cit., p. 210

Fig. 7. Schematic architectural survey and petrographic classification of stone materials employed in Via Roma arcades: (a) Santa Cristina block; (b) San Carlo block.
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Fig 77 — (Sangallo the Younger, Michelangelo, Vignola, Della Porta), Palazzo Farnese, Rome (1517–1589)
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T H E  U R B A N  PA L A C E

I T A L I A N  A N D  F R E N C H  R O O T S ,  T H E  P A L A Z Z O  A N D  H Ô T E L

One of the principal operations of the transforma-

tion of Turin into a Baroque capital has been the 

consolidation of medieval plots into large dwellings: 

the construction of the Baroque palazzi. Another 

operation has been the provision of land under the 

condition of tax exemption for the construction of 

a city for the nobility. This operation has been real-

ised by Carlo di Castellamonte with the construc-

tion of La Città Nuova in 1619 (see Fig 21). Due to 

the complexity of the first operation, the consolida-

tion of medieval plots into a Baroque palazzo –and 

the extremely scarce (historical) documentation on 

this topic– the focus of this chapter will be the study 

and derivation of the typo–morphological structure 

of the Baroque palazzi in La Città Nuova. A clear 

definition of the palazzo is given by (Castex, 1993) 
1 who paraphrases Dufourny's work Palais, maisons 

1. Castex, J., (1993). De architectuur van renaissance, barok 
en classicisme. Nijmegen: SUN. p.154. Own free transla-
tion from Castex on Dufourny: "Onze lezers moeten niet 
verbaasd zijn wanneer zij horen dat bescheiden huizen als 
paleis worden aangeduid, een benaming die in onze taal is 
voorbehouden aan de behuizingen van koningen en prin-
sen of aan openbare gebouwen. Het Italiaanse woord palaz-
zo strekt zich, in Rome en in het algemeen in heel Italië, uit 
tot de huizen van de edelen of rijke burgers, en staat gelijk 
aan ons woord hôtel."

et autres édifices modernes dessinés à Rome (1798):

Our readers should not be surprised when they 

learn that modest residences are denoted as pal-

ace, a denomination which, in our language, is 

reserved only for the residences of kings and 

princes or for public buildings. However, the 

Italian word palazzo extends, in Rome and in 

generally entire Italy, from the residences of the 

nobility and rich citizens, and is equal to our 

word hôtel.

While there is a linguistic difference, there also is a 

similarity between the structure of the palazzo and 

hôtel. This similarity between the Italian palazzo 

and the French hôtel is further explained by (Nor-

berg-Schulz, 1971) who observes:

Two building types dominate seventeenth–cen-

tury secular architecture, the city–palace (palaz-

zo, hôtel) and the country–house (villa, château). 2

The difference between secular and sacred influenc-

es has been highlighted in Chapter 3. Furthermore, 

2. Norberg-Schulz, op. cit., p. 23
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the focus in this graduation report is aimed at sec-

ular architecture. But continuing (Norberg-Schulz, 

1971) statement on the palazzo and hôtel; indeed, 

there is a clear distinction between the urban dwell-

ing (palazzo, hôtel) and its non–urban counterpart 

(villa, château). For the remains of this typo–mor-

phological study the focus will be the urban dwell-

ing. So the theoretical boundary of this chapter are 

the Turinese palazzi nobiliari in the Baroque city.

As mentioned before, the (geographical) position of 

Turin, with its secular and sacred influences, makes 

it imperative to take a closer look at the French hô-

tel as well as the Italian palazzo. At first, these two 

building typologies are derived. (Norberg-Schulz, 

1971) defines the Italian palazzo as:

We have already defined the palazzo as a 'closed 

world'. Basically it is a block centred on the 

courtyard (cortile), which is the real focus of the 

centripetal organism, and is therefore character-

ized as a space without directions enclosed by a 

uniform and continuous boundary. 3

The Italian palazzo thus clearly has roots in the Re-

naissance since the basic conception of the Italian 

palazzo is the principle of the "closed world" (for an 

example see Fig 77). The idea of the "closed world" 

was an important idea in Classical architecture, of-

ten referred to as temenos, 4 which bears a sacred 

3. Ibid., p. 239

4. For a thorough description of the idea of temenos in Clas-
sical architecture, see Tzonis, A., Lefaivre, L., & Bilodeau, A. 
(1986). Classical architecture. Cambridge, Mass.: MIT Press.

meaning. However, the "closed world" of the Italian 

palazzo refers to one of the conclusions (Ch.3 §3) 

where the Renaissance conception of the ideal al-

ways is a closed universe. However, the French hôtel 

is different. A definition (Norberg-Schulz, 1971): 5

The large French dwellings of the seventeenth 

century have roots that are quite different from 

those of the Italian palazzo. Rather than the Ro-

man insula, the hôtel was based on medieval pro-

totypes which consisted of a series of units dis-

tributed around a spacious courtyard. Certain 

tendencies towards a more regular layout were 

present, especially the placing of the main hall 

opposite the entrance which gave the courtyard 

a kind of axis, and at the same time created an 

intimate privacy unknown to the Italian palazzo.

The idea of the closed universe of the Renaissance 

palazzo is connected to its Roman legacy: the insu-

la. Typologically, its can be considered a continua-

tion of this principle. (Castex, 1993) 6 connects the 

idea of the domus to the emergence of the palazzo, 

and also points its typologization:

5. Norberg-Schulz, op. cit., p. 275

6. Castex, op. cit., p. 155. Own free translation from: "In 
elk paleis sluimert de droom van een antieke domus, en 
deze droom schenkt het 't vermogen zijn ordening vast te 
stellen: ordening van een vorm, van een weten, van een 
kunde en van een cultuur. Wanneer u wordt gevraagd wat 
een type is, antwoord dan: een verbazingwekkend sys-
teem van correspondenties. Het laat zich raden hoe we de 
typologie het best kunnen benaderen: eerst vragen naar 
de distributieve kenmekren; dan de wetten van de figuur 
vertalen waarvan de wijzen waarop de vorm wordt geart-
iculeerd afhangen; en ten slotte de theorie verkennen."
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Fig 78 — François Mansart, Hôtel de la Vrillière, Paris (1635–1640, engraving by Marot)
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Fig 79 — The formal base of the Italian palazzo versus the French hôtel

Conclusions Ch. 5

Italian palazzo

Closed universe

Courtyard (cortile) is pri-

vate, principal façade(s) is/

are public

Possible disposition of ves-

tibules (vestibolo d'onore)

French hôtel

Open to 'control'

Courtyard (cour d'honneur) 

is open and public, corps 

de logis is private, situated 

'entre cour et jardin'

Disposition of vestibule 

(vestibule)
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In every palace the dream of an antique domus 

resonates, and this dream bestows the ability to 

determine its ordination: ordination of a form, 

ordination of knowledge, ordination of skill, or-

dination of a culture. When you are being asked 

what a type is, then answer: an astonishing sys-

tem of correspondences. One can guess how one 

can approach the typology best: firstly question-

ing its distributive characteristics, then translate 

the laws of the figure into the way the form is 

being articulated and finally, explore the theory.

The same approach is taken here (see Fig 79). A for-

mal basis for the Italian palazzo and French hôtel is 

derived using: 1. The main distributive character-

istics, 2. How these main distributive characteris-

tics articulate the form, 3. The theoretical underlay. 

While a concise definition for the palazzo has been 

given, (Norberg-Schulz, 1971) 7 also defines the hôtel: 

In general, the hôtel may be considered 'the 

adaptation, the urban transposition of the no-

bleman's castle or the feudal country house'. 

Different geneses make the Italian and French 

palaces inversions of each other. In the Italian 

palace, the main part of the building faces the 

public world whereas the cortile is private. In 

the French hotel, the cour d'honneur 'opens' on 

the urban space in front, while the corps de logis 

is withdrawn and private. Different ways of life 

and social structures are thereby expressed. 

7. Norberg-Schulz, op. cit., p. 275

And so the formal basis of the Italian palazzo and 

French hôtel has been derived (see Fig 79). Clearly, 

the U–shaped basis of the French hôtel is not only 

recognized by (Norberg-Schulz, 1971) but also by 

(Castex et al., 1986) in his typological study on Tu-

rin. Here the formal basis of the palazzo in Turin is 

a peculiar mixture between the Italian palazzo and 

the French hôtel with a few specific additions:

The typology was maintained in a manner that 

was characteristic of Turin: an atrium, steps and 

two inner courtyards, the first designed with 

great care and the second intended for work-

ing-class housing. The urban block thus took 

precedence over the plot. 8

Within this chapter, a number of case studies of 

palazzi nobiliari in Turin will attempt to verify the 

hypothesis of (Castex et al., 1986). In a sense, as the 

French hôtel forms the inverse of the Italian pala-

zzo, much can be said that the Turinese palazzo 

forms the inverse of the French hôtel and the Italian 

palazzo combined. However, before this typological 

study will take place, another observation by (Nor-

berg-Schulz, 1971) 9 can already affirm part of this 

hypothesis:

The inhabitants of the Italian palazzo may follow 

civic life from their dwelling; they participate, 

but they still retain the individual identity sym-

bolized by the enclosed block-like structure and 

8. Komossa, op. cit., pp. 7-8

9. Norberg-Schulz, op. cit., p. 275
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the centralized cortile. The inhabitants of the hô-

tel do not participate in the civic milieu, but they 

are still subject to the dominated space on which 

their courtyard opens, and become part of the 

general 'system'.

Evidently, due to the presence of the Absolutist 

regime in Turin the closed universe of the Ital-

ian palazzo had little right of existence (however, 

there are examples in Turin). But, as pointed out 

in Chapter 3, one of the principal tools for the es-

tablishment of Absolutist rule has been the use of 

continuous façades. The emergence of the specific 

Turinese palazzi nobiliari within the boundary of 

La Città Nuova is one that has the potential to be 

compatible with the system of continuous façades 

and/or portici (see Fig 81). In the derivation a for-

mal basis of the French hôtel and the Italian palazzo 

the Palazzo Farnese (see Fig 77) and the Hôtel de la 

Vrillière (see Fig 78) have been used as archetypes. 

What is perhaps visible is that the solution for 

Palazzo Farnese reads as quite autonomous while 

the Hôtel de la Vrillière shows a rather capricious 

context. The ideal of the Renaissance are geometri-

cal constructs of mathematical precision and thus 

a certain autonomy. Evidently, the situation of the 

Baroque was different since it superimposed its ide-

als on the existing situation and by that transform-

ing it rather than creating a perfect, closed uni-

verse. This attitude will be briefly addressed. (Rowe 

& Koetter, 1978) address this dichotomy as 'ideal' 

versus 'idiosyncratic'. This will be the theoretical 

boundary to understand the context of the derived 

formal basis of the given typologies (see Fig 79). 

5.1. Ideal versus idiosyncrasy; Rowe & Koetter's 

derivation of archetype versus accident

The shown examples, the Palazzo Farnese and Hôtel 

de la Vrillière show different attitudes and contex-

tual situations. The Palazzo Farnese may be des-

ignated an 'ideal' construct while the solution of 

the Hôtel de la Vrillière presents itself as less stable 

and more specific towards the situation, thus being 

'idiosyncratic'. However, even seemingly 'idiosyn-

cratic' solutions may have an 'ideal' base. While 

for the deduction of a formal basis (see Fig 79) the 

aforementioned examples have been used (Rowe & 

Koetter, 1978) explore a similar topic with the Pala-

zzo Borghese and the Hôtel de Beauvais. The follow-

ing pages will occupy an extract of Collage City by 

(Rowe & Koetter, 1978) 10 explaining the idea that is 

both at the basis of the derivation of a formal model 

as it is a strategy of a collage urbanism, an attitude 

that is in many respects truly Baroque: 

The Palazzo Borghese, located upon its highly 

idiosyncratic site, contrives both to respond to 

this site and to behave as a representative palace 

of the Farnese type. The Palazzo Farnese pro-

vides its reference and meaning. It contributes 

certain factors of central stability, both of façade 

and plan; but, with the 'perfect' cortile now em-

bedded in a volume of highly 'imperfect' and 

elastic perimeter, with the building predicated 

on a recognition of both archetype and accident, 

there follows from this duplicity of evaluation 

10. Rowe & Koetter, op. cit., pp. 77-79
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Fig 80 — Antoine Le Pautre, Hôtel de Beauvais, Paris (1654–1656, engraving by Marot)
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an internal situation of great richness and free-

dom. [...] Le Pautre's Hôtel de Beauvais, with its 

ground floor of shops, is externally something of 

a minor Roman palazzo brought to Paris; and, as 

an even more elaborate version of a category of 

free plan, it might possibly prompt comparison 

with the great master and advocate of the free 

plan himself. But Le Corbusier's technique is, of 

course, the logical opposite to that of Le Pautre; 

and, if the 'freedoms' of the Villa Savoye depend 

on the stability of its indestructible perimeter, 

the 'freedoms' of the Hôtel de Beauvais are de-

rived from the equivalent stability of its central 

cour d'honneur. [...] But building as infill! The 

idea can seem to be deplorably passive and em-

pirical-though such need not be the case. For, 

in spite of their spatial preoccupations neither 

the Hôtel de Beauvais or the Palazzo Borghese 

are, finally, flaccid. They, both of them, assert 

themselves by way of representational façade, 

by way of progression from façade-figure (solid) 

to courtyard-figure (void). The Hôtel de Beau-

vais and the Palazzo Borghese the Gestalt condi-

tion of ambivalence-double value and double 

meaning-results in interest and provocation.

The relevance of this theoretical framework is that 

the stability of both the accident as well as the ar-

chetype can be asserted through the representative 

façade. This makes the Baroque use of the contin-

uous façade so viable, since it asserts its integra-

tion into the city, be it an 'ideal' or an 'idiosyncrat-

ic' solution. This theory can also be applied to the 

integration of the palazzi (see Fig 81). This implies 

that any condition, be it ideal or idiosyncratic, can 

be resolved through the representativeness of the 

façade as a stabilizer. This applies to both an elastic 

as well a geometric perimeter. While in this chapter 

this theory has been applied strictly to the building 

types itself, such observations have been made on 

an urban scale, for reference, see Place Royale (see 

Fig 34) and Place Dauphine (see Fig 35). Here, the 

ideal can still be superimposed on an elastic perim-

eter, as for example in Palazzo Borghese.

What should be mentioned is that in the case of 

Turin the elasticity of the perimeter is quite mod-

est, that means, it often presents itself as an 'ideal' 

perimeter. This is evidently caused by the grid–

like urban layout of Turin, which gives less room 

for idiosyncratic solutions since a neutral, formal 

base of the urban layout defines the blocks and also 

resonates in many of the parcels. However, as men-

tioned by (Komossa, 2005), "the urban block takes 

precedence over the plot" 11 in the case of Turin. The 

urban layout dominates the blocks while the parcels 

are less submissive to the presence of this layout, 

therefore the parcels may present themselves as idi-

osyncratic, having an 'elastic' perimeter.

To summarize: due to the regularity of the urban 

layout, the ideal and the idiosyncratic approach 

each other in Turin. That is an indicator why the 

secular and the sacred are so well integrated. This 

due to the presence of the grid. However, within 

the block there exist more idiosyncratic situations. 

11. Komossa, op. cit., pp. 7-8
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Fig 81 — Congruence of the typology of the Italian palazzo, French hôtel and 

Turinese palazzi nobiliari with the continuous Baroque façade

§1. Possible: Italian palazzo = continuous façade. But conflict of principal façades.

§2. Not possible: French hôtel ≠ continuous façade. Conflict of cour d'honneur.

§3. Possible: Turinese palazzi nobiliari = continuous façade. 

Seamless integration through inversion hôtel and connection through vestibolo d'onore.
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Conclusions Ch. 5.1.

Ideal

(e.g. Palazzo Farnese)

'Archetype'

Idiosyncrasy

(e.g. Palazzo Borghese)

'Accident'

The elastic 'idiosyncratic' perimeter can be resolved through the stabili-

ty of the 'ideal'; this idea can also be read as a core definition of the typo–

morphological method. For a fertile application of this theory (see Fig 83).

Stability of the courtyard and principal façades applied in an elastic boundary

Fig 82 — Treatment of 'ideal' versus 'idiosyncrasy' by (Rowe & Koetter, 1978)
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Fig 83 — An application of the conclusions of Ch. 5.1. by Griffin, D. & Kollhoff, H. (1978). City of composite presence. Fron-

tispiece from Rowe and Koetter's Collage City. In this collage ideal types are subject to idiosyncratic solutions. As (Rowe 

& Koetter, 1978) mentioned: they "assert themselves by way of representational façade, by way of progression 

from façade-figure (solid) to courtyard-figure (void)". The stability of the ideal is thus provided through the 

representative façade. Therefore, the typological precedent, the ideal, has the ability to mould an idiosyncratic 

situation. By doing that it builds on the continuity of the city and type while transforming it simultaneously.
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Fig 84 — Part of the hypothesis of  the typo–morphological structure of the Turinese palazzi nobiliari. 

Source: Castex et al., op. cit., p. 42
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PA L A Z Z I  D I  T O R I N O

A  F O R M A L  M O D E L  F O R  T H E  T U R I N E S E  P A L A Z Z I  N O B I L I A R I

Earlier in this chapter a formal model of the Italian 

palazzo and the French hôtel has been derived (see 

Fig 79). The general typo–morphological features 

as derived will be assessed to conclude if these fea-

tures are congruent with the typo–morphological 

structure of the Turinese palazzi nobiliari. Once 

more, before starting the typo–morphological re-

construction: the boundary of the area of study are 

the palazzi nobiliari in the Baroque city. However, 

this time the typo–morphological structure of the 

palazzi nobiliari in La Città Nuova is 'completed' 

with a number of palazzi from its medieval coun-

terpart; La Città Quadrata. As has been pointed 

out, a typical Baroque strategy has been the con-

solidation of medieval plots in order to construct 

a Baroque palazzo. Therefore, these 'consolidated' 

palazzi nobiliari are just as informative as the 'newly 

conceived' samples in La Città Nuova. The method-

ology that has been employed in the derivation of 

a formal model (see Fig 79) is confined to the main 

focus at 1. The main distributive characteristics, 2. 

How these main distributive characteristics articu-

late the form. Starting point of this study evidently 

is this derived model (see Fig 79), supported by the 

typo–morphological study of (Castex et al., 1986).  

In this study, (Castex et al., 1986) 12 observe four 

main typological structures of the palazzi nobiliari. 

(Castex et al., 1986) 13 categorizes these as:

1. The U-shaped palazzo 

[le palais en U]

2. The palazzo with one courtyard 

[le palais à une coeur]

3. The palazzo with two courtyards 

[le palais à deux cours]

4. The lineair palazzo 

[le palais linéaire]

If necessary, the observations of (Castex et al., 

1986) will be extended. Also, the study of (Castex 

et al., 1986) highlights 1. The main distributive 

characteristics, 2. How these main distributive 

characteristics articulate the form. As observed 

in (see Fig 84) the intrinsic structure of the palaz-

zo is omitted. Aim of this study is also to provide 

insight in the intrinsic structure of the palazzo. 

12. Castex, J., Celeste, P., Chatelet, A. M., & Miller-Bachler, 
N. (1986). Turin: observations sur l'architecture d'une cap-
itale baroque. Versailles: Ecole d'architecture de Versailles, 
Laboratoire histoire architecturale et cultures urbaines.

13. Castex et al., op. cit., pp. 42-47
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Fig 85 — Selection of  representative palazzi
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1  -  PA L A Z Z O  A S I N A R I  D I  S A N  M A R Z A N O

V I A  M A R I A  V I T T O R I A  4

1 6 8 4  -  1 6 8 6

M I C H E L A N G E L O  G A R O V E

Fig 86 — The formal base of the Turinese palazzo
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2  -  PA L A Z Z O  B I R A G O  D I  B O R G A R O

V I A  C A R L O  A L B E R T O  1 6

 1 7 1 4  -  1 7 1 6

F I L I P P O  J U VA R R A

Fig 87 —
 Th

e form
al base of the Turinese palazzo



148

3  -  PA L A Z Z O  DA L  P O Z Z O  D E L L A  C I S T E R N A

V I A  M A R I A  V I T T O R I A  1 2

1 6 7 5  -  1 6 8 6

A N T O N I O  M A U R I Z I O  VA L P E R G A

Fig 88 — The formal base of the Turinese palazzo
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4  -  PA L A Z Z O  C O A R D I  D I  C A R P E N E T O

V I A  M A R I A  V I T T O R I A  2 6

1 6 8 0

A M E D E O  D I  C A S T E L L A M O N T E ,  P I E T R O  B O N V I C I N I

Fig 89 — The formal base of the Turinese palazzo
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5  -  PA L A Z Z O  B E N S O  D I  C AV O U R

V I A  C AV O U R  8

1 7 2 9

G I A N  G I A C O M O  P L A N T E R Y  &  G I U S E P P E  B O V I S

Fig 90 — The formal base of the Turinese palazzo
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6  -  PA L A Z Z O  P R O VA N A  D I  C O L L E G N O

V I A  D E I  M E R C A N T I  1 9

1 5 5 0

G U A R I N O  G U A R I N I

Fig 91 — The formal base of the Turinese palazzo
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7  -  PA L A Z Z O  VA L L E S A  D E L L A  M A R T I N I A N A

V I A  S A N  D A L M A Z Z O  1 5

1 5 5 0

G U A R I N O  G U A R I N I

Fig 92 — The formal base of the Turinese palazzo
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8  -  PA L A Z Z O  D U R I O ,  G I À 

C A C H E R A N O  D I  M O M B E L L O

V I A  D E L L A  C O N S O L A T A  1 2

Fig 93 — The formal base of the Turinese palazzo

( N . D . )

F I L I P P O  G I O VA N N I  B A T T I S T A  N I C O L I S  D I  R O B I L A N T
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P a l a z z o  C o a r d i  d i  C a r p e n e t t o
A .  d i  C a s t e l l a m o n t e ,  P.  B o n v i c i n i

1 6 9 9

L a  C i t t à  N u o v a ,  2 o  a m p l i a m e n t o

P a l a z z o  Va l l e s a  d e l l a  M a r t i n i a n a
L .  M .  B a r b e r i s

1 7 9 1

L a  C i t t à  Q u a d r a t a

P a l a z z o  d a l  P o z z o  d e l l a  C i s t e r n a
A .  M .  Va l p e r g a

1 6 7 5

L a  C i t t à  N u o v a ,  2 o  a m p l i a m e n t o

P a l a z z o  A s i n a r i  d i  S a n  M a r z a n o
M .  G a r o v e

1 6 8 6

L a  C i t t à  N u o v a ,  2 o  a m p l i a m e n t o

P a l a z z o  B e n s o  d i  C a v o u r
G .  G .  P l a n t e r y

1 7 2 9

L a  C i t t à  N u o v a ,  1 o  a m p l i a m e n t o

P a l a z z o  B i r a g o  d i  B o r g a r o
F.  J u v a r r a

1 7 1 6

L a  C i t t à  N u o v a ,  2 o  a m p l i a m e n t o

P a l a z z o  P r o v a n a  d i  C o l l e g n o
G .  G u a r i n i

1 5 5 0

L a  C i t t à  Q u a d r a t a

P a l a z z o  C a c h e r a n o  d i  M o m b e l l o
N .  d i  R o b i l a n t

~ 1 7 0 0

L a  C i t t à  Q u a d r a t a

C l o s i n g  t h e  s t r e e t  w a l l /
l i n e a r  p a l a z z o

→  ( C a s t e x ,  p . 4 7 )

U - s h a p e d  p a l a z z o
( o p t i m a l  d e n s i f i c a t i o n )

→  ( C a s t e x ,  p . 4 3 )

U - s h a p e d  p a l a z z o  w i t h  w a l l
( e . g .  c l o s u r e  w i t h  e x e d r a )

O n e  C o u r t y a r d

→  ( C a s t e x ,  p . 4 6 )

1  C o u r t y a r d  ( c o r t i l e  d ’o n o r e )  a n d
p a r t i a l l y  d e v e l o p e d  c o r t i l e  d i  s e r v i z i o

T w o  c o u r t y a r d s

→  ( C a s t e x ,  p . 4 4 )

1/500

A n y  p a l a z z o  w i t h  a  w e l l  d e v e l o p e d 
c o r t i l e  d ’o n o r e  a s  w e l l  a s  a  w e l l  d e -
v e l o p e d  c o r t i l e  d i  s e r v i z i o  m i g h t 
d e s i g n a t e  a s  a  p a l a z z o  w i t h  t w o 
c o u r t y a r d s .  C a s t e x  c l e a r l y  d i s t i n -
g u i s h e s  t h e  p r e s e n c e  o f  t h e s e  t y p e s 
i n  L a  C i t t à  Q u a d r a t a .  A n  e x a m p l e 
i s  P a l a z z o  S a l u z z o  P a e s a n a  b y  G . 
G .  P l a n t e r y .  H o w e v e r ,  t h e  e x i s t -
e n c e  o f  a  l i n e a r  c o n f i g u r a t i o n  o f 
t h i s  t y p e  o f  p a l a z z o  i s  v i r t u a l l y 
a b s e n t .  B e s t  e x a m p l e s  a r o u n d  P i -
a z z a  S a v o i a  i n  L a  C i t t à  Q u a d r a t a .

P a l a z z o  A s i n a r i  d i  S a n  M a r z a n o
( Ta i l o r e d  t o  t h i s  c a t e g o r y )
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Fig 94 — The formal base of the Turinese palazzo
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( Ta i l o r e d  t o  t h i s  c a t e g o r y )
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Fig 95 — The formal base of the Turinese palazzo

Conclusions Ch. 5.1

Italian palazzo French hôtel

Turinese palazzo

Internalisation of the courtyard while having the possibility to be inte-

grated into the long façade. The cortile d'onore is opened to be controlled 

under Absolutist rule. Possibility of cortile de servizio separated through 

wall or building mass, otherwise the sequence usually ends in an exedra.
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Conclusions Ch. 5.1.

Fig 96 — The formal base of the Turinese palazzi nobiliari

(Castex et al., 1986) §4 Ibid. §1 Ibid. §2

Ibid. §2 Ibid. §3 Ibid. §3
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Fig 97 — The genetic elements of the Turinese palazzo

The square room as the basic conception of the distributive characteristics 

of the Turinese palazzo. The square rooms can be proportionally cut, inte-

grated, etc. to created larger or smaller spaces. The large staircase (scalone) 

is always positioned at the vestibule (vestibolo d'onore) but asymmetrically.

Trep

Vx

The U–shaped palazzo can end in three ways: 

1. Exedra (6)

2. Wall with to a cortile di servizio (5)

3. Building wing to a cortile di servizio (4)

Conclusions Ch. 5.1.

1

2

3

7
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G E N E T I C  E L E M E N T S

O F  T H E  T U R I N E S E  P A L A Z Z I  N O B I L I A R I

The derived models as in (Castex et al., 1986) 14 are 

also found as in the conclusions of the typo–mor-

phological study (see Fig 94). The validity of the 

models posited by (Castex et al., 1986) is hereby af-

firmed. The models were defined as:

§1. The U-shaped palazzo 

[le palais en U]

§2. The palazzo with one courtyard 

[le palais à une coeur]

§3. The palazzo with two courtyards 

[le palais à deux cours]

§4. The lineair palazzo 

[le palais linéaire]

The typo–morphological study shows some more 

subtle steps in the formation of the typology than 

(Castex et al., 1986), although this source is com-

prehensive enough. What has also been found that 

the genetic elements of the Turinese palazzi nobil-

iari consist of:

1. Porte principale (Main gate)

2. Vestibolo d'onore (Principal vestibule)

14. Castex et al., op. cit., pp. 42-47

3. Cortile d'onore (Principal courtyard)

4. Passaggio (Passage)

5. Cortile di servizio (Service courtyard)

6. Esedra (Exedra)

7. Scalone d'onore (Principal hall of stairs)

 

The basic conception of the Turinese palazzi nobil-

iari is the square room, often connected through 

enfilades. The most representative façade is articu-

lated through a main gate (porte principale), then 

preceded by the vestibolo d'onore to enter the cor-

tile d'onore. In Turin the scalone d'onore is always 

positioned asymmetrically, that is, there is only one 

scalone. The most representative façade has also the 

thickest building mass (Trep). The width of the vesti-

bolo d'onore (Vx) is not set, but often structured as 

a tripartite. Often, the thickness of the most repre-

sentative part has 2 rooms and after the cortile d'on-

ore the width of the wing reduces to 1 room or 1 

1/2 room. While a study has been made on the pro-

portions of the courtyard, no relationship has been 

found between the principal mass (corps de logis) 

and the proportion of the courtyard. What can be 

concluded is that the formal base (see Fig 95) is con-

clusive in both form and terminology (genetics).
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il progetto 
the design

6
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Fig 98 — Model of continuity (1:750)
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T O R I N O  R I N A T A

T U R I N  R E B O R N :  A  T Y P O L O G I C A L  C O N C I L I A T I O N

The main research question as derived in the chap-

ter on the theoretical framework of the report in-

forms about the main intentions and goal of the 

design: In what way can the Fascist reconstruction of 

Via Roma be employed to demonstrate and strength-

en the continuity of the Baroque city? Instead of 

presenting a fully detailed building design within 

the scope of this report only the principal elements 

of the design will be highlighted. The design will 

be positioned, and derived, through the model of 

continuity as derived in earlier points in the report. 

The location: the current location is occupied by La 

Rinascente, a shopping mall with an exceptionally 

large plot in the Baroque city (see Fig 71). It can be 

considered a generic intrusion due to: 1. Its deni-

al of the Baroque texture, 2. Denial of the Baroque 

courtyard structure, 3. Denial of the street wall 

through its transparent materialization and absence 

of openings and relief, 4. The absence of response to 

Vittozzi's model nor the citations of the Fascist re-

construction, 5. Its structural misalignment of the 

façade in the Baroque repertory of the axis of Via 

Roma. This location has thus been chosen to rein-

tegrate the Baroque city through the application of 

the Baroque palazzo and an elaboration of the ty-

pology to obviate the exceptionally large plot (with 

a double courtyard structure). Due to its position 

at Piazza C.L.N. and the consequent position at 

Via Roma the façade of La Rinascente belongs to a 

larger system than the plot itself (which inherently 

is a Baroque conception). Therefore, the façades of 

Via Roma are explicated and clues are derived how 

to handle this system. These rules are implemented 

in the design of the principal façade of the design, 

the façade bordering at Via Lagrange and also at the 

system of portici of Via Roma. Earlier in this report 

the façade has been designated an urban mirror, 

both in its ideological content as in its literal cor-

poreality. Within the Baroque repertory, the urban 

mirror is employed as such as that the façade forms 

a mirror alongside an axis. This mirror is abstract-

ed to its main elements in correspondence with its 

neighbour, the Cassa di Risparmio (see Fig 99). Even 

the urban mirrors of Via Roma are not to be taken as 

a doctrine since deviations from this rule are pos-

sible and are a reality. At first, the public façade is 

reintegrated in both the Baroque city and its Fascist 

reconstruction. As can be observed in (see Fig 98) 

the most important façade of the design follows the 

Baroque model and its Fascist interpretation. It can 
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Fig 99 — Visible parts of the façade that participate in the Baroque repertory of Via Roma
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therefore be considered a continuation of the Fas-

cist reconstruction. Because the Fascist reconstruc-

tion has employed Baroque motives, consequently 

an integration in the Baroque city is being achieved. 

The double column at the façade provides the unit 

of measure that structures the façade and con-

sequently is a direct citation of both the Baroque 

city and its Fascist reconstruction. The problem of 

reintegrating it in the Baroque repertory is high-

lighted (see Fig 99). Since the façade has the same 

width as the Cassa di Risparmio, an urban mirror 

is being achieved, even if the asymmetricality of 

the piazzetta in front of the façade frames it slightly 

different. While the middle ressault of the design, 

the principal façade, resolves the Baroque reper-

tory of Via Roma, the elasticity of the perimeter is 

being resolved with two building masses that flank 

this principal façade and integrate it into the street 

wall. As has been derived in the previous chapter 

through case studies, the structure of the design fol-

lows both influences from the Italian palazzo and 

the French hôtel (see Fig 95). In order to reintegrate 

it into the Baroque city this formal model is being 

followed. Therefore, the basic conception of the 

design is the U–shaped palazzo. However, due to 

the excessively large plot, the U–shaped palazzo is 

insufficient to reintegrate the plot into the Baroque 

repertory. Therefore, an elaboration of the formal 

model of the Turinese palazzi nobiliari is presented 

as the answer to both the large plot as the problem 

of the middle of the block. This model is also af-

firmed by (Castex et al., 1986) 1 and can therefore 

1. Castex et al., op. cit., pp. 42-47

be considered a rational elaboration of the typol-

ogy of the palazzi nobiliari. For now, reintegration 

has been achieved on the level of the façade and the 

typo–morphological structure. This integration will 

also be articulated through a tectonic approach and 

the materialization of the façade. The materializa-

tion of the façade follows the theoretical work of 

(Borghi et al., 2014). The plinth is articulated with 

Serrizzo Antigorio while the body is articulated 

with Travertino and the parapet with Granito bian-

co di Alzo. Each segment of the facade is articulated 

through a horizontal band. Especially the presence 

of the piano nobile deserves extra articulation, as is 

consistent in the historical model. The piano nobile 

has been articulated through extra deep reveals and 

a French balcony. While the hierarchical social and 

political structure of the piano nobile has perished, 

the architectural significance with regard to conti-

nuity is still present. Also, the logic of the joints of 

the applied stone materials follows a tectonic log-

ic. That is, the facade 'bears' the forces. The stones 

therefore act as lintels and go around the corner 

as if they are applied monolithically. In reality, the 

building consists of a concrete structure that has 

been cladded with stone materials, consistent with 

the Fascist reconstruction. To conclude, the main 

goal of the design has been to continue the derived 

models based on their intrinsic rules that have been 

analysed throughout the report. The design itself is 

therefore a product of the existing city, a continua-

tion based on historical precedent. Therefore, these 

annotations suffice to situate the design on the lo-

cation and to integrate the design at the defective 

location.The rebirth of the city: Torino Rinata.  
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Fig 100 — The basis of the design (two courtyards) as an elaboration of the ground type (U–shaped palazzo)
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Formal series palazzi nobiliari

Fig 101 — The basis of the design (two courtyards) as an elaboration and continuation of the ground type (U–

shaped palazzo). It restores the Baroque texture of La Città Nuova while simultaneously transforming it.

(Castex et al., 1986) §4 Ibid. §1 Ibid. §2

Ibid. §2 Ibid. §3 Ibid. §3
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Fig 102 — Continuity of the façade (and portici) and the separation of atmospheres (1:750)
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Fig 103 — The reference of the façade through the derived model of continuity (1:300)
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Fig 104 — Façades at Piazza C.L.N. and the sovrapassi as a reference
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Fig 105 — Ibidem
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Fig 106 — Principal façade and structure of the portico
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FA Ç A D E  A T  P I A Z Z A  C . L . N .

PA L A Z Z O  B R I C H E R A S I O  ( R I G H T )  /  I S O L A T O  S A N T A  C R I S T I N A  ( L E F T )

Fig 107 — Perspective of the principal façade that connects the Fascist reconstruction to the Baroque city



174

Fig 108 — Section of the principal building mass (corps de logis) (1:200)
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Fig 109 — Section of the principal mass and relation to adjacent façades of Isolato Santa Cristina of Piacentini (1:500)
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1/100

Fig 110 — Materialization façade and structure of the portico (including flooring)
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1/50Fig 111 — Section of the façade showing its depth and tectonics
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epilogo 
epilogue
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R E F L E C T I O N

This final chapter concisely reflects on the gradu-

ation process. It reflects on the performed research 

and consequent design. Also the intentions that led 

to the selection of the graduation topic and the re-

sults are briefly highlighted.

Initially this graduation project aspired to have 

an equal weight of research and design. However, 

with a focus on the Baroque city as derived from 

the collective research –and its Fascist reconstruc-

tion– this asked for in–depth research in order to 

understand its genesis, transformation and his-

torical continuity through its original intentions. 

Therefore extensive literature research has been 

performed in order to derive at main conclusions. 

The literature research has been applied as a cross–

examination where different authors question, and 

complement, each other in order to arrive at the 

conclusion. In–between this cross–examination 

is reflected upon and summarized in order to ar-

rive at general conclusions. General scholarly work 

of for example (Norberg-Schulz, 1971), (Castex, 

1993) and (Rosenau, 1983) has been informed by 

very specific literature on Turin –frequently com-

pletely unknown outside the Italian context–, e.g. 

(Re & Vinardi, 1982), (Re & Sessa, 1992), (Melis de 

Villa, 1934) in order to arrive at conclusions that 

are both applicable within the European condition 

and highly specific for Turin. So the goal of creat-

ing generalizable knowledge out of this project has 

been twofold: it describes the European condition 

as well as the specific Turinese condition. The the-

oretical framework has thus performed a large role 

in this graduation report. Instead of a fully detailed 

building design the design has therefore been con-

fined to the main parts that have been highlighted 

in the theoretical part: principal façade, building 

typology (form) and its integration in the Baroque 

city. Simultaneously, this is also a recommenda-

tion for further research; the typo–morphological 

study of the building typology of the palazzi nobil-

iari has been restricted to form and plan (also due 

to available sources). So a more detailed overview 

of the building typology (e.g. articulations, orna-

ments, hierarchy, etc.) might give a better under-

standing of the palazzi nobiliari of the Baroque city.

Another main motivation for this graduation top-

ic has been fuelled by the substantial presence of 

authoritarian regimes in Turin and their impact 
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on the architectural and urbanistic interventions. 

As demonstrated, these authoritarian regimes have 

been responsible for the creation of successful ur-

ban spaces in Turin and the presence of a model of 

continuity. While of an authoritarian nature, these 

authoritarian regimes have contributed to the for-

mation of urban spaces, and have not obliterated 

the original model of the city but instead accepted 

it and continued it. There is a certain (moral) am-

bivalence about this conclusion: at one hand it af-

firms the neutrality of a typo–morphological model 

that affirms the historical continuity of the city and 

at the other hand it both affirms the authoritarian 

base that has been necessary to establish this mod-

el of continuity. However, instead of antagonizing 

architecture with authoritarian roots 1 it pays the 

effort to look beyond the authoritarian roots and 

see a model of timeless continuity unfold. That is 

probably why authoritarian regimes have employed 

this model, it refers to a timelessness, invincibility; 

an intrinsic stability. While these authoritarian re-

gimes have perished, the architecture has survived, 

and therewith the continuity of the city has been 

safeguarded. Today, the continuous façades thus 

not only serve as a background of Turin's urban 

spaces, but just as much remind us of the efforts 

–and costs– to achieve such urban continuity. The 

façade, the portico and the column are the elements 

that had the potential to realise urban continuity.

1. An intense work on this topic has been written by Krier who 
discusses the tabooing atmosphere with regard to Classical 
references and historical continuity through an authoritari-
an regime. See: Krier, L., Stern, R., Speer, A., Larsson, L. and 
Speer, A. (2013). Albert Speer. New York: Monacelli Press.

The perceived function of the design in the grad-

uation process is to test the accumulated knowl-

edge on its validity. The design in this respect has 

demonstrated to acknowledge the continuity of the 

city through employing the derived models. How-

ever, original conceptions such as the continuous 

façade, an absolutely fundamental part of the Ba-

roque city, in today's reality such an operation is 

considered to be unrealistic. Therefore, the original 

conceptions of the Baroque city, its main genetic el-

ements, are partly impossible to imitate since the 

political and social structure of the Baroque city to 

facilitate such an intervention has perished. In this 

sense the design has been insufficient. Therefore, 

instead of reconstructing the Baroque city in a nos-

talgic way, a formal method has been derived that 

can be moulded within the contemporary city. As 

the Fascist reconstruction has shown, the continu-

ity of the city always refers to its foundations and 

therefore is intrinsically historic but not nostalgic. 

The design is thus inevitably a transformation of 

the Baroque city, even though it imitates its main 

genetic elements.

To conclude, a general recommendation of this 

research is to further explore the continuity of the 

city through derived models as they do not only 

provide insight in the Turinese condition, but 

more importantly, provide insight in the Europe-

an condition. Such efforts may have the strength 

to counter generic intrusions and strengthen the 

resilience and specificity of the place. The research 

has also shown the flexibility of the derived mod-

els. These are the antithese of the Modernist form 
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follows function doctrine. The models have shown 

that the form is persistent and that the form has the 

flexibility to adapt through an immense number 

of alterations (e.g. see Fig 17). So the typo-mor-

phological working methodology has generated a 

number of models that can be considered rich in 

their (historical) sensibility and continuity while 

being effective and economical in their applica-

tion (as was also a truly Baroque motivation). It 

can therefore be regarded a contemporary answer 

on a contemporary problem with historical valid-

ity and sensibility: which in itself is an investment 

in the city of the past, present and of the future.
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museotorino.it/view/s/ba08509569584425bb

09279210c2baf1 [Accessed 27 Jun. 2015].

Fig 73 - Studio fotografico Gonella, (2014). Via 

Roma, nr. 34. [Image] Available at: http://www.

museotorino.it/view/s/ba08509569584425bb

09279210c2baf1 [Accessed 27 Jun. 2015].

Fig 74 - Borghi, A., Berra, V., d'Atri, A., Dino, G., 

Gallo, L., & Giacobino, E. et al. (2014). Stone mate-

rials used for monumental buildings in the histori-

cal centre of Turin (NW Italy): architectonical sur-

vey and petrographic characterization of Via Roma. 

Geological Society, London, Special Publications, 

407(1), 201—218. doi:10.1144/sp407.20. p. 208

Fig 75 - Studio fotografico Gonella, (2014). Via 

Roma, nr. 19. [Image] Available at: http://www.mu-

seotorino.it/view/s/ba08509569584425bb

09279210c2baf1 [Accessed 27 Jun. 2015].

Fig 76 - Borghi, A., Berra, V., d'Atri, A., Dino, G., 

Gallo, L., & Giacobino, E. et al. (2014). Stone mate-

rials used for monumental buildings in the histori-

cal centre of Turin (NW Italy): architectonical sur-

vey and petrographic characterization of Via Roma. 

Geological Society, London, Special Publications, 

407(1), 201—218. doi:10.1144/sp407.20. p. 210

Fig 77 - Letarouilly, P. (1856). Édifices de Rome mod-

erne ou recueil des palais, maisons, églises, couvents 

et autres monuments publics et particuliers les plus 

remarquables de la ville de Rome. Paris: Morel. p. 115

Fig 78 - (1) Marot, J. (1650). Vue perspective de 

l’Hostel de la Vrillière du dessein de François Man-

sart. [Image] Available at: http://appareil.revues.

org/1005?lang=en#ftn12 [Accessed 27 Jun. 2015] 

(top).  (2) Mansart, F. (n.d.). Francois Mansart, Hôtel 

de La Vrillière, Plan, Paris, France, 1635-1645. [Image] 

Available at: http://archiveofaffinities.tumblr.com/

post/42267794782/francois-mansart-hotel-de-la-

vrilliere-plan [Accessed 27 Jun. 2015] (bottom).

→ Fig 79 - Kaathoven, B. van (2015). Formal base of 

the French hôtel and the Italian palazzo. [Drawing].

Fig 80 - (1) du Seigneur, M. (1886). Hôtel de 

Beauvais. Vestibule and court. [Image] Availa-

ble at: https://en.wikipedia.org/wiki/H%C3%B-

4tel_de_Beauvais#/media/File:K-beauvais-1.jpg 

[Accessed 27 Jun. 2015] (top). (2) Le Pautre, A. 

(1657). Hôtel De Beauvais. [Image] Available at: 

http://www.artandarchitecture.org.uk/images/

full/8431e6ef664e2392cce492a2ad7eee1dff5bde2c.

html [Accessed 27 Jun. 2015] (bottom).
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→ Fig 81 - Kaathoven, B. van (2015). Schematic 

overview of congruence of typologies with the Ba-

roque continuous façade (through three theoretical 

annotations). [Drawing].

→ Fig 82 - Kaathoven, B. van (2015). Schematic con-

clusion of (Rowe & Koetter, 1978) theory. [Drawing].

Fig 83 - Kollhoff, H. and Cepl, J. (2004). Hans Koll-

hoff. Milano: Electaarchitecture. p. 39

Fig 84 - Castex, J., Celeste, P., Chatelet, A. M., & 

Miller-Bachler, N. (1986). Turin: observations sur 

l'architecture d'une capitale baroque. Versailles: 

Ecole d'architecture de Versailles, Laboratoire his-

toire architecturale et cultures urbaines. p. 43

→ Fig 85 - Kaathoven, B. van (2015). Overview 

of palazzi nobiliari (selected case studies) in the Ba-

roque city of Turin. [Drawing].

→ Fig 86 - Kaathoven, B. van (2015). Floor plan of 

Palazzo Asinari di San Marzano. [Drawing].

→ Fig 87 → Fig 93 - Ibidem.

→ Fig 94 - Kaathoven, B. van (2015). Typo-mor-

phological study of palazzi nobiliari. [Drawing]. 

Drawings partly based on plans: Petiti, S. (1998). 

Tipi e linguaggio del palazzo nobiliare torinese nei 

secoli XVI e XVII. (MSc). Politecnico di Torino.

→ Fig 95 - Kaathoven, B. van (2015). Formal base 

of the Turinese palazzo. [Drawing].

→ Fig 96 - Kaathoven, B. van (2015). Rational-

isation of the formal base of the Turinese palazzo. 

[Drawing].

→ Fig 97 - Kaathoven, B. van (2015). The genetic 

elements of the Turinese palazzo. [Drawing].

→ Fig 98 - Kaathoven, B. van (2015). Model of con-

tinuity and the derivation of the design. [Drawing].

→ Fig 99 - Kaathoven, B. van (2015). Repertory of 

the Baroque axis. [Drawing]. Image also includes:  

La Rinascente, (2015). Torino via Lagrange - Shop-

ping Torino – La Rinascente. [Image] Available at: 

https://www.rinascente.it/rinascente/itstore/21/to-

rino/ [Accessed 27 Jun. 2015].

→ Fig 100 - Kaathoven, B. van (2015). Location of 

the design. [Drawing].

→ Fig 101 - Kaathoven, B. van (2015). Formal basis 

of the design. [Drawing].

→ Fig 102 - Kaathoven, B. van (2015). Design 

placed in the model of continuity. [Drawing].

→ Fig 103 - Kaathoven, B. van (2015). Referenc-

es of principal façade based on model of continuity. 

[Drawing].

→ Fig 104 - Kaathoven, B. van (2015). Façades Pi-

azza C.L.N. [Drawing].

→ Fig 105 - Kaathoven, B. van (2015). Façades Pi-
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azza C.L.N. [Drawing].

→ Fig 106 - Kaathoven, B. van (2015). Elevation 

principal façade. [Drawing].

→ Fig 107 - Kaathoven, B. van (2015). Perspective 

of main façade. [Drawing].

→ Fig 108 - Kaathoven, B. van (2015). Section of 

main façade. [Drawing].

→ Fig 109 - Kaathoven, B. van (2015). Section of 

design and adjacent façades. [Drawing].

→ Fig 110 - Kaathoven, B. van (2015). The façade 

materialized. [Drawing].

→ Fig 111 - Kaathoven, B. van (2015). Detailed sec-

tion of principal façade. [Drawing].

Back cover - Studio fotografico Gonella, (2014). 

Via Roma, nr. 34. [Image] Available at: http://www.

museotorino.it/view/s/ba08509569584425bb

09279210c2baf1 [Accessed 27 Jun. 2015].
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A P P E N D I X

§ 1  —  P O L I T I C A L  S T R U C T U R E :  G E N E A L O G Y  H O U S E  O F  S AV O Y  ( > 1 4 6 5 )  1

1. Cardoza, A. & Symcox, G. (2006). A history of Turin. Turin: Einaudi. pp. 272—273
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A P P E N D I X

§ 2  —  M A I N  U R B A N I S T I C  A N D  A R C H I T E C T U R A L  I N T E R V E N T I O N S  1

1. Coppo, D., & Davico, P. (2001). Il disegno dei portici a Torino: architettura e immagine urbana dei percorsi coperti da Vittozzi 
a Piacentini. Turin: Celid. Frontispiece (double spread).

Urbanistic interventions

→ 17th century (Seicento)

- Reconstruction of Piazza Castello (1605)

- Southern expansion (Piazza San Carlo, 1937)

- Eastern expansion (Piazza Castello, east side, 

1673; Via Po, 1673)

→ 18th century (Settecento)

- Western expansion of Porta Susina (Quartieri 

Militari, 1716)

- Reconstruction of Porta Palazzo (1730)

- Reconstruction of Piazza dell'Erbe (1756)

→ 19th century (Ottocento)

- Expansion towards Po river and Borgo Nuovo (Pi-

azza Vittorio Veneto, 1825; Piazza Bodoni, 1944)

- Expansion of Porta Nuova (1822–1860)

- Western expansion (Piazza Statuto, 1846–1866)

- Expansion between Porta Nuova and Porta Susa 

(corso San Martino, Via Cernaia, Corso Vittorio 

Emanuele II, Corso Vinzaglio, 1862–1890)

- Reconstruction of Piazza Castello and Piazza Car-

lo Alberto (1863–1874)

- Diagonal opening of Via Pietro Micca (1885)

→ 20th century (Novecento)

- Reconstruction of Via Roma (1926–1934)
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Vittorio Emanuele II, Via Nizza, Via Sacchi) (C. 

Promis, 1851)

- Piazza Statuto (G. Bollati, 1864)

- Piazza Bodoni (F. Courtial, 1844)

Period after the unification (Periodo post–unitario)

- Via Cernaia and Corso S. Martino (E. Pecco, 1857)

- Station of Porta Nuova (A. Mazzucchetti, 1860)

- Corso Vittorio Emanuele II (1876-1881)

- Corso Vinzaglio (1874-1890)

- Palazzo del Parlamento (D. Ferri & G. Bollati, 1863)

- Galleria Subalpina (P. Carrera, 1874)

Transitional period 18th until 19th century (Tra Ot-

tocento e Novecento)

- Via Sacchi (1844–1910)

- Via Pietro Micca (1885–1910)

- Via Viotti (1885–1910)

→ 20th century (Novecento)

First half 20th century (Prima metà del Novecento)

- Via Roma (first part 1931–1933), second part M. 

Piacentini 1933–1937

- Via Viotti and Galleria San Federico (1931)

- Chiesa Santissima Annunziata in Via Po (1929)

WWII (Secondo Dopoguerra)

- Post-war reconstruction (Via Po, Piazza Castello, 

Via Sacchi, Piazza Vittorio Veneto)

Architectural interventions

→ 17th century (Seicento)

- Palazzo di Città (F. Lanfranchi, 1659)

- Piazza Castello, west side (A. Vittozzi, 1605)

- Piazza San Carlo (C. di Castellamonte, 1637)

- Piazza Castello, east side (A. di Castellamonte, 

1673)

- Via Po (A. di Castellamonte, 1673)

→ 18th century (Settecento)

- Quartieri Militari (F. Juvarra, 1716)

- Porta Palazzo (F. Juvarra, 1730)

- Segreterie di Stato (F. Juvarra, 1738)

- Piazza dell Erbe (B. Alfieri, 1756)

- Piazza Castello; attachment to Via Garibaldi (F. 

Juvarra, 1769)

→ 19th century (Ottocento)

Period of the Restauration (Periodo della Restau-

razione)

- Piazza Vittorio Veneto (G. Frizzi, 1825)

- Via Po, north side (G. Lombardi, 1820)

- Exedra of Piazza Carlo Felice (G. Lombardi, 

1822)

- Expansion Porta Palazzo (G. Formento, 1825)

Period of the unification (Periodo risorgimentale)

- Porta Nuova (Piazza Carlo Felice, parts of Corso 
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