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1.2 Piedmontese Baroque architecture 
Studies Fifty years on

ROUNDTABLE CHAIR

susan KlaIber

Independent scholar, Switzerland

the current decade marks the iftieth anniversary of the great lowering of 
studies on Piedmontese baroque architecture during the 1960s. Proceed-
ing from pioneering works of the 1950s such as rudolf Wittkower’s chapter 
“architecture in Piedmont” in his Art and Architecture in Italy 1600-1750 
(1958), or Paolo Portoghesi’s series of articles and brief monograph on 
guarini (1956), international and local scholars like henry Millon, Werner 
oechslin, Mario Passanti, and nino carboneri produced an impressive ar-
ray of publications on the period. some of the milestones of this scholarly 
output include the architecture section of the exhibition Mostra del barocco 
Piemontese (1963), andreina griseri’s Metamorfosi del Barocco (1967), 
and richard Pommer’s Eighteenth-Century Architecture in Piedmont (1967). 
this scholarship culminated in major international conferences on guarino 
guarini (1968) and bernardo vittone (1970), as well as the initiation of the 
corpus juvarrianum in 1979.
this roundtable aims to commemorate the golden age of studies on Pied-
montese baroque architecture through a critical assessment of the heri-
tage of the 1960s. have griseri’s and Pommer’s ‘challenging’ (Wittkower) 
concepts proven robust? does a traditional geographic-stylistic designation 
remain fruitful for investigating a region whose two major architects built 
throughout europe and whose ruling dynasty entered supraregional mar-
riage alliances? do recent interdisciplinary methodologies – drawing from 
ields like geography, sociology, or history of science – reframe the roles of 
agents like civic authorities, construction workers, or military engineers? 
has new material evidence altered long-held assumptions?
discussion positions may directly address historiography or methodology of 
the 1960s, or present alternative approaches in the form of case studies or 

new research projects that critically engage with this historic body of schol-
arship on Piedmontese baroque architecture, urbanism, and landscape. at 
its previous conferences, the eahn did not highlight the architecture of the 
host region in dedicated panels. turin, however, arguably presents an ideal 
venue for an international roundtable with regional focus: then as now, Pied-
mont is a major european crossroad for cultural inluences from the Italian 
peninsula, France and spain, northern europe, and the former hapsburg 
empire. Piedmontese baroque architecture continues to occupy both local 
and international scholars, as demonstrated by the recent series of mono-
graphic conferences in turin on architects like alieri, garove, and juvarra 
organized by the bibliotheca hertziana together with the venaria reale con-
sortium. breaking out of these monographic constraints, this roundtable will 
provide an opportunity to relect on where the ield has been during the past 
half century, as well as where it might go in the next ifty years.
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1.2.1 the Exchange of architectural Models between 
rome and turin before guarini’s arrival

MarIsa tabarrInI

La Sapienza-Università di Roma, Italy

abstract 
the architectural advisors of Maria cristina of bourbon, regent of savoy from 
1637 to 1648, were count Filippo san Martino d’aglié, appointed “gran 
Maestro delle Fabbriche” in 1643, and her former brother in law, Prince Mau-
rizio of savoy. the two men had been close since their sejour in rome when 
Maurizio was still a cardinal and Filippo his gentleman of the chamber; they 
both had grown up in the cultural and artistic milieu of the city and shared the 
same interests developed inside the accademia dei desiosi. For them it was 
quite logical also to consider ideas and suggestions of the architects whom 
they had known during their stay in rome for the challenging architectural 
programmes being planned in turin. In addition, between the death of carlo di 
castellamonte in 1630 and the professional maturation of his son amedeo, 
the ducal engineers were attracted by the monumental persuasiveness of 
the works of their roman counterparts. this focus on rome was enhanced 
by the arrival in turin of the theatines and the Minims with their irst settle-
ments during the 1620s, and by the promotion of the ‘dynastic cult’ with the 
resumption of works in the chapel of the holy shroud in the 1650s. however, 
the novelty of the contemporary urban and architectural planning of turin as 
a capital city was not ignored by roman architects as can be seen in some 
unrealized projects for the renewal of rome. that turin could thus command 
the attention of contemporaries tends to reinforce the theses of andreina 
griseri and of 1960s scholarship on turin as a model city. the 1640s and 
1650s in turin coincide with a phase of transition and experimentation before 
the arrival in 1666 of guarino guarini, who marked a turning point in baroque 
architecture in Piedmont. 

Keywords
turin, rome, Baroque, rainaldi, Shroud, architecture

the prevailing rainaldian inluence, over the berninian or borrominian, is 
one of the aspects of the spread of roman baroque in Piedmont, well high-
lighted since the irst surveys of the 1960s. For example richard Pommer 
mentions girolamo rainaldi’s s. teresa in caprarola as a forerunner (via 
borromini) of the ‘open architecture’ he argues is characteristic of Pied-
mont.1 rudolf Wittkower signalled, however, a more direct exchange of ten-
dencies concerning the project of carlo rainaldi for s. Maria in campitelli 
in rome. the northern Italian inluence in the typology, a false greek cross 
juxtaposed on a domed sanctuary, considered alien to roman models, is 
opposed to the original scenic deinition of the columnar articulation derived 
from the personal experience of the architect, soon imported into Piedmont 
by Francesco lanfranchi in the project for the church of s. rocco (1667).2 
andreina griseri and nino carboneri, in their studies on giovenale boetto 
and andrea Pozzo, not only identiied the sacred theatres and ephemeral 
structures of the jesuit as vehicles of transmission for the spatial solutions 
of perspective illusion, but also emphasized the importance of the rainaldian 
experience.3

In respect to these irst observations on the spread of rainaldian architec-
tural models in the duchy of savoy, we would like to suggest earlier channels 
and periods prior to those indicated by standard histories.
Filippo baldinucci (1681) reports that the roman architect carlo rainaldi 
was ‘very active in serving carlo emanuele, duke of savoy’ and was thus 
awarded the equestrian order of saints Maurice and lazarus.4 lione Pascoli 
in the Lives dedicated to vittorio amedeo II of savoy strengthens the argu-
ment of baldinucci, writing that rainaldi:

was much employed by carlo emanuele of savoy for the buildings of 

Piedmont, and much by cardinal Maurizio during the times he was 

in rome; and beyond considerable donations he received from them 

several times, he had the honour of the cross of the noble order of In-

fantrymen Maurice and lazarus received by the hands of the cardinal 

himself, who performed the function publicly.5

If we consider the two testimonies truthful and the dating of the merit 
around 1649 – the year from which rainaldi igures in the documents with 
the title of Knight – his functions as architect would date back to the years 
of the regency of Maria cristina of bourbon after her reconciliation with 
tommaso and Maurizio of savoy, and to the irst decade of the reign of her 
son carlo emanuele II.6

despite her strong ties with France, the regent could not escape the med-
dling of her brothers-in-law in architectural and urban policy, particularly of 
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Maurizio who, having renounced the purple, had obtained the hand of her 
daughter ludovica, becoming her son-in-law. Maurizio was a counsellor of 
cristina for architecture together with count Filippo san Martino d’aglié, ap-
pointed gran Maestro delle Fabbriche in 1643.7 close since the time of ro-
man cardinalate of Maurizio, the two noblemen were formed in the cultural 
and artistic milieu of the city and of the academy of desiosi.8 It was quite 
logical for them to also consider, for the demanding architectural initiatives 
planned in turin, ideas from architects with whom they had entered into 
relationship during their stays in rome.
on the other hand, between the death of carlo di castellamonte in 1630 
and before the professional maturation of his son amedeo, none of the 
engineers of the ducal entourage manifested signiicant talent and artistic 
autonomy. It is therefore likely that the dukes would ask for external consul-
tants for their building projects.
Particular consistency and signiicance are revealed in the two valperga 
albums, analyzed by giuseppe dardanello, who has thoroughly studied its 
composition stressing that for many of the drawings, dating mostly from the 
irst half of the century, the attributions still remain uncertain.9 the hypoth-
esis, albeit vague, that some of these sheets may have something to do, 
also by indirect means, with solutions proposed by carlo rainaldi, is worth 
exploring, as well as in other collections and in some project drawings of the 
Theatrum Sabaudiae (1682).
rainaldi was introduced to the cardinal Maurizio of savoy, who may have 
met him as a young architect and musician in rome in the orsini court 
at Montegiordano, and along with his father girolamo at the construction 
yard of the theatines at s. andrea della valle, adjacent to the small na-
tional church of s. sudario.10 the same theatines, who were asked by carlo 
emanuele I and then vittorio amedeo I to establish their quarters in turin 
near the ducal palace, were the irst after the advent of carlo emanuele 
II to ask for the resumption of the construction of the chapel of the holy 
shroud.11 In this context of renewed dynastic propaganda, in addition to the 
continuation of the shroud chapel, was the scheduled reconstruction of the 
church of s. sudario in rome entrusted to carlo rainaldi.12

the uncle and brother-in-law Maurizio had a considerable inluence over the 
decisions of the inexperienced young duke.13 only gerhard eimer has raised 
the issue of what might have been the relations between carlo rainaldi, 
Maurizio and his nephew carlo emanuele II and whether he could have been 
involved in turin as consultant or as an architect before the arrival of guarini 
in 1666.14

rainaldi could be a valuable partner since he had designed (with his father) 
the expansion of the Pamphili Palace in rome and the adjacent chapel of 

s. agnese in compliance with the programmatic model suggested by the 
hispanophile Pope Innocent x of a royal palace with palatine chapel from the 
escorial.15 susan Klaiber has also shown how the dukes in turin intended to 
imprint the design of the chapel of the holy shroud and the palatine church 
of s. lorenzo with similar parameters of grandeur.16

the new design for the chapel of the holy shroud, the most prestigious 
architectural commission sponsored by the savoy dynasty, was surprisingly 
entrusted to the impresario and sculptor bernardino Quadri, at the expense 
of the irst court architect, count amedeo di castellamonte, relegated to 
a subordinate role.17 Quadri could claim experience in the most important 
roman decorative campaigns of the 1640s, from the nave of s. Peter’s 
with bernini, to that of s. john lateran, where he is remembered for a 
serious conlict with borromini. Forced to leave the city at the end of 1649, 
he found refuge in the court of savoy, which immediately enlisted him in the 
role of architect. It may be suggested that he could have been accompanied 
by rainaldi, who in that year apparently received the cross of the order of 
saints Maurice and lazarus, and with whom he shared a hatred for bor-
romini. the hypothesis of a journey to turin by rainaldi is likely also because 
some of his architect relatives lived in nearby Milan, working at the regia 
camera lombarda.18 We suggest that in the process of the construction of 
the chapel of the holy shroud also carlo rainaldi, who remained in contact 
with cardinal Maurizio even after his investiture as a knight, may have par-
ticipated in some stage.
the northern Italian inluence of the rainaldian idiom is well known, but 
certainly we need to relect on the linguistic similarity of some sheets of 
uncertain attribution to carlo or amedeo di castellamonte with preparatory 
drawings by carlo rainaldi for s. agnese in agone and s. Maria in camp-
itelli: from the experimentation of a domed structure on columns (see in 
this regard the drawings discovered by stephan albrecht in the staatliche 
graphische sammlung of Munich),19 to the project of an oval with crossed 
axis articulated with free-standing columns.20

turning from religious to civil architecture, Wittkower noted that while the 
architects of central Italy never abandoned isolated façades, the breaking 
of this tradition in turin was due to a strong French inluence. In fact, the 
only architect in rome to propose something similar to the uniform façades 
around piazza san carlo by carlo di castellamonte was precisely carlo rai-
naldi thus conirming his possible direct knowledge of the city. those were 
proposals for two of the major architectural and urban initiatives under al-
exander vII chigi: a project for the Piazza del Popolo with the twin churches 
surrounded by uniform architectural ‘stage sets’ in a vanishing perspective, 
and a project for s. Peter’s square, with four planimetric options (square, 
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Figure 1. carlo rainaldi. Project for s. Peter’s square in rome. Source: the vatican li-
brary, chigi P.vII.9, f. 40v-41r.

Figure 2. antonio Falletti da 
barolo (1671-1760, attrib-
uted). Plan of a church with 
a greek cross with an oval 
sanctuary inspired by the 
basic rainaldian concepts 
developed by guarini guarini 
and andrea Pozzo. Source: 
torino, the biblioteca nazi-
onale universitaria, serie x, 
inv. n. codice q. II. 40, folio 
20. note the perspectively 
framed sacellum accessible 
by steps behind.

round, oval and hexagonal) articulated with the same continuous arcaded 
façade (Figure 1).21

the advent of carlo emanuele II of savoy coincides with a transitional stage 
for turinese architecture before the arrival in 1666 of guarino guarini, 
who marked a decisive turning point in the fate of baroque architecture in 
Piedmont.
the spread and persistence of rainaldian lessons is conirmed by the project 
of boetto and Pozzo for the church of Mondovì and the anonymous basilica 
of ss. Maurizio e lazaro;22 by the diffusion of a compositional scheme for 
altars established by girolamo rainaldi in the main altar of s. Pietro in valle 
in Fano; and by the graphic production of the jesuit architect antonio Falletti 
from barolo at the beginning of the eighteenth century documented here 
with an interesting drawing attributed to him by richard bösel (Figure 2).23 
While rainaldi’s connections with Piedmont were brushed upon tangentially 
by scholars such as Wittkower, Pommer, and griseri around ifty years ago, 
the intertwining of circumstances, dates, and characters only hinted at here 
indicate, in my opinion, a crucial knot yet to be untied.  
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Klaiber and henry a. Millon (eds.), Guarino 
Guarini (torino: allemandi, 2006), 329-37.
17 giuseppe dardanello, “bernardino 
Quadri e il ‘negotio scabroso fra l’architetto 
et un stuccatore,’” in Id., Disegnare l’ornato, 
77-88; silvana ghigonetto, “bernardino 
Quadri. scultore, stuccatore e architetto ti-
cinese alla corte sabauda,” in giorgio Mollisi 
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1.2.2 guarino guarini: the First ‘Baroque’ architect

MarIon rIggs

Independent scholar, Italy

ABSTRACT

In her contribution to the conference Guarino Guarini e l’internazionalità del 
barocco of 1968, silvia bordini presented a historical overview of the criti-
cism of guarini, claiming at one point that remarks of eighteenth-century 
writers ‘accomunano guarini nella generale valutazione negative dell’arte 
barocca’. as bordini rightly claims, this criticism of guarini was indeed part 
of a broader trend of censuring the work of architects whom we would now 
characterize as ‘baroque’. but late-eighteenth-century criticism of guarini was 
also unique, and in signiicant ways not discussed by bordini. Prominent theo-
rists – jacques-François blondel, Francesco Milizia, antoine Quatremère de 
Quincy, and others – made clear distinctions between guarini’s failings and 
those of other architects, and particularly those of borromini, the architect 
whom modern scholars most often consider the focus of eighteenth-century 
criticism. Quatremère de Quincy, in his well-known deinition of ‘baroque’ as an 
architectural term, in fact singled out guarini alone as ‘le maître du baroque’. 
My discussion focuses on what made guarini’s architecture unique, and 
‘baroque’, in the minds of late-eighteenth-century critics. such a discussion 
seeks to reevaluate current perceptions of what the term ‘baroque’ meant 
when it was introduced into architectural criticism and to recognize the criti-
cism of guarini as a distinctive and crucial part of the formation of these early 
notions of ‘baroque’ architecture. In so doing, my discussion also calls for a 
reappraisal of the signiicance of Piedmontese architecture in the formation 
of the concept of ‘baroque’ architecture more generally.

KEYWORDS

guarini, Borromini, Quatremère, Milizia, historiography, Baroque

In her contribution to the conference Guarino Guarini e l’internazionalità del 
barocco in 1968, silvia bordini discussed the history of guarini’s reception 
from the late seventeenth century to the 1960s, and claimed that eighteenth-
century writers’ criticism set guarini within the broader critical attack on 
architects of his day.1 In this paper, I take issue with this claim; I argue in-
stead that guarini held a unique position in eighteenth-century criticism. this 
uniqueness had to do with what critics perceived as his relation to borromini: 
guarini came to stand as perhaps the most important model of an architect 
who followed borromini. this particular idea of guarini is signiicant because, 
as I will proceed to show, it was transformed into a fundamental element of 
Quatremère de Quincy’s concept of the ‘baroque’ in architecture. Indeed, 
recognizing the place of the criticism of guarini in the early development of 
the concept of the ‘baroque’ in architecture indicates that that concept itself 
needs reconsideration; ‘baroque’ was not to do simply with seemingly overly 
elaborate architectural forms per se, but rather with a particular mode of 
imitation of such forms. overall, then, this paper undertakes to show not only 
that guarini was a unique igure in eighteenth-century criticism, but that the 
recognition of this uniqueness allows for a substantial re-evaluation of what 
‘baroque’ meant when codiied in architectural discourse.
My discussion takes the form of a response to bordini’s paper, but it none-
theless also responds to approaches to the study of guarini in the 1960s 
more broadly. bordini spoke of guarini’s relation to borromini as a preoccu-
pation of guarini’s critics from the eighteenth century to the early twentieth 
century.2 In scholarship of the 1960s, the subject appears repeatedly in 
discussions of guarini’s architecture; argan, carboneri, griseri, Millon, and 
Pommer, as well as a number of other speakers at the 1968 conference 
on guarini, commented on the relation between the two architects.3 My 
approach differs from that of these scholars in that, instead of attempting 
to validate or diminish the idea that borromini inluenced guarini, I consider 
the idea of this inluence as a historical construct and also seek to show 
how analyzing this construct as it was presented in eighteenth-century texts 
yields fruitful insight into architectural theory of the time.
I want to begin the discussion by paying closer attention to comments on 
guarini made by two of the eighteenth-century critics bordini cited, Fran-
cesco Milizia in his biography of guarini included in his Le vite de’ più ce-
lebri architetti d’ogni nazione e d’ogni tempo (1768) and antoine Quatrem-
ère de Quincy in his deinition of the term ‘baroque’ in his Encyclopédie 
méthodique:Architecture (1788).4 bordini implied, and thus rightly per-
ceived, that Quatremère’s reception of guarini was inluenced by Milizia’s 
remarks.5 at the same time, however, she seems not to have realized the 
more precise nature of this inluence.
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Milizia’s inluence on Quatremère is more apparent if, instead of comparing 
Quatremère’s text with the original Italian edition of Milizia’s Vite, as bordini 
did, we compare it with the French translation of Milizia’s text. the line of 
particular interest is translated from the Italian, ‘se vi è stato mai architetto 
che abbia portato all’ecesso le stravaganze borrominesche, è certamente 
il P. guarino guarini’, to the French, ‘de tous les architectes qui ont adopté 
le style bizarre de borromini, il n’en est aucun qui ait donné dans tant 
d’exèsque le pere guarino guarini’.6 the idea of guarini being an architect 
who took borromini’s extravagance to excess in the Italian edition is trans-
formed in the French into the idea that guarini, of all the architects who took 
up borromini’s bizarre style, was the one who took it to the greatest excess. 
two important shifts take place in this act of translation: borromini moves 
from being extravagant to being bizarre and guarini goes from being simply 
one example of a follower of borromini’s who took his faults to excess to 
being the example, of all of borromini’s followers, who took his faults to the 
greatest excess. the idea of bizarreness taken to an extreme, or its super-
lative form, the association of borromini with bizarreness, and the example 
of guarini as the architect who took borromini’s bizarreness to an extreme 
reappear in Quatremère’s deinition of ‘baroque’. the relevant parts of his 
deinition are as follows:

le baroque, en architecture, est une nuance du bizarre, il en est, si 

on veut, le rainement, ou, s’il étoit [sic] possible de le dire, l’abus. ce 

que la sévérité est à la sagesse ou goût, le baroque l’est au bizarre, 

c’est-à-dire qu’il en est le superlatif. [...] borromini a donné les plus 

grands modèles de bizarrerie. guarini peut passer pour le maître du 

baroque.7

Quatremère’s ‘baroque’ thus embodied elements of a pre-existing concept in 
architectural discourse, this portrayal of guarini as a model of a follower of 
borromini as presented by Milizia. to this pre-existing concept, Quatremère 
applied the term ‘baroque’. the term, as we know, was already in use in 
architectural discourse at the time and had already been deined in an archi-
tectural dictionary, but Quatremère’s ‘baroque’ clearly diverged from earlier 
usage: prior to Quatremère’s deinition, the term ‘baroque’ in architectural 
discourse did not have a clear association with the term ‘bizarre’ and, even 
while it was associated with the term ‘bizarre’ in more general parlance, 
it was deined as one of its synonyms, not its superlative.8 Moreover, the 
term had not been applied to guarini in this way that bound its meaning to 
guarini’s relation to borromini.9 by constructing a particular semantic rela-
tion between ‘baroque’ and ‘bizarre’ and by using guarini’s relationship to 

borromini to illustrate this relation, Quatremère, on the one hand, created 
something that was strikingly new in terms of the meaning of the ‘baroque’ 
in architecture and yet, on the other hand, in part, simply reframed and al-
lotted a term to a pre-existing concept. 
If we accept Milizia’s, or, more precisely, his translator’s, portrayal of gua-
rini as a source for Quatremère’s ‘baroque’, we must also acknowledge 
that this portrayal of guarini was not itself either entirely original or unique. 
before the publication of Milizia’s Vite, a number of French writers had 
identiied guarini as an architect who followed or created work in the style 
of borromini.10 Moreover, the idea that guarini’s work embodied that which 
was particularly bad about borromini’s had also been voiced: in his Cours 
d’architecture (1683), for example, François blondel claimed that guarini 
not only wanted to follow borromini, but that he had ‘choisi ce qu’il y avoit de 
plus extravagant dans ses [borromini’s] pratiques’ as well.11 although Miliz-
ia’s critique clearly differs from these others in its speciication that guarini 
took borromini’s faults to excess, it nonetheless certainly grew out of such 
criticisms. the idea that guarini had taken borromini’s faults to excess was, 
however, no longer unique to Milizia by the time of Quatremère’s publication. 
In fact, the idea circulated in French texts in the years following the publica-
tion of Milizia’s Vite: one writer, for example, claimed that guarini ‘adopta la 
maniere du borromini, & en chérit sur sa bizarrerie’ and another that, ‘avec 
moins génie que le boromini [sic], il [guarini] a beaucoup renchéri sur tous 
les défauts qu’on lui reproche’.12 thus, while particular terms and semantic 
relations of Quatremère’s deinition of ‘baroque’ seem to come directly from 
Milizia, the ideas about guarini that Quatremère’s term embodied belonged 
to more long-standing and widespread perceptions of guarini as a follower 
of borromini’s.
recognizing the link between Quatremère’s deinition of ‘baroque’ and the 
history of the reception of guarini is signiicant in two ways. First, for our un-
derstanding of guarini’s early reception, it underscores that he was viewed 
as exceptional by eighteenth-century critics, albeit for his failings rather than 
his merits. second, in terms of our understanding of eighteenth-century ar-
chitectural theory more generally, recognizing the link between Quatremère 
and guarini’s reception shifts the context within which we understand Qua-
tremère’s concept of the ‘baroque’. early studies of the development of the 
broader concept of ‘baroque’ treated Quatremère’s deinition as just one 
of many examples of the etymology and usage of the term, and in so do-
ing created what became a standard framework within which his deinition 
was understood.13 Perhaps as a result, subsequent scholars have failed to 
recognize that Quatremère did not simply absorb the meaning of ‘baroque’ 
from general parlance into architectural discourse. rather, he created a 
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new meaning of ‘baroque’ that was speciic to architecture and, moreover, 
he did so by endowing it with an idea that was current in architectural dis-
course, yet for which there was no speciic term. In particular, Quatremère 
created terminology that described architecture that was perceived as imi-
tative of and worse than that of borromini, a broader phenomenon of which 
guarini was a prime example.
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1.2.3 the Multifaceted uses of guarini’s Architettura 
Civile in 1968

MartIjn van beeK

Vrije Universiteit Amsterdam, Netherlands

abstract
In 1968 the conference Guarino Guarini e l’Internazionalità del Barocco 
took place in turin. the conference papers published in 1970 show the 
various ways in which the presenters had found arguments in the text of 
guarini’s treatise Architettura Civile, for instance to draw philosophical and 
symbolical conclusions from the comparative analysis of his drawings, or to 
deconstruct guarini’s supposed knowledge of stereotomy by a close-reading 
of Trattato IV. the way in which the treatise was applied for the 1968 con-
ference contributions echoes the inluence of sigfried giedion in the histori-
ography of guarini. In his search for a theoretical foundation for modern ar-
chitecture, giedion pointed at the work by the baroque architects in general 
and by guarini in particular. after all, guarini was the author of an extensive 
theoretical text on architecture in the baroque period. by doing so, giedion 
promoted guarini as an architect and scientist combined in one person, 
connecting his artistic genius with his theoretical abilities, and his buildings 
with his text. It is interesting to evaluate the application of the treatise in 
the conference contributions of 1968 in order to question the handling of 
treatises in architectural historiography in general. this paper will present 
an analysis of the argumentative uses of Architettura Civile in the 1968 
conference papers. the hypothesis that forms the basis of the analysis is 
Manfredo tafuri’s distinction of the operative architect and the critical ar-
chitectural historian, an idea expressed in 1968 as well. Is this distinction 
visible in the argumentative uses of guarini’s treatise? and in which way has 
the existence of the treatise inluenced guarini historiography?

Keywords 
guarini, Baroque, treatise, methodology, tafuri



1
. 
E
a

r
ly

 M
o

d
E
r

n

1
. 
E
a

r
ly

 M
o

d
E
r

n

110 111

In his life of alberti, vasari wrote that the architect’s books did not contain 
lies, and that he was known rather for his books than his buildings.1this 
remark is an early example of the role and utility of treatises, more than 
the buildings themselves, in art and architectural history. ego-documents 
are common sources in architectural history, and therefore the study of 
guarino guarini’s architectural treatise Architettura Civile is comprehensi-
ble. sigfried giedion’s presentation of the treatise in Space, Time & Archi-
tecture: the growth of a new tradition (1941) is well known. searching for a 
theoretical foundation for modern architecture, giedion highlighted work by 
baroque architects in general and guarini in particular because of his exten-
sive theoretical text. giedion promoted guarini as an architect and scientist 
combined in one person, connecting his artistic genius with his theoretical 
abilities, and his buildings with his text.
the 1968 conference Guarino Guarini e l’Internazionalità del Barocco re-
lected the status quo of guarini research, and as such also relects the 
contemporary application of Architettura Civile. evaluating the application 
of the treatise in the conference contributions of 1968 serves to question 
the handling of treatises in architectural history in general. this paper ana-
lyzes the argumentative uses of Architettura Civile in the 1968 conference 
proceedings. the analysis rests on the hypothesis that Manfredo tafuri’s 
1968 call for a distinction between the operative architect and the critical 
architectural historian is connected to the contemporary state of guarini 
research in general and the argumentative uses of the treatise in particular. 
Importantly, rudolf Wittkower, the keynote speaker of the conference, 
had provided a large stage for guarini in his Art and Architecture in Italy 
1600-1750 (1958). although there is no explicit reference to giedion in 
the text,references, or bibliography, giedion’s ‘spirit’ is clearly present, for 
instance in the comparison with borromini, in his terminology, and in his 
elaboration of the relation between science and architecture.2 Wittkower, 
instead of copying giedion’s hypothesis of theoretical parallels between 
guarini and leibniz, introduces more specialized scientiic comparisons with 
desargues, resulting in an even more thorough synthetic image of guarini. 
Wittkower was not only present at the conference in 1968 in person, but 
also in method, as we shall see.

the broad scope of the 1968 conference is relected in the title and it was 
divided into six sessions, ordered by the methods selected to study guarini. 
the sessions are: the architectural works, guarini as theorist, guarini’s 
sources, interpretation of guarini, guarini and the diffusion of the baroque, 
and guarini as mathematician, philosopher and scientist. the conference 
title suggests a comparison of the work of guarini in international context, 

presuming a general baroque culture and the existence of a person repre-
sentative for it. the session divisions show two lines: study of the artefacts 
on one hand, and study of the afterlife on the other. I will analyse the use of 
the text and illustrations of the treatise per session, for the session’s theme 
is to a certain extent related to the quantity and quality of employing the 
treatise. not all papers refer to Architettura Civile, and when they do, it is 
not necessarily for argumentative means.

In the session focusing on guarini’s architecture two different uses of Ar-
chitettura Civile emerge. First, presenting Architettura Civile as a neces-
sary (or even better) instrument to understand the architecture.3 thus the 
treatise is considered a factual source – a conclusion that echoes vasari’s 
remark about alberti.4 and second, using exclusively Architettura Civile, es-
pecially the prints, for the composition of research questions.5 Passanti 
presents his conclusions visually in new drawings to elucidate obscurities in 
the prints in Architettura Civile.
the second session naturally refers primarily to the treatise. several re-
searchers use Architettura Civile to study guarini in a literary context, but 
their conclusions vary. the diachronic study of Architettura Civile in the line 
of vitruvian treatises bestows guarini with cultural and intellectual status.6 
but a more synchronic line considers the scientiic modernity and accuracy 
of Architettura Civile, with less positive conclusions.7 these varying  literary 
approaches yield a method of considering Architettura Civile as a substan-
tive relection of guarini’s other treatises, through which his whole written 
oeuvre can be considered unambiguous.8 this synthetic approach opens the 
way to describe Architettura Civile as representative for the author’s mind 
and personality.9

In the third session, on guarini’s sources, Architettura Civile is sometimes 
read as the diary of the architect, where his whereabouts are easy to de-
duce and his personal opinion is clearly described. For example, Architettura 
Civile is used to reconstruct guarini’s travels, and thus his possible inspira-
tions.10 Furthermore, treatise statementsare read as direct and truthful 
declarations of the architect’s personal choices.11 Importantly, the quotes 
from Architettura Civile are used both in and out of their treatise context. 
Marconi, however, chooses not to take Architettura Civile as a factual 
source, and pays attention to reconstructing context, a philological ap-
proach to the treatise.12

In session four, regarding the interpretation of guarini, the text of Architettu-
ra Civile is not explicitly presented as an argument, but the illustrations are 
regularly referred to. the representations are presented as arguments with 
the same validity as a factual text, incidentally next to images from other 
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treatises by guarini as well, synthesizing the illustrations from his entire 
oeuvre.13 the text of the treatise, and even the architecture itself, is here 
detached from the illustrations.
In the inal two sessions, Architettura Civile is presented twice in order to 
debunk a myth about guarini, for which the argument originated from the 
treatise itself. In the irst example the treatise is challenged to a test for 
mathematical correctness, with the conclusion that guarini’s mathematical 
knowledge did not enable his bold constructions, and should be regarded 
as ‘uno dei tanti miti destituiti di serio fondamento’.14 second, the text of 
Architettura Civile is used to contradict Wittkower’s notion of spatial ininity 
in guarini’s architecture.15

 
this analysis summarizes the ways in which a treatise can be used as an 
argument: occasionally legitimate, often divergent and inconsistent amongst 
themselves.the text is presented as a source of facts, and not; a represen-
tation of guarini’s (obviously complex) personality, and not; a source for a 
synthetic approach, and not. the illustrations are used as factual sources, 
and not.
Interestingly, the argumentative use of Architettura Civile is even fundamen-
tally problematic, since it was published 50 years after guarini’s death. the 
text was edited by bernardo vittone, who had broken with guarini’s formal 
tradition and had written ambiguously that he found guarini’s cupolas ob-
scure.16 It remains unknown what kind of manuscript guarini had left behind 
and what was added or altered by vittone – it is only stated that he cleaned 
and reassembled the material, but the details remain vague.17 the 1968 
authors even mention that Architettura Civile, both text and illustrations, 
contains errors and traces of sloppiness.18 Why was this not taken into 
consideration in general in 1968?
remarks made by Manfredo tafuri illuminate these problems. he saw the 
state of guarini research as a relection of the complex situation in which art 
criticism found itself and for which no solution was available – causing bor-
dini to write: ‘continuiamo, paradossalmente’.19 tafuri knew of the problems 
in guarini research. In Teorie e storia dell’architettura he criticizes guarini 
research for its inability to draw logical conclusions, especially because of its 
treatment of images.20 his solution proposes a rigid separation in contem-
porary architectural culture, namely between architects, who are allowed to 
look forward, and historians, who are allowed to critically look at the past.21 
In that way historians are allowed to set their utopian ideas aside and have 
scope to create a more nuanced impression of history, focusing on the 
problem instead of the object.22 thus, for guarini, a synthetic image may be 
created, but more mannerist than classicist in character – tafuri proposes 

a methodological concordia discors instead of concinnitas.23 he takes the 
irst step in showing that baroque treatises, including Architettura Civile, 
are not equivalent, but can be divided into different categories.24 tafuri ad-
dressed a bigger problem, also exempliied in the case of guarini research, 
yet even more problematic than he describes in Teorie e storia, because the 
authority of the architectural treatise wasn’t reconsidered per se.

the 1968 presentation of guarini illustrates the methodologies used to study 
the architect, and is also relected in the argumentative use of Architettura 
Civile. bordini sums it up: ‘guarini viene studiato e gradualmente riscoperto 
per via indiretta’.25 as I have shown, Architettura Civile is regularly tenden-
tiously used as an argument in 1968, despite cautionary signals; moreover 
it is fundamentally untrustworthy as a source. the argumentative use of 
Architettura Civile subsequently is visible at two levels: directly and indirectly, 
in the latter case responsible for the creation of myths built on a weak foun-
dation. If Architettura Civile remains the ‘bible’ of guarini research, we must 
pay more attention to its process of canonization, and need to know more 
about the way in which the publication of 1737 came into being. If we can-
not get that part clear, we must reconsider the orthodox use of it.

1 anna Maria brizio (ed.), Vite scelte di 
Giorgio Vasari (torino: utet, 1969), 228. 
thanks to Konrad ottenheym for pointing 
this quote out to me.
2 rudolf Wittkower, Art and architecture 
in Italy 1600 to 1750 (harmondsworth, 
Middlesex: Penguin books, 1958), 268-
75. on this topic I would like to refer to 
my own publication “the limits of infinity. 
sigfried giedion and the evolution of the re-
ception of guarino guarini/de grenzen van 
oneindigheid. sigfried giedion en de recep-
tiegeschiedenis van guarino guarini,”OASE 
86 (2011), 34-47.
3 vittorio viale (ed.), Guarino Guarini e 
l’internazionalità del Barocco, vol. 1 (torino: 
accademia delle scienze, 1970), 36, 41, 
401-2. an example in session two: viale, 
Guarino Guarini, vol. 1, 475. For my analy-
sis in this paper I have looked primarily 
to the use of Architettura Civile as it was 

published in 1737, and not to the publi-
cation of prints of guarini’s designs under 
the title Dissegni d’architettura civile […] in 
1686. It is noted though that many of these 
prints were also used for the 1737 publica-
tion. guarino guarini, nino carboneri, and  
bianca tavassi la greca, Architettura Civile 
(Milano: Il Polifilo, 1968), xvIII.
4 viale, Guarino Guarini, 49. In session 
four Fagiolo refers to the texts of guarini’s 
treatises as a ‘sussidio […] [con un] crisma 
di una certezza causale assoluta’. vittorio 
viale (ed.), Guarino Guarini, vol. 2, 205.on 
the subject of authorial genius, see: dana 
arnold, “the authority of the author. biog-
raphy and the reconstruction of the canon,” 
Reading Architectural History (london, new 
york: routledge, 2002), 35-82.
5 viale, Guarino Guarini, vol. 1, 422, 425-
48. In session four: viale, Guarino Guarini, 
vol. 2, 290.
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6 viale, Guarino Guarini, vol. 1, 451-2.
7 Ibidem, 535.
8 Ibidem, 558. In session four: viale, Gua-
rino Guarini, vol. 2, 126, 180.
9 viale, Guarino Guarini, vol. 1, 564, 508. 
Ibidem, 25.
10 Ibidem, 622, 706.
11 Ibidem, 685.
12 Ibidem, 617, 624. In session two: viale, 
Guarino Guarini, vol. 1, 574-85.
13 viale, Guarino Guarini, vol. 2, 117, 
195, 204, 206-7.
14 Ibidem, 556-7.
15 Ibidem, 593.
16 Ibidem, 284, 356.
17 guarini, Architettura Civile, xvIII-xx, 5.
18 viale, Guarino Guarini, vol. 1, 50, 91, 
438, 533-5, 563. viale, Guarino Guarini, 
vol. 2, 554-6.

19 viale, Guarino Guarini, vol. 2, 305.
20 Manfredo tafuri, Theories and history 
of architecture (new york: harper & row, 
1980), 116.
21 andrew leach, “choosing history: ta-
furi, criticality and the limits of architec-
ture,” The Journal of Architecture 10, n. 
3 (2005), 235-6. In doing so, tafuri criti-
cized the method of among others sigfried 
giedion.
22 Maristella casciato, “the Italian Mosaic: 
the architect as historian,” Journal of the 
Society of Architectural Historians 62, n. 1 
(2003), 98.
23 viale, Guarino Guarini, vol. 1, 671, 
674.
24 tafuri, Theories, 137.
25 viale, Guarino Guarini, vol. 2, 289.

1.2.4 Idealism and realism: augusto Cavallari Murat

elena gIanasso

Politecnico di Torino, Italy

ABSTRACT

In the late 1960s, when andreina griseri and richard Pommer published their 
works on Piedmontese baroque architecture, Forma urbana e architettura 
nella Torino barocca. Dalle premesse classiche alle conclusioni neoclassiche 
(1968) was published in turin, the outcome of national research projects 
coordinated by augusto cavallari Murat since 1962. an engineer who gra- 
duated from the Politecnico di torino, then professor and director of the 
Istituto di architettura tecnica at the same university, cavallari Murat pro-
duced many publications now included among the milestones of architec-
tural history and restoration. Forma urbana chose turin, in particular the 
space bounded by city walls considered the historic centre, as a case study 
to introduce and explore an approach to the built environment. the method 
presents its results in a conjectural philological survey, a tool to provide 
a uniied coniguration of the historical urban center, after it merged into 
the unI standard. the author examines the baroque period in depth (sev-
enteenth and eighteenth centuries), because it ‘gets to the roots of the 
appearance and of the concrete planning more distant in time, all the way 
to the prior operations of tracing out by roman colonization […] and to the 
subsequent uses of theoretical principles and practical operating modes of 
the city’s architecture’ in the nineteenth century.
the paper highlights the methodology of research undertaken by scholars 
from the Politecnico di torino in the 1960s, likening it with the scholarly 
literature produced during the same period on Piedmontese baroque ar-
chitecture. the comparison between these contemporaneous studies high-
lights cavallari Murat’s position, today perhaps idealistic, regarding the con-
cepts of ‘historic centre’ and ‘monument’. however, the historical research 
method applied by cavallari Murat and his survey technique still crop up as 
an emblematic reference for ‘making history’ today. thus, Forma Urbana, 
almost 50 years after its publication, remains relevant.

KEYWORDS

Cavallari Murat, method, research, survey, Baroque, torino
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In the late 1960s, when andreina gri-
seri and richard Pommer published their 
works on Piedmontese baroque architec-
ture, Forma urbana e architettura nella 
Torino barocca (dalle premesse classiche 
alle conclusioni neoclassiche) (1968) was 
published in turin, the outcome of national 
research projects coordinated by augusto 
cavallari Murat since the beginning of the 
decade. cavallari Murat was born in chia-
venna (sondrio) in 1911. he graduated 
in civil engineering from the Politecnico di 
torino in 1934 where giuseppe albenga 
was his teacher. In the 1950s, he be-
came a lecturer on campus in turin and 
then professor of technical architecture 
at the university of cagliari. a regular 
teacher in Padua, he came back to tu-
rin in 1961 where – as a full professor 
from 1962 – he taught technical archi-
tecture, architectural documentation, ar-
chitecture and architectural composition 
until 1976. he was the founder and the 
director of the Istituto di architettura te- 
cnica at the Politecnico di torino. based on 
various didactic experiences and research 
projects, he introduced a new method for 
analyzing an area with a multidisciplinary 
perspective. Fellow of important cultural 
associations, a well-known engineer, histo-
rian and critic, he died in turin in 1989.1

cavallari Murat produced many publica-
tions now included among the milestones 
of architectural history and restoration. 
he wrote in the same period during which 
the objectives of new disciplines that ex-
plored urban history, the history of the 
city and regional history were outlined. 
Forma urbana e Architettura nella Torino 
barocca, a great scientiic publication of 
nearly 1500 pages, is the outcome of a 

work that involved an important team of researchers - Pier giovanni bardel-
li, vincenzo borasi, gualtiero borelli, luigi cappa bava, secondino coppo, 
Mario FIameni, Mario oreglia, giovanni Picco, Paolo scarzella, adele scriba-
ni - who also wrote some sections of the study.2 the publication is divided in 
two volumes, opening with a dedication to carlo Promis, the irst teacher of 
architecture at the regia scuola di applicazione per gli ingegneri in torino, 
which later merged with the regio museo industriale, Politecnico di torino. 
the irst volume, in two books, treats “Method and the critical text” and the 
second integrates the theoretical framework with “Maps and regulations”, 
essential reference for scientiic research. beginning with the irst chapter 
of the book, he inquired into the history of city planning and its purposes. 
he wrote the new discipline had to identify ‘the range of phenomena of ag-
gregation and composition that was needed to serve the activities of some 
characteristic cultural operators’.3 the history of the city is considered as ‘a 
multifaceted cultural event’4 that, to be understood, had to be studied by re-
searchers with different competencies in history, geography, art, economy 
and city planning, and who exchanged views amongst themselves.
Forma urbana chose turin, in particular the space bounded by the city walls 
considered the historic centre, as a case study to introduce and explore 
an approach to these new branches of knowledge and the built environ-
ment. the method presents its results in a conjectural philological survey, 
a tool to provide a uniied coniguration of the historical urban centre in two 
and three-dimensions, then merged into the unI standard rule 7310/74. 
determining methods of description and classiication of blocks, the study 
presents ideograms documenting the volume of the buildings, others distin-
guishing the type of space and its characteristics, still others representing 
cartographic symbols. 
In 1968 cavallari Murat published the two volumes presenting the survey of 
turin, considering only the area built within city walls during baroque period 
and built above the line of the baroque additions in the nineteenth century, 
thus emphasizing the value of seventeenth and eighteenth-century culture. 
the author examines the baroque period in depth because – he writes in 
the preface – ‘it goes to the roots of the appearance and of the concrete 
planning more distant in time, all the way to the prior operations of tracing 
out by roman colonization […] and to the subsequent uses of theoretical 
principles and practical operating modes of the city’s architecture’5 in the 
nineteenth century. In later years he published Antologia monumentale di 
Chieri (1968-9), Lungo la Stura di Lanzo (1972), Tra Serra d’Ivrea, Orco e 
Po (1976) and many essays gathered in Come carena viva (1982), a com-
pendium of his studies, which included some research regarding the conjec-
tural philological survey. the writings show cavallari’s ‘ability to investigate 

augusto cavallari Murat, in vittorio 
Marchis (ed.), Progetto cultura soci-
età. La scuola politecnica torinese e i 
suoi allievi (turin: associazione Ingeg-
neri e architetti ex-allievi del Politec-
nico di torino, 2010), 162.

title page, Istituto di architettura tec-
nica del Politecnico di torino, Forma 
urbana e architettura nella Torino 
barocca (dalle premesse classiche 
alle conclusioni neoclassiche) (torino: 
unione tipografico editrice torinese, 
1968).
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technical and scientiic phenomena with a historian’s methods’.6 
the study of documents, in addition to the survey itself, is essential for the 
research project; the material - illustrated or not, belonging to public or 
private archives - was analyzed with scientiic methods, realistic and meticu-
lous, still employed today. his works, likening them to the scholarly literature 
on Piedmontese baroque architecture produced during the same period, 
for example by Mario Passanti or nino carboneri, show cavallari Murat 
proposing a similar methodology of historical research, but present the dif-
ferences between his survey and multidisciplinary perspective in contrast 
with other modes of studying. For example, when cavallari studies turin’s 
southward expansion, the irst expansion of the city founded on the choice 
of structural integration with the existing one, he draws a pattern based on 
critical historical cartography in which the main street, the contrada nuova, 
and the main square, Piazza san carlo, are the centre of land management 
at the beginning of seventeenth century. cavallari examines the main axes 
of the project and then he writes about (and he draws) each parcel and its 
shape. therefore he considers each palazzo in its architectural composi-
tion, comparing historical documents – quoted in the footnotes - with the 
existing buildings and with the irst schemes of survey, thus integrated with 
new information. When Passanti, in his Architettura in Piemonte, studies 
the same area, he also writes about the three expansions of the city and 
he prints a fundamental scheme of them too. however, the perspective is 
completely different: Passanti, in fact, does not draw a critical survey of the 
parcels, but he draws and writes about each building with an historical and 
mathematical approach. a complete, complex comparison of approaches is 
beyond the scope of this paper.  now it will sufice to emphasize that both re-
searchers (and Politecnico teachers) wrote, and taught, with the same pur-
pose: to propose a method for analyzing the buildings in order to understand 
architecture and, then, design. both left their marks on the school of turin. 
cavallari Murat immediately became an important reference for insights not 
only about local culture. his method, applied to the baroque city, became 
fundamental for the research of many scholars at the Politecnico di torino 
like vera comoli, among others. she published Torino, in the series “la città 
nella storia d’Italia”, and further studies about ‘bene culturale’, ‘bene ambi-
entale’ and landscape. comoli wrote about ‘the unnecessary debate about 
the historic centre […] instead to agree to a policy more constructive and 
more culturally correct, introducing analysis not addressed to “the structure 
of the historic city”, but to the “historical structure of the city”’.7

In cavallari’s works, the ‘structure’ is the ‘urban scape’, understood as a 
‘feeling of artistic totality’,8 as a scene with unbounded limits that it binds ‘to 
the times of the premises and to the time of the subsequent evolution and 

future’.9 the result is a reading of the ‘whole’, placed in a historical periodiza-
tion, in which the historic centre, already deined in 1958 by the engineer as 
like a ‘lap of existing urban fabric’ in which you recognize ‘historical, cultural 
and artistic statements’,10 is linked to newer parts of the city. the city, in 
fact, is no longer read through the stories of individual monuments, but 
through looking at the same ‘whole’. 
the concepts of monument and historic centre, however, state an idealistic 
and abstract position, today they are only elements for studying the his-
torical structure of the city. nevertheless, the historical research method 
applied by cavallari Murat and his survey technique still crop up as an em-
blematic reference for ‘making history’ today. thus, cavallari’s method, up-
dated with contemporary studies and modern information technologies, is 
the same historical research method in use today and his writings, almost 
ifty years after their publication, still remain relevant.

1 riccardo nelva, “augusto cavallari Mu-
rat,” in vittorio Marchis (ed.), Progetto cul-
tura società. La scuola politecnica torinese 
e i suoi allievi (turin: associazione ingegneri 
e architetti ex-allievi del Politecnico di tori-
no, 2010), 162-3.
2 the researchers worked with augusto 
cavallari Murat ‘under the auspices’ of the 
consiglio nazionale delle ricerche (cnr). 
(Istituto di architettura tecnica del Politec-
nico di torino, Forma urbana e architettura 
nella Torino barocca (dalle premesse clas-
siche alle conclusioni neoclassiche), turin: 
utet, 1968), xII.
3 ‘gamma dei fenomeni aggregativi e com-
positivi che serve alle attività di alcuni tipici 
operatori culturali’. augusto cavallari Mu-
rat, “Il compito restaurativo nel paese stabi-
lizzato e l’equivoco del falso storico,” in Isti-
tuto di architettura tecnica del Politecnico 
di torino, Forma urbana e architettura, 6.
4 ‘un fatto culturale poliedrico’, Ibidem, 10.
5 ‘affonda radici negli aspetti e nella concre-
tezza urbanistica più lontani nel tempo sino 

alle antecedenti operazioni di tracciamento 
delle romane colonizzazioni […] e sino alle 
successive utilizzazioni di principi teorici e di 
modi operativi pratici dell’architettura della 
città,’ Ibidem, xIII.
6 ‘capacità di indagare le fenomenologie 
tecniche e scientifiche, con metodo storico.’ 
roberto gabetti, “augusto cavallari Murat: 
commemorazione letta dal socio corrispon-
dente roberto gabetti nell’adunanza del 15 
novembre 1989,” Atti della Accademia del-
le Scienze di Torino 124 (1990), 121-5, in 
“roberto gabetti. scritti per atti e rasseg-
na tecnica”, Atti e Rassegna tecnica della 
Società degli Ingegneri e degli Architetti in 
Torino lv-3 (2001), 91.
7 ‘l’inutile dibattito sui centri antichi […] per 
aderire invece a un criterio più costruttivo 
e più corretto culturalmente, introducendo 
analisi rivolte non alla “struttura della città 
storica”, ma alla “struttura storica della ci-
ttà”’. costanza roggero bardelli, “architet-
tura e storia per il progetto: vera comoli 
Mandracci, ” in “vicende e dibattiti torinesi,” 
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Atti e Rassegna tecnica della Società degli 
Ingegneri e degli Architetti in Torino lxI-1 
(2007), 28.
8 ‘sensazione di totalità artistica’. augusto 
cavallari Murat, “Il compito restaurativo nel 
paese stabilizzato e l’equivoco del falso sto-
rico,” in Istituto di architettura tecnica del 
Politecnico di torino, Forma urbana 10.
9 ‘si lega ai tempi delle premesse ed ai 
tempi delle evoluzioni successive e future.’ 

augusto cavallari Murat, “Il compito re-stau-
rativo nel paese stabilizzato e l’equivoco del 
falso storico,” Ibidem.
10 ‘ “lembo di tessuto urbano preesistente” 
in cui si riconoscono “testimonianze stori-
che, culturali ed artistiche.” ’ augusto ca-
vallari Murat, “centro storico e città moder-
na,” Atti e Rassegna tecnica della Società 
degli Ingegneri e degli Architetti in Torino 
xII-4 (1958), 116-8.

1.2.5 a regional artistic Identity? three Exhibitions in 
Comparison

gIusePPe dardanello

Università degli Studi di Torino, Italy

the Mostra del Barocco Piemontese organized by vittorio viale in 1963 sug-
gested the recognition of a strong architectural identity in the historical experi-
ence of Piedmont. the exhibition inspired major initiatives of study that led an 
international contingent of art and architectural historians to wonder about the 
personality and work of artists such as guarino guarini, Filippo juvarra and 
bernardo vittone. subsequent research shifted the interest to urbanism and 
history of the city, while the exhibition Diana Trionfatrice. Arte di corte nel Pie-
monte del Seicento (turin 1989) recognized the engine of the artistic develop-
ment in the dialectical relationship centre-periphery between the provincial ar-
eas and the capital of savoy. the exhibition I Trioni del Barocco. Architettura in 
Europa 1600-1750 (stupinigi 1999) intended to illustrate the development of 
architectural types in seventeenth and eighteenth-century europe, and pointed 
out the innovative role played by Piedmontese architecture in the development 
of exemplary models. this discussion position critically compares the results 
obtained by these three exhibitions in outlining the research issues that still 
need to be addressed. 
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1.2.6 Wittkower’s ‘gothic’ Baroque: Piedmontese 
Buildings as Seen around 1960

cornelIa jÖchner

Ruhr-Universität Bochum, Germany

ABSTRACT

In his review of albert erich brinckmann’s Theatrum Novum Pedemontii 
(1931), giulio carlo argan (1932) considered the reasons why architects 
like guarini and juvarra seemed to be interesting for Piedmont. this was 
in contrast to brinckmann’s perspective on Piedmont as a certain area 
(‘boden’) which made it possible to attract these artists from outside. In-
stead of such an idealistic model of Kunstlandschaft the young argan want-
ed to establish critical-historical methods to identify the characteristics of 
Piedmontese architecture. Postwar studies in architecture, particularly 
rudolf Wittkower’s chapter “architecture in Piedmont” (1958) are based 
on this critique by integrating the ‘rapid political development’ (Wittkower) 
of Piedmont in the seventeenth and eighteenth centuries. While Wittkower 
saw no tradition established between juvarra’s architecture and that of 
guarini, richard Pommer (1967) arrived at opposite conclusions: for him, 
the connection of an “open structure” as described by vittone at the end of 
the eighteenth century is visible already in guarini’s s. lorenzo, turin. here 
Piedmont again becomes a Kunstlandschaft that creates a long tradition of 
architecture, but now within the focus of an individual form. at the same 
time, the geographical frame regarding the city was altered by the cavallari 
Murat school into the productive term of ‘territory’. Form was now often 
brought into the order of typologies.
My contribution will focus on the relationship between architectural form 
and political space, exploring how this relationship was shaped in a new 
way during the 1960s against the background of the 1930s. after the war, 
form and style were intellectually brought into a kind of ‘service’ for the ruling 
dynasties, which has been an iconographic paradigm up to now. Instead of 
separating political history and architecture, today it seems more productive 
to examine spaces which are built both by architecture as well as by politics. 

KEYWORDS

architectural history, Baroque, Piedmont, Wittkower, Brinckmann, 
space

‘se vogliamo comprendere il signiicato delle immagini barocche come “stori-
ci” – se cioè consideriamo come nostro compito di svelare lo spirito nel 
quale queste immagini furono create, quali processi di pensiero ne sono il 
presupposto (…).’1 these programmatic sentences were delivered by rudolf 
Wittkower in 1960 at the international congress ‘Manierismo, barocco, 
rococò’ in rome where he provided an outline of the current tasks of re-
search into the baroque. he distinguished three phases of research: irst, 
the pioneers after 1887; second, the inter-war period; and third, what he 
perceived as a lood of new studies undertaken from 1940 onwards. at the 
time, Wittkower – who had emigrated to great britain in 1933 and taught in 
the united states since 1954 – was the most notable international protago-
nist of research into the seventeenth and eighteenth-century architecture of 
Piedmont. his rome lecture formed a kind of epilogue to his most important 
book Art and Architecture in Italy 1600 to 1750, published two years previ-
ously in the series “the Pelican history of art”.
the book’s chapter on Piedmont emphasised the role of architecture which 
Wittkower saw as unfairly overshadowed by painting. In his approach, the 
author employed the nineteenth-century developmental model of ‘early’, 
‘high’, and ‘late’, complemented by a category he dubbed ‘high baroque 
classicism’.2 Wittkower’s high esteem for the architecture in northwestern 
Italy is demonstrated by his travelling in the region.3 the foreword to his 
book made his view explicit: as bernini’s statuary, borromini’s buildings, or 
cortona’s architecture and decoration, the architectural works by guarini, 
juvarra and vittone are without peers. even in the period after World War 
II, this high regard for the architecture of Piedmont formed a stark contrast 
to its lack of familiarity outside Italy.4 In the preface to his Cicerone of 1855, 
jacob burckhardt had frankly confessed to have omitted turin and the whole 
of Piedmont; in the ensuing decades, the architecture of northwestern Italy 
was a ield that especially attracted the interest of german scholars, no-
tably cornelius gurlitt (1887) and in particular albert erich brinckmann to 
whom I shall return presently. after 1945, Wittkower perceived himself as 
an advocate of these buildings, as becomes obvious from his 1972 reminis-
cences: ‘In my student days, back in the early 1920’s, guarini’s name was 
completely unknown.’5

Art and Architecture in Italy is characterized by a combination of topogra-
phy, chronology and themes as well as currents of artistic production which 
was inspiring for the historiography on seventeenth and eighteenth-century 
art and architectural history. the 1963 turin exhibition catalogue Mostra 
del Barocco Piemontese conceived by vittorio viale is also distinguished by 
an advanced level of stylistic criticism.6 Wittkower’s 1960 lecture clariied 
that a term such as ‘classicismo tardo barocco bolognese’ was not self-
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suficient. rather, he was ultimately concerned with the so-called problem of 
contents which he understood not simply as iconographic meaning but as a 
reciprocal interaction between ‘contents’ and style germane to every work 
of art and inseparable from it.7 such a ‘symbolic’, Warburgian interpreta-
tion – Wittkower argued – had thus far rarely been applied to the baroque, 
a criticism he explicitly also turned against his own recent ‘Pelican history 
of art’ volume.8

Internationally, Wittkower was not the irst scholar to be intrigued by the 
baroque architecture of Piedmont. as early as 1924, albert erich brinck-
mann had written – in the ifth edition of his Baukunst des 17. und 18. 
Jahrhunderts in den romanischen Ländern – that Piedmontese architecture 
in particular offered uncharted territory (Neuland) which had wrongly been 
overlooked by specialists on baroque art, as Italian architecture only came 
to its full completion in Piedmont where the crucial link in the artistic chain 
linking rome to austria and southern germany was to be found.9 brinck-
mann had initially edited the Theatrum Novum Pedemontii (1931), a col-
lection of designs and buildings by guarini, juvarra, vittone and other early 
modern Piedmontese architects. together with vittorio viale and lorenzo 
rovere, he formed part of the team of scholars working in 1937 under the 
patronage of crown Prince umberto of savoy on the irst volume of the cata-
logue of Filippo juvarra’s oeuvre, with brinckmann focusing on the drawings. 
I have not yet been able to clarify whether any contacts brinckmann might 
have had to Italian Fascism played a role in this context.10 It is quite unlikely 
that the emigré scholar Wittkower would have been unaware of brinck-
mann’s international role as representative of the so-called ‘new germany’ 
during the nazi period.11 yet the esteem in which brinckmann was held as 
an academic is demonstrated by Wittkower’s quotations from the former’s 
publications and his characterization of the 1937 Corpus Juvarrianumas a 
‘standard work’.12

the distance to brinckmann ultimately rested on methodological differenc-
es. Wittkower noted that brinckmann’s Baukunst des 17. und 18. Jahrhun-
derts in den romanischen Ländern of 1915 was ‘stimulating, but dificult 
to digest’.13 this survey, forming part of the multi-volume Handbuch der 
Kunstwissenschaft, is arranged according to formal elements and types 
rather than chronology. this formalistic approach was diametrically opposed 
to Wittkower’s historical and positivist way of thinking. he aimed to expand 
the data on individual works of art and architecture by integrating the history 
of artists as much as possible with references to artistic theory or cultural 
history. nevertheless, Wittkower’s Piedmont chapter is subdivided into the 
same trio of architects – guarini, juvarra, vittone – as employed in brinck-
mann’s publications. yet the way in which these architects are approached 

clearly demonstrates the differences between the two pre- and post-war 
art-historical generations. Writing in the tradition of the geography of art 
(Kunstgeographie) of the 1920s, brinckmann perceived Piedmont as an 
‘artistic landscape’ (Kunstlandschaft),14 forming simultaneously a regional 
as well as a european culture – the latter because of the architects’ origins 
beyond the region. the encounter taking place in Piedmont was transigured 
enigmatically by brinckmann’s rhetoric, yet without making further ideologi-
cal claims: ‘It was only on Piedmontese soil, in its special atmosphere, that 
the forces could unfold and lead to wonderful success’.15 In contrast to such 
spatial concepts – denoting ‘landscape’ as an entity – Wittkower did not even 
pose the question of Piedmont as a region. he gave a concise sketch of the 
city of turin as setting of historical protagonists – courtly patrons on the one 
side, architects on the other – provided a short outline of the architects’ 
lives and a largely stylistic discussion, before focusing on individual works of 
architecture.
What is particularly notable is the way in which Wittkower saw the inter-
relation between the Piedmontese baroque and the architecture of north-
ern europe. In this regard he did not address the design of palaces, as 
we might expect, as France had long been in the vanguard of european 
architecture in this ield. rather, Wittkower is concerned with the funda-
mental question as to the role exerted by early modern articulations in 
the vitruvian tradition on the design of seventeenth and eighteenth-century 
interior spaces. Wittkower disagreed with earlier formalist interpretations16 
which perceived articulation as visualisation of the architectural formation of 
space. the articulations’‘surface structure’ and pictorial use contrasted with 
Wittkower’s understanding of architecture that had been formed under the 
strong impact of modernism:17he was primarily interested in the typology 
of ground plans, geometrical proportions and the volumetric appearance of 
architecture.18

these interests derived from the work on his book Architectural Principles 
in the Age of Humanism (1949) and could be applied particularly suitably to 
the centralized buildings of the Piedmontese baroque. For him, the vitruvian 
articulations – which maintained their relevance until the late eighteenth cen-
tury – acted primarily as iconographic signs yet did not form factors which 
generated interior space through proportion and rhythm. this explains why 
he essentially perceived a ‘skeleton structure’ in the oeuvre of the three 
great architects building in seventeenth- and eighteenth-century Piedmont. 
according to Wittkower, this skeleton structure consistently bore gothic 
traits, the origins of which he located in the german architectural tradition: 
in the case of guarini, these are embodied in the translucent domes;19 in the 
case of juvarra, they are manifested in reducing the relevance of walls in 
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favour of piers (s. Maria del carmine, 1732-35; superga, 1716-31) (Figure 
1)20; in the case of vittone, they become obvious in the penetration of the 
zone of the dome (s. chiara, brà, 1741-2) (Figure 2).21

Wittkower interpreted such complex vaults and wall reliefs not as a re-
shaping of the vitruvian articulations but rather as a conscious break with 
the Italian tradition – a break attributed primarily to juvarra and taken on by 
vittone. as mentioned earlier, Wittkower did not offer the kind of ‘symbolic’ 
analysis for the Piedmontese churches which he himself was to undertake 
in his 1963 study of s. Maria della salute in venice, a church he interpreted 
as ‘heavenly crown’ of the virgin.22 In the case of Piedmont, however, we can 
observe that Wittkower, too, inevitably arrived at the construct of a continu-
ous tradition by postulating the ‘skeleton structure’ as decisive architectural 
feature. yet the cultural entity thus constructed was not generated by the 
mysterious ‘soil’ as claimed by brinckmann but by the architects working in 
the region. around 1960, the paradigm of space had been replaced by that 
of time.
translation: andreas Puth

Figure 2. bernardo vit-
tone, s. chiara (1741-
2), bra. dome. Source: 
rudolf Wittkower, Vit-
tone’s Domes, 1972.

Figure 1. Filippo juvarra, superga (1716-31), turin. crossing pier. Source: photograph by 
uwe harry rüdenburg
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