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Drawing Space in the Places of Myth:
Luigi Moretti and Sicily

Salvatore Damiano

Abstract

How was architecture drawn in the [ 930s? This is the starting question through which we want to set up a wider reflection on
the architecture of that period, taking as reference a Sicilian project by Luigi Moretti: the Casa del Bdlilla in Messina, dating back
to 1936.The initial analysis of the building's drawings is aimed at evaluating the expressive contents of drawing as a disciplinary
instrument of architecture. But the fact that Luigi Moretti's first work in Sicily has never been built has also led to the elaboration of
a further exegesis, consisting in the construction of a virtual three-dimensional model of the building: a process aimed at verifying
the complexity of the forms transcending the unpredictability that pervades the final product of this logical-applicative consecutio
of the tools of Science of Representation: digital images. Therefore, the reduction of the three-dimensional object (the model) into a
two-dimensional entity (the image) poses both metalinguistic and projective questions: the model acts as a critical instrument that
explains the reality imagined by Luigi Moretti, returning —through the heuristic force of images— all those syntactic, spatial, architectu-
ral, urban or even territorial tensions that the building would have possibly generated.

Keywords: Luigi Moretti, Messing, virtuality, 3D model, unbuilt architecture.

Introduction

History. This is the term we use to indicate —even more that it was never built, an event that would make it rise
so in the scientific sphere— an investigation aimed at almost to the category of ‘myth’.

the reconstruction, not necessarily in chronological or Let us begin with the last of the two cases mentioned
der, of circumstances, facts or events that are connect- above: memories. Speaking of myth and turning our
ed through a consequential development. History is minds back in time, through an ideal journey of inner
therefore an action of rearrangement carried out mainly fascination, it was the titanid Mnemosyne —in Greek
with the help of two types of testimony: one material mythology— who handed down as a gift precisely
or pseudo material, consisting of ‘documents’, which usu- these intellectual faculties, after discovering them and
ally make up a particular archive, and the other, more personifying them in herself [1]: in fact, according to Di-
specifically intangible, embodied by ‘memories’, which in- odorus Siculus, she (who was the daughter of Uranus
stead belong —in the strict sense of the term— to our and Gaea) is always credited with having unequivocally
mind. These are the two noble categories that will be fixed a name for every object and every concept, thus
used throughout this essay to reconstruct the history of giving mortals the possibility of understanding each oth-
a building in which the most striking feature is certainly er in their dialogues [2].Vittorio Ugo asserted that myth
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has a particularly distinctive trait, namely that of possess-
ing a very high modelling power: unlike the rationality of
mathematical models, however —Ugo continued— myth
and its narration move through metaphysical and me-
ta-rational models that take shape in the gods and in the
representations of the various heroes as well as in their
deeds and powers, although there remain other com-
mon characteristics between mathematics and myth,
such as its all-encompassing nature, its persuasion to im-
pose itself as an irrefutable truth, as a form that becomes
a norm, as a value of mirroring, comparing or connecting
different fields and contexts [Ugo 1994, p. [ 54]. Similarly,
the notion of ‘model’ can be declined in architecture,
as a form that scientifically expresses the qualities and
properties of a work, also capable of delineating an ex-
egetical truth, which, in turn, gives a picture of the ways
and possibilities “of existence of an architectural space
and its historical and critical relationships with theory”
[Ugo 1994, p. 169]. Compared to the architectural ar
tefact, the model constitutes, therefore, “a duplicate that
denotes both its presence and absence” [Ugo 1996,p. I T:
moreover, on the concept of absence in architecture, we
could say that modern digital three-dimensional models,
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considered through perspective representations, can be
considered as the ‘locus’ of the indissoluble connection
between zero and infinity [Corbellini 2015, p. 88]. The
model, therefore, is a “duplicate (or double) that une-
quivocally refers to the building, but through its imme-
diacy and communicative evidence it bridges the spatial
and temporal distance that exists between itself and its
real physical counterpart” [Ugo 1996, p. |]; nevertheless,
in the present case under study the absence is of an
absolute type, given that the building studied has never
been built. But what about the other category, that of
documents, which was mentioned at the beginning of the
text? We certainly know that the document is an act that
validates, certifies, provides us with proof. At the same
time, it is implicitly a snapshot taken at a precise moment,
and therefore belongs to history, and more precisely to
an era.The task of a scholar capable of analyzing a docu-
ment is to establish on the one hand its reliability and on
the other its historicity, i.e. how it is critically placed in his-
tory and in whatVittorio Ugo defines as “epocality”: if the
former is a strictly technical task, for the latter it is neces-
sary to bring into play "“the entire methodological, cultural
and epistemological scope of the discipline” [Ugo 1994, p.

Fig. 1. Luigi Moretti, Casa del Bdlilla di Messina, graphic abstract of the study carried out and illustrated in this essay.
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I 35]; the document is then subjected to in-depth analysis,
during which it is compared, broken down, classified, pos-
sibly ordered in an archive, inserted into an “oriented sys-
tem of knowledge” [Ugo 1994, p. |35], then processed
to decode its message in order to create ‘our’ story, in
addition to the one it tells us, to compare it with this one,
producing, in other words, a critical-analytical hermene-
usis, a model capable of interpreting “form in all its spatial,
historical, material and qualitative determinations” [Ugo
1994, p. 135]. In this paper, from an eminently operative
point of view, an attempt has been made to transpose
the methodological instances expressed so far into an
effective investigation, beginning with the analysis of some
of the drawings selected from the complex of graphic-de-
sign plates of the building, or rather carrying out a sort of
new cataloguing (or filing) of the plates considered most
significant, which is an act that fixes the memory, orders
it and makes it available [Ugo 1994, p. | I5],in order to in-
vestigate the expressive contents of the graphic medium
and of drawing understood as a disciplinary instrument
proper to the architectural project: the final objective of
this phase is to identify any innovative components both
in the final graphic expressions and in the techniques and
systems of representation through which the designer
controls and verifies the semantic values of architecture.
But the fact that the building analyzed has never been
built has also led to the elaboration of a further exegesis,
consisting in the orderly application of the tools of the
science of representation, to which we wish to give a role
of absolute centrality in the general dissertation: starting
with drawing and survey, immaterial devices for knowl-
edge, not used as a mere, neutral record of the architec-
tural fact, but as critical-hermeneutical agents; the survey,
in particular; understood as the “inverse of the project”
[Ugo 1994, p. | 16];the graphic analysis as an investigation
into the reasons for the syntactic-linguistic choices made
by the architect [Clemente 2012, pp. 35-37]; and finally,
the three-dimensional digital modelling, as the sum of the
previous operations, on the effectiveness of which will
depend a whole series of subsequent reflections, that is,
the possibility of investigating, evaluating and verifying the
essence of the spaces that were never born and their
way of presenting themselves in succession. In short, it
is a search for the connections that this latent architec-
ture could have generated or catalyzed, whether they be
visual, perceptive, dimensional or more properly spatial,
architectural and urban.
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Fig. 2. Luigi Moretti, Casa del Bdlilla in Messina, project drawings: a) First
floor; b) rmc:pa/ elevatlon ¢) Cross-Sections; d) Central persEectlve
Archivio Cemrale dello Stato Archl\/l dlArchitetU el §e neri, Fondo Lu %

oretti, Opere e Pro/gettl 930-1975, segnature 1941712414, 1941/124/7,
1941/124/8 e 19411124711 , by concession of the Ministry of Cultural
Heritage and Act/wtles and Tourism).
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Fig. 3. a) Current orthophotographic view of Messina: the ‘alle Moselle Luigi Moretti between myth and space.

district Is highlighted; b) Planimetric photo-insertion of the building in the e ; . Hla i ;
%’am}edilco)d( Basic image taken from Google Earth, software owned by The first Sicilian experience: the Casa del Balilla in Messina
oogle .

The project we have chosen to examine in this essay is
the Casa del Balilla [3] (or “Casa della Gioventu”) de-
signed in 1936 for the Sicilian city of Messina by the archi-
tect Luigi Moretti [4]. The work, as already mentioned
unbuilt, is amply documented by a rich and well-pre-
served collection of drawings, part of the fund dedicated
to the designer, kept and protected by the Archivio Cen-
trale dello Stato in Rome. These architectural graphs, all on
glossy paper, include both pencil sketches and more de-
finitive sketches in Indian ink. The drawings shown in this
dissertation are the ground floor plan, an elevation, a ta-
ble of cross-sections and a frontal perspective (fig. 2).
Compared to the majority tendencies of those years,
Moretti was no exception, ‘conforming’ to the use of that
graphic technique that envisaged the use of modern
ruling pens and of the even more recent and high-perfor-
mance graphos, a method considered in some ways to be
the transposition of the canons of rationalist architecture
(expressive simplification, objectification of the building,
dominion of function) into the drawing, which thus be-
came a pure plastic-stereometric description, devoid of
details, ornaments, effects [Santuccio 2003, p. 151] or
anything that was considered superfluous, unlike what
happened during the late season of eclecticism,
modernism or floral styles, only a few decades earlier.
However, it is necessary to remember that Luigi Moretti
considered the ‘phenomenon’ of rationalist architecture
0160300 600 m as something insubstantial born exclusively from the
“pure and simple projection of the graphic” [Diemoz
1937, p. 5] and therefore destined to extinguish rapidly
and without particular regrets, so in a similar way, while
welcoming the new techniques mentioned above, which
“characterized the school of Le Corbusier” [Diemoz
1937, p. 5], he attempted to use them critically, using
graphic expedients to make certain specific architectural
solutions more evident, which he reiterated as if they
were real stylistic elements in many of his other pre-war
works. Let us see how this happened in the project
drawings for the Casa del Balilla in Messina. If, for exam-
ple, we observe the main elevation (fig. 2b), we will notice
the presence of dots at the vertical limits of several of the
volumes that make up the building as a whole, a graphic
sign that indicates that these terminations are curved, a
fact that is otherwise scarcely intelligible given that it is a
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drawing in orthogonal projection. In the same drawing,
one should note the dark backgrounds on the window
and door frames (which clearly and immediately indicate
the syntax generated by the relationship between empty
and full spaces or between opaque and transparent
parts) and the squaring on the intermediate paramental
band, which effectively denotes the design indication of a
possible covering in marble slabs. In order to understand
the Roman architect’s expressive intentions, it is sufficient
to make a comparison with the greatest exponent of
[talian rationalism, Giuseppe Terragni, who, in the various
project drawings of the Casa del Fascio in Como, never
represented the similar texture of stone slabs that would
later cover the building in Como. In the iconic perspective
drawing (fig. 2d), on the other hand, one immediately no-
tices the incongruity regarding the number and size of the
openings of the two lateral volumes, which turn out to be
more and smaller than what is represented in the
orthogonal projection drawings, probably to emphasize
the expressive power of the curved volume on the left
and the perspective depth of the gymnasium on the right.
Lastly, as regards the representation of the context,
Moretti seems to accept the canons of‘graphic rationalism’
mentioned above without too much hesitation, since only
in the elevations are the features of the landscape of the
Strait of Messina or the Peloritan mountain range above
the city just hinted at in the background, thus substantial-
ly and inexorably excluding it from the designer's graphic
attention. Messina, however, was already one of the
largest and most important urban towns in Sicily, given its
enviable position as a real crossroads for commercial
(and economic in general) traffic between the island and
the rest of peninsular Italy. Its origins are undoubtedly
very ancient and intimately connected with the mytho-
logical theme mentioned in the first paragraph: legend
has it that the port of ancient Zankle (the primordial
name for Messina) was generated by the fall of the scythe
of the titan Kronos [5] into the sea during a battle with his
father; still on the subject of connections, it should also be
remembered that Kronos was the son of Uranus and
Gaea, just like the goddess of memory Mnemosyne men-
tioned at the beginning of the text. In the recent history
of Messina, however, the legend gave way to reality: in the
last days of 1908 a terrible earthquake affected the city
and the entire Strait area, causing tens of thousands of
deaths and urban scenarios bordering on the apocalypse.
Thirty years later, after Messina had been razed to the
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Fig. 4. a) Basement (section plan at +1.80 m); b) First floor (section plan at
+5.50 m); ¢) Second floor (section plan at +8.55 m).
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ground, it was still a building site, albeit nearing comple-
tion (in accordance with Luigi Borzi's reconstruction plan
[6]), with the work of nationally renowned architects such
as Marcello Piacentini, Giuseppe Samona, Camillo Autore
and Angiolo Mazzoni, not to mention other designers
whose work was confined to participation in architectural

Fig. 5. a) Section AA; b) Perspective section AA; ¢) Section BB; d) Perspective
section BB; e) Section CC f) Perspective section CC.
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competitions, such as Adalberto Libera, Mario Ridolfi, Er
nesto Bruno Lapadula and Gaetano Rapisardi [7]. Luigi
Moretti's design for the local Casa del Balilla, which was to
be built in the block between Via Giuseppe Natoli, Via
Aurelio Saffi,Via Ugo Bassi and Via Trieste, in other words
in the urban expansion already planned to the south of
the old town by an unimplemented |9th-century plan
and then further specified and implemented by the afore-
mentioned post-earthquake Borzl Plan, falls in this
modern vein [Mercadante 2009, p. 21 ]: the new neighbor-
hood, called “alle Moselle” [Di Leo, Lo Curzio, pp. | I-16]
(fig. 3a) because of the name of the plateau on which it
was built, was conceived (by extending the road axes
parallel to the sea of the existing city towards the south)
according to a regular orthogonal layout, limiting the
maximum height of the buildings to 10 m (later gradually
derogated) [Mercadante 2009, p. 21; pp. | 69-1777; expe-
dients that gave this new part of the city a modern image,
a characteristic that can still be perceived today
throughout the city, in some ways in keeping with the
Fascist regime’s decision at the time to invest heavily in
the Peloritan town devastated by the terrible earthquake,
so that it could embody the much-vaunted dream of the
«new city» [Barbera 2002, p. 78]. The same charge of mo-
dernity, however, did not physically manifest itself for
Moretti and his Casa del Balilla, a building designed not to
occupy the whole of the large rectangular block measuring
100 per 60 meters, on which it was destined, thanks to its
L-shaped plan on the southern and eastern limits of the
lot (fig. 3b). Here Moretti creates a large square in front
of it, officially to be used for gatherings, but in fact func-
tioning as a real ‘churchyard’, a defined urban space that
in a propaganda perspective of the regime certainly
preludes to the sacredness of one of the representative
seats of the Fascist state, but that in reality constitutes —
above all-the place delegated to the perspective percep-
tion of the building as a whole (fig. I ). The main facade
of the Casa does not face the sea but opens towards the
city, perhaps in Moretti's desire to prefer a connection
that is more strongly urban than landscape; this thesis may
be reinforced by the fact that the two directions
delineated by the L-shaped plan form an ideal connection
towards the city centre and its monuments (fig. 8b), such
as the Duomo, its piazza, Palazzo Zanca (the city hall), the
Palazzo di Giustizia, the Palazzo dellUniversita or the
Sacrario overlooking the strait, to name but a few. Of
course,inthe 1930s the area was not as densely urbanized
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Fig. 6. CI)GSECUON DD; b) Perspective section DD; c) Section EE; d) Perspective section EE; e) Section FF; f) Perspective section FF; g) Section GG; h) Perspective
section GG.
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Fig. 7. a) Exploded axonometric projection with the identification of the
service spaces; b) Exploded axonometric projection of the elevations;
¢) Regulatory layout governing the ground floor plan of the building.
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as it is today, nor were there any buildings taller than 10
m, so it would have been possible to create a connection,
not only visual but also physical, of flows, between the
Casa del Balilla, as a possible urban backdrop, and the old
town as a real hub, a reference point for the entire city.
The exteriors of the building designed by Moretti present
an accurate tectonic research (figs. 5, 6, 10 and |1):
starting from the slightly tapered basement band that
hides the basement spaces (fig. 4a), revealed by dosed
openings with a prevalently horizontal axis, a continuous
intermediate face rises (the raised ground floor of the
building) covered perhaps with travertine slabs, (a tech-
nique already used by Moretti in the Accademia di Scher-
ma at the Foro ltalico and in the Casa della G.I.L.inTraste-
vere, both in Rome), in which sharp edges give way to
curved chamfers that perceptively favour the continuity
of the visual and physical connection between the various
surfaces of the facade in succession [8], softening their
volumes and making them more compact [Docci, Chiavo-
ni 2017, p. 26]; above, there is a third level consisting of
the two emerging parts of the theatre and the gymnasium
[Santuccio 1986, p. 68], which, positioned at opposite
poles, present, compared to the intermediate band, an
evident tapering as well as a traditional surface treatment
—perhaps plaster— interspersed with large rectangular
openings with projecting external frames and placed in
sequence. All of these elements probably combine to
create a stylistic feature that identifies and clearly distin-
guishes the two stereometries emerging from the re-
maining parts of the building: both do not actually em-
body a function linked to human use, but are conceived
by Moretti as true collectors of natural light, capable of
illuminating these large exceptional spaces, the theatre
and gymnasium, which, compared to the other rooms in
the building characterized by a ‘traditional’ intermediate
floor, have a considerable free light, about 9 meters high
(fig. 9). An exception to this is the large central prismatic
volume (figs. 5, 6, 10, | 1), which has the same slab treat-
ment as the intermediate strip: this office block is slightly
projecting from the ground floor, has sharp edges, solid
walls with calibrated openings and is |5 m high. On the
whole, the graphic-perceptual investigation carried out
on the model of the building reveals that this composi-
tional logic, organized as a succession of material-con-
structive layers tapering off as the height increases, almost
giving rise to a ‘stepped’ construction, may have derived
from Moretti's desire to make the Casa di Messina an
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Fig. 8. a) Frontal view of the model in orthogonal projection, study on the volumetric tapering and on the gradual connection between %round and sky; b) study of
the possible urban connections between the building and the city (Basic image taken from Google Earth, software owned by Google LLC)
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element of gradual connection between earth and sky
(fig. 8a). The linguistic-figurative progress noted by San-
tuccio with respect to the previous Balilla buildings of the
Roman architect concerns the rediscovered unity of the
functional blocks (once clearly separated, as in the Acca-
demia di Scherma in Rome or the Piacenza, Bitonto and
Urbino buildings) [Santuccio 1986, p. 68], a characteristic
that seems to reverberate clearly also in the architecture
of the interiors: the entrance leads into a large, full-height
space, illuminated by a skylight at the top and frontally by
slit openings above the large entrance portal; this space
(fig. 5d), reminiscent of the courtyards of [talian Renais-
sance palaces, is characterized by the presence of two
superimposed loggias running along the three sides of the
volume and serving as service areas for the executive
rooms; these spaces are accessed by a small staircase to
the right of the entrance, a fact that leads to the hypothesis
that the project was not at an exactly definitive stage, also
considering the scenographic importance that Moretti
usually attributed to the stairs in this type of building [9].
This large central space is intersected by the pathway that
crosses the building longitudinally (fig. 5d), which cannot

Fig. 9. Natural lighting: a) theatre, three-dimensional model view in
orthogonal projection; b) gymnasium, internal model perspective.
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be defined as a simple ‘corridor’ as it is a true and proper
ordered sequence of perspective views and alternation
of spaces made of light, shadow and transparent planes,
culminating in the two extreme poles already mentioned:
to all effects a connective promenade between the gym-
nasium and the theatre, which has in the latter the per
spective outcome of the spatial explosion (fig. 9); in addi-
tion, the tapering of the exteriors, described above,
produces in the two large poles a hierarchy of spaces
(which could be a veiled reference to Roman architec-
ture, often used as a design reference by architects
working under Fascism), in which the zones of passage or
waiting are distinguished from the fundamental volume
and ideally separated by an alignment of pillars (figs. éd,
6h and 9), whether circular or square, all in a logic of syn-
chronic connection inside-outside [Avella 2012]. The
graphic analysis [10] carried out on the drawings reveals
that the design of the space described above is controlled
in the plan through a square mesh grid (1590 m on a
side) that governs the general composition and even be-
fore, through the sub-modules, the pitch of the framed
load-bearing structure; the width of the two specular in-
dents placed on either side of the large central entrance
prism respect precise golden proportions, while the or
ganic form of the theatre derives from the construction
of an octave oval (1:2, diapason) [ I in which the minor
axis coincides with the centre line of the second column
of squares (fig. 7¢).

Conclusions

Luigi Moretti was an architect who practiced drawing
in depth, understanding the potential of this medium
(probably due to his acquaintance at the beginning of his
career with Vincenzo Fasolo), which is not only purely ex-
pressive, but above all cognitive. Perhaps it is precisely for
this reason that he made judicious use of it, showing an
interest in the technical and executive innovations of the
period but eschewing those extreme “aesthetics of the
machine” paradigms that pervaded architectural graphic
expression during the 1930s. In fact, the Roman archi-
tect enriched his drawings —albeit sparingly— in such a
way as to highlight what he felt strongly characterized
his projects. On the other hand, as regards the subse-
quent analytical level, it is easy to understand that the
study of an architecture that has never been built can
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really become a moment of in-depth knowledge of ‘how’
our places could have been: the search for those spatial
connections that the city of Messina has had to give up
due to the failure to build an architecture designed by an
architect like Luigi Moretti has made it possible to verify
the irreplaceability of Drawing as an operational tool in
an analysis that evolves into a true exploratory action.
Starting with bibliographic and archival sources, a cog-
nitive process was initiated that penetrated the essence
of the architectural phenomenon: the methodological
application of the tools of the science of representation
highlighted a design consistency given by a form that un-
derlies and generates a complete space, understood in
its broadest sense. From the initial graphic-perceptual

Fig. 10. Axonometric cross-section; central perspective.
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reflections on the genius loci [12] to the analysis of the
regulatory layouts, we proceeded to select those facts,
those elements and those connections considered signifi-
cant for the structuring of the study model of an architec-
ture that has remained confined to the project graphics
only. This in-depth study of a project that has so far not
been adequately treated by historiographic criticism adds
an infinitesimal piece to our knowledge of the designer’s
general work and of 20th-century [talian architecture as
a whole, revealing the almost spasmodic dedication that
Luigi Moretti showed, even at the beginning of his career,
in his search for a structured idea —from a mathemati-
cal, formal and perceptive point of view— of architectural
space.

Fig. | . Axonometry; accidental perspective.

Notes

[T We refer to the description given by the scholar Diodorus Siculus
in his work on universal history entitled Bibliotheca historica, for con-
venience consulted on the world wide web: <https://www.theoi.com/
Text/DiodorusSiculus5B.html> (accessed 2020, January 10).

[2] Ibidem.

[3] In view of the aims of this paper, it is not appropriate to devote
space to the history of the Opera Nazionale Bdlilla (an institution of the
fascist regime for the physical education of young people) and to Luigi
Moretti's role within it, aspects for which we refer to other much more
exhaustive publications: Santuccio 2005; Capomolla, Mulazzani, Vittorini
2008.
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[4] Capomolla, Mulazzani, Vittorini 2008, p. 246. For more detailed infor-
mation on Luigi Moretti's life and work, see the various monographic
publications dedicated to him, including Rostagni 2008. The Casa del
Balilla in Messina was designed in collaboration with Cino Pennisi, a
figure about whom there is no detailed information. The authors of the
book cited at the beginning of this note and Daniela Fonti (in Bozzoni,
Fonti, Muntoni 2012, p. 123) report a collaboration with Moretti that
was not confined to the case of Messina discussed here. In addition,
Cino Pennisi, also in 1936, designed the Casa del Bdlilla in San Severino
Marche, in the Province of Macerata, which still exists today and is used
as a conference hall, a building that in its stereometric configuration
(and in part in its language) recalls the project for the Casa del Balilla in
Messina: Capomolla, Mulazzani, Vittorini 2008, p. 248.

[5] In addition to the aforementioned Diodorus Siculus, for more
in-depth information on the pre-Olympic divinity Kronos, please re-
fer to any of the many translations of Hesiod's work currently on the
market.

[6] For further information on the post-earthquake 1908 urban events
in Messina, we recommend Di Leo, Lo Curzio 1985 and Mercadante
2009. These are two exhaustive texts on the subject from which this
essay draws a great deal of information.

Author
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[7] For a complete overview of the debate and events surrounding ar-
chitecture in the 1930s in Messina (briefly mentioned here) and throu-
ghout Sicily, see Barbera 2002 and Di Benedetto 2018.

[8] This detailed description of the tectonics of the facades is based on,
and extends, the description in Santuccio 1986, p. 68.

[9] Just look at the spiral staircase in the Casa del Balilla in Trastevere or
the small staircase designed, again by Moretti, for the Duce's gymnasium
at the Foro Italico.

[10] Curiously enough, the person who codified and perfected the
method of graphic analysis was Vincenzo Fasolo, an architect, engineer;
lecturer in Rome on the subjects of drawing and architectural historian,
whose assistant in the History and Styles of Architecture chair was Luigi
Moretti [Rostagni 2008, p. 323] and probably a pupil.

[1'1] For an in-depth study of the design of harmonic ovals, see Dotto
2002. In this book, the |:2 oval of the case analysed here is discussed
on p. 42.

[12] For a comprehensive treatment of the concept of genius loci in the field
of architecture, the reader is inevitably referred to Norberg-Schulz 1979.

Salvatore Damiano, Department of Architecture, University of Palermo, salvatore.damianoO | @unipa.it
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