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On May 30, 1933, the official 
opening of the 1st Milan 
Triennale took place in the 
presence of king Vittorio 
Emanuele III. The crowd 
gathered in the Gran Salone 
of the new Triennale building 
[ILLS.J before a mural that 
appeared to be framed by 
another mural. 

The smaller work, a 
mosaic in a room directly 
adjacent to the Salone, is Le 
arti (Arts) by Gino Severini; 

Giovanni Muzio, Palazzo dell'Arte, Milan, the larger one is Cultura ita/z� 
1932-33 ana (Italian Culture), a fresco 
by Giorgio de Chirico. The pair comprises a mise en abyme, the 
reduplication of an image referring to the whole embedded into 
a large image, be it a painting within a painting, architecture 
within architecture, a text within a text, and, more rarely, a film 
within a film. Mise en abyme is common in dreams, when we 
dream that we are dreaming. Since, after much controversy, 
all the murals, except for Severini's mosaic, were promptly 
destroyed at the end of the Triennale, we know them only 
from photographs. The flattening effect of the camera lens, 
it turns out, only emphasizes this embedding effect. 

Two operations are at work here. One is miniaturization, 
which worked, paradoxically, against the monumentality to 
which the Fascist mural aspired.' The second is anachronism. 
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Any "story within the story," writes Lucien Dallenbach in 
The Mirror in the Text, "may be one of three things: the first 
(prospective) reflects the story to come; the second (retro
spective) reflects the story already completed; and the third 
(retro-prospective) reflects the story by revealing events both 
before and after its point of insertion in the narrative." 2 

In combination, what these two operations produce, I will 
argue, is a fairytale atmosphere that produces in turn what I 
call a "literary reflex" in the contemporary reviews by critics, 
many of whom were architects.3 

In the Triennale frescoes, miniaturization was applied 
not to the figures, many of which were larger than life-size, 
but to the buildings that set the stage for a Fascist Romanita. 

The Domenica de/ Corriere cover by 

Achille Beltrame dedicated to the 

inauguration of the Milan Triennale, 

1933 

The compositions of Severini 
and de Chirico-but also Mario 
Sironi's fresco Le opere e i giorni 
(Works and Days) painted across 
the hall, Achille Funi's neo-Pom
pei ian Giuochi atletici italiani 
(Italic Athletic Games), Carlo 
Carra's neo-Etruscan Italia 
romana (Roman Italy), Corrado 
Cagli's neo-Renaissance La 
c or sa dei barberi (Race of the 
Barbary Horses), and Massimo 
Campigli's Le madri, le conta
din e, le lavoratrici (Mothers, 
Peasants, and Workers), on the 
two lateral walls-all featured 
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Pages from Domus no. 46, 1933, reproducing Mario Sironi, Giorgio de Chirico and Carlo Carra's murals for the 5th Milan Triennale, 1933 

a hodge-podge of classical buildings parts: colonnades, por
ticoes, loggias, obelisks, arches, cornices, capitals, with the 
insertion of contemporary factory smokestacks and, occa
sionally, cranes. Critics complained that, faced with the 
daunting prospect of a large wall, the artists had merely 
borrowed from the repertoire of motifs to their previous 
easel paintings. 4 Although many of the figures were intended 
as allegories (namely allegories of the different arts whose 
commingling was the purpose of the Milan Triennale), 
the driving logic of the frescoes' compositions was, clearly, 
that of synecdoche: a figure of speech where a part stands for 
the whole. This is perfectly evident in Figura e architettura 
(Figure and Architecture) a small preparatory tempera, white 
lead, and pencil draw
ing by Sironi for Le opere 
e i giorni. And indeed, 
after complaining about 
the total absence of color 
modulation in the fresco 
by de Chirico, the critic 
Lamberto Vitali, in his 
review of the Triennale 
for Domus [ILL.J, went on 
to compare the silhou
ettes of the sportsmen 
on the upper register of 
Funi's Giuochi atletici ital
iani to "the effect created 
by a large photomontage."5 Gio Ponti, Lacasa degli efebi, 1925 

See Vittorio Fagone, Giovanna Ginex et al. (eds.), Muri ai pi ttori. Pittura murale 
e decorazione in Italia 1930-1950, exh. cat. (Milan: Palazzo della Permanente, 
October 16, 1999-January 3, 2000) (Milan: Mazzotta, 1999). 

2 Lucien Dallenbach, The Mirror in the Text (Cambridge: Polity Press, 1989), 
p. 60. The book was originally published as Le recit speculaire, essays sur la 
mise en abyme (Paris: Seuil, 1977). 

3 The best photographs come, as they do here, from Lamberto Vitali, "La pittura 
murale alla Triennale," in Domus, no. 66, June 1933, pp. 286- 291 

4 At the end of a long polemic about the poor quality of their execution and their 
hybrid combination of styles, all the murals, except Severini's mosaic, were 
destroyed at Triennale's closing. See Dario Marchesoni (ed.), La Trienna/e di 
Milano e ii Palazzo dell'Arte (Milan: Electa, 1985). 
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Miniaturization and mise en abyme were already present 
in the 1920s antecedents of the Milan Triennale, namely the 
Biennales in Monza. The undisputed star of these Biennales 
was Gio Ponti. Ponti was trained as an architect in the Milan 
Politecnico, but for him, "it all began with ceramics."6 The 
large (48 x 46 cm) majolica pieces that Ponti designed for 
the Richard Ginori factory between 1923 and 1927-La 
conversazione classica (The Classical Conversation), Vasa 
Praspettica (Prospettica Vase), La casa degli efebi (The House 
of the Ephebi) CILL.J, Vasa delle danne e delle architetture (Vase of 
Women and Architecture)- read like miniature architecture. 
As Raffaello Giolli wrote in his review of the 1927 Monza 
Biennale, regarding these "pezzi grossi" (important works): 

La conversazione classica that Gio Ponti has drawn for 
the large vase by Richard Ginori is almost a program. It 
is the ideal city. His beautiful marble platforms recede 
into the horizon between calm breaths of measured 
proportion; it is more than a classical conversation, it 
is an infinite conversation between things and spirits 
that underlines its classical rhythm. In La conversazione 
classica everything is in its place, every gesture is con
trolled, every scene self-contained. They are live figures 
these putti , this snake, the hermaphrodi te, the seated 
philosopher, the counterfeiter, the octopus on the foun
tain, the construction worker, the architect; and yet 
they are regulated like pawns on a chessboard, which 
stand straight and true like statues. It is a curious game. 
It is as if the figures are turning into stone while the 
city moves in an oblique foreshortening. The theoreti
cal program declares itself in the form of a fable.7 

5 Lamberto Vitali, " La pittura murale alla Triennale," reprinted in Anty Pansera, 
Storia e cronaca de/la Triennale (Milan: Longanesi, 1978), pp. 267-269. His 
comment, "I giocatori fanno quasi l'effetto di un photomontage" (italics in the 
original) is the only use of the word "photomontage" I have encountered in the 
many articles on the medium, since the term generally used is the strangely 
anachronistic one of photomosaico. On Italian photomurals see Romy Golan, 
Mura/nomad: The Paradox of Wall Painting, Europe 1927-1957 (New Haven/ 
London: Yale University Press, 2009), chapter 4. 

6 See Lisa Licitra Ponti, Gia Ponti. L'opera (Milan: Leonardo, 1990), p. 25. 
Raffaello Giolli (writing under the pseudonym Domino), "Sottovoce," in Prob/emi 
d'arte attua/e (December1927), cited in Paolo Portoghesi and Anty Pansera 
(eds.), Gia Ponti al/a manifattura di Doccia (Milan: SugarCo, 1982), p. 29. Unless 
otherwise indicated, all the translations in this essay are by the author. 
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A similar fairytale atmosphere would permeate illus
trations in the pages of Domus founded by Ponti in 1928, a 
magazine whose fortunes were wedded to those of the Monza 
Biennale and the Milan Triennale. 8 

With its dual obsession with monumentality and exhi
bitions, Italy of the Fascist Ventennio might be the best place 
to look for the tail end of Kleinarchitektur, a concept that 
emerged in Germany in mid-late 19th-century art and archi
tectural history. Kleinarchitektur, writes Alina Payne, was "a 
class of objects that straddled sculpture and crafted objects 
and looked like miniature architecture."9 It was triggered, she 
argues, by the increasing decontextualization of all things, 
irrespective of scale, in the museum, such as the arrival of 
the Pergamon Altar to Berlin in 1901, an outdoor monument 
henceforth to be displayed in a specially designed indoor 
space. Concomitant to this idea of architecture-as-object was 
the production of huge plaster replicas of architectural frag

ments, what Mari Lending 
has called portable plaster 
monuments, made possible 
by new casting techniques 
in the mid-19th century. 10 

Coincident with this develop
ment was that of black-and
white photography, which 
had an unmatched capacity 
to produce scalelessness. A 
striking example is Heinrich 
von Geymi.iller and Carl von 
Stegmann eleven-volume 
compendium Die Architektur 
der Renaissance in Toscana 

Giovanni Muzio and Mario Sironi , 
Graphic Arts Pavilion, Monza Triennale, (Renaissance Architecture in 
1930 Tuscany) published in Munich 
between 1885 and 1908, in which ciboria, pulpits, fountains, 
and choir stalls are featured close-up and cropped, as if they 
were props severed from architecture. 11 The discourse around 
Kleinarchitektur and architectural photography might have 
affected Giorgio de Chirico during his stay in Munich from 
1906 to 1909 before he moved to Florence; there he would pro
duce his first Metaphysical Paintings. As many have noted, de 

Chirico's painted piazzas cast a long shadow on Italian art-so 
long that the adjective metafisico was almost immediately 
used by critics to describe anything de Chirico-like. A case 
in point is Sironi's first collaboration with Giovanni Muzio 
on the design of the three rooms dedicated to the Graphic 
Arts Pavilion for the 1930 Monza Triennale cILLs.1, and the 
crisp black-and-white photographs of it that appeared in the 
press (figs. 7, 8). Eclipsing the graphic material on display were 
faux architectural elements severed from all tectonic function, 
which inhabited the rooms like props. Agnoldomenico Pica's 
description of it in Casabella could equally have described a 
de Chirico painting: 

Something fa ntastic- in the absolute sense-something 
beyond the common notions of right-minded people. An 
order shall we say, hyperbolic, metaphysical. The capital 
of the columns, wide and inflated like Tuscan echini, 
look as ifluminous; the forms, stable and solid which 
suddenly break and remain cut off without resolution, 
appear as if frozen by some unknown and inexorable 
imperative; the perspectival drawings on the white wall , 
coming out of Quattrocento treatises, look like cabalistic 
hieroglyphs from a secret and marvelous world. 12 

Two years later, at the 
1932 "Mostra della Rivoluzione 
Fascista," CILL.J Sironi infused 
his display of printed media 
with a dose of virile romanita. 
Rejecting what he now saw 
as the effete refinement of his 
Graphic Pavilion in Monza, 
he installed chunky-looking 
papier mache cutouts, which 
jutted out from the walls of 
the exhibition to archaizing 
effect. Even the photomu
rals had become pumped-up 
reliefs. While Anna Maria 

"Mostra della Rivoluzione Fascista," 
Mazzucchelli , writing in roomQ.exhibitiondisplaybyMarioSironi. 

Casabel!a, dismissed the exhi- Palazzo delle Esposizioni, Rome, 1932 

bition for its "violent expressionistic chiaroscuro and gratu
itous play of architectural forms,"13 and while the cutouts 

,. , 
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Giovanni Muzio and Mario Sironi, Study for the Monza Triennale Graphic Arts Pavilion, 1930 
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Mario Siron i's L'ltalia corporativa in the exhibition display for the 6th Milan Triennale, Palazzo dell'Arte, 1936. The complete artwork was presented in the Italian Pavilion 
at the 1937 World Expo in Paris; the central panel of the mosaic was then permanently installed at Palazzo dell'lnformazione, Milan 

continued to create the miniaturizing 
effect of a papier mache or mockup 
architecture within architecture, others 
were impressed. In the months leading 
up to the 1937 "Arts et Techniques clans 
la Vie Moderne" Expo in Paris (and 
weeks after the election in France of 
the Socialist Front Populaire), one could 
read Maurice Barret, a member of the Ghitta carell, Ritratto di 

progressive and Leftist Paris group UAM Giuseppe Pagano. 1933 

(Union des Artistes Modernes) ready to overlook the ideolog
ical tenor of the message channeled by the Italians to make 
the following (striking) plea: 

If one forgets the political dimension, which is of course 
always present, in order to objectively consider the works 
just for their value, one sees that so-called avant-garde 
experimentation, so suspect here, is the rule among 
Italian artists . The result is grandiose. One submits to 
the spell of these giant photomurals, these empty rooms 
whose walls are like immense screens on which is pro-
jected a powerful film , which either assaults you or calms 
you but never leaves you indifferent. What an ironic les-
son for our artists overloaded with diplomas and Prix de 
Rome and the like! What a slap in the face for our Ecole 
des Beaux-Arts! Those inflicting it upon us are authentic 
'Romans': for them, the most daring aesthetic experi-
ments are the true link between past and present.14 

Photomurals were absent from the Italian Pavilion in 
Paris in 1937, where viewers were met instead by Giuseppe 

a See Valerio Terraroli, "Una rivista per l'architettura, l'arredo e le arti decorative 
moderne: gli esordi di Oomus," in Gianni Carlo Sciolla, Riviste d'arte fra 
Ottocento ed Eta contemporanea. Forme, modelli e funzioni (Milan: Skira, 
2003), pp. 199-221. 

9 Alina Payne, From Ornament to Object: Genealogies of Architectural 
Modernism (New Haven/London: Yale University Press, 2012), pp.119-21. 

10 Mari Lending, Plaster Monuments: Architecture and the Power of Reproduction 
(Princeton: Princeton University Press, 2017). 

11 See Alina Payne, op. cit., p. 147. 
12 Agnoldomenico Pica, "La mostra grafica a Monza," in Casabella, no. 29, May 

1930, cited by Giovanna Ginex, "La Galleria dellearti grafiche alla IVTriennale di 
Monza," in Andrea Sironi (ed.), Sironi. La grande decorazione (Milan: Electa, 
2004), pp.192-197 (pp.195-196); see also Elena Pontiggia (ed.), Mario Sironi. /1 
mito dell'architettura, exh. cat., Milan, PAC-Padiglione d'Arte Contemporanea, 
September19-November 4, 1990 (Milan: Mazzotta, 1990), p. 82 

13 See Annamaria Mazzuchelli, "Stile di una mostra." in Casabella, no. 8 (August 
1934), p.6. 
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Pagano's [ILL.J destabilizing display of Sironi's mosaic mural 
L'Italia corporativa (Fascist Labor), originally conceived for 
the 6th Milan Triennale in 1936. CILLS .J In the Hall of Honor 
on the top floor of Marcello Piacentini's sturdy seven-story 
tower, this huge slab-8 meters high and more than 12 meters 
across-with its pseu
do-antique surface of 
tarnished gold mosaic, 
was suspended in mid
air, cantilevered from 
the wall by hidden steel 
rods, independent of 
the floor and the ceil
ing. The central space 
of the hall was left eerily 
empty except for a series 
of thin, almost disem
bodied metal I-beams 
and the mural itself. 15 

An ostensibly sacred 
image, it is dominated 
in the center by a mon- Mario Sironi, L'ltalia corporativa, 1936 

umental figure that looks like a hybrid between a late-an
tique female allegory and a Byzantine Christ Pantocrator, 
CILL.J enthroned among figures of somewhat lesser though 
still monumental size, who toil and worship below it and 
on either side. Its bizarrely battered surface made it look as 
if a rare archaeological find. 

14 "Si l'on oublie le statut politique, cependant partout present, pour n'examiner 
objectivement que la valeur des ceuvres, on s'aperi,oit que les recherches dites 
d'avant-garde, si suspectes chez nous, sent une loi commune chez les artistes 
ltaliens. Le resultat est alors grandiose. On subit l'envoutement de ces 
photomontages a grande echelle, de ces salles vides dont les murs sont 
comme l't?cran hors mesure d'un film emouvant, qui tantOt vous fait violence et 
tantOt vous repose, mais ne vous laisse jamais indifferent. Quelle ironique 
le~on pour nous nos super-diplomes et autres Grands Prix de Rome! Quelle 
claque en pleine figure pour notre ecole des Beaux-Arts! Ce sont 
d'authentiques 'Romains' qui la leur infligent: pour eux, les recherches 
esthetiques les plus audacieuses sont le veritable trait d'union entre le passe 
et le present." Maurice Barret, "Lec;.on et avertissement pour /'exposition de 
1937," in Arts et metiers graphiques, no. 51, February 15, 1936, pp. 9-18. 

15 See Michela Scolaro, "L'esposizione lnternazionale di Parigi," in Andrea Sironi 
(ed.), op. cit., pp. 368-872, and Emily Braun (ed.), Racemi d'oro: ii mosaico di 
Sironi nel Palazzo dell'lnformazione (Milan: lmmobiliare Metanopoli, 1992), 
pp. 17-88. 
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The deliberate "ruination" -the crevices, cracks, and fis
sures in the hundred thousand tesserae ofSironi's mosaic-con
jured the drama of Finis Romae, something evoked by the artist 
in his 1935 essay "Gleanings of Gold," published in La Rivista 
Illustrata def Popolo d'Jtalia, which was otherwise infused with 
a vigorous nationalism. At one point, he writes: 

The glittering creation of Byzantine mosaic had its prem
ise in Hellenistic and Roman art. It was not merely the 
expression of an Oriental world opposed to a Western 
Rome, but also a new epoch filled with life and movement. 
Its mysterious grandeur derives in part from the fact that 
the ascending force of early Christian art, which reflected 
the conquests of Christianity in the civil world, merged 
with the declining history of the Byzantine empire, which 
was the last gasp of Roman civilization in dissolution. The 
superhuman visions of a chosen people and ardent words 
of faith blazed over a vast domain, but without the cohe
sion of Rome. Rome was finished. With triumphal arches 
and the atrocious terrible Colosseum deserted, Byzantium 
administered over a boundless empire. And so its art had 
to be as splendid as the miraculous bloom of empire, as 
marvelous as the daughter of Orient and Greece should 
be, yet religious and pious as desired by the early Christian 
powers and the awaiting, mystic multitudes.16 

And yet with Pagano's installation it was as if a large 
fragment wrested from the penumbra of a distant ancient site, 
a Late Roman or perhaps early Christian church, had been 
catapulted into a Parisian world's fair dedicated to "the Arts 
and Techniques of Modern Life." Visitors walking through 
the hall were thus able to see a part of the mosaic that is 
normally regarded as absolutely anathema: the large, incho
ate surface of its reverse side, its blank back. By detaching it 
from the wall and hanging it in midair, Pagano unhinged 
a mosaic, the medium most intimately tied to architecture, 
transforming it into a quasi-severed object. A monumental 
piece of Fascist propaganda had become another examplar 
of Kleinarchitektur. 11 

In 1938, Massimo Campigli, whose fresco Le madri, le 
contadine, le lavoratrici (Mothers, Peasants, and Workers) at 
the 1933 Milan Triennale was one of the few to be spared neg

ative criticism, won the 
commission, led by Gio 
Ponti CILL.l, for the main 
murals in the Palazzo 
Bo at the University of 
Padua. 18 Painted in the 
"Atrio del Liviano" in 
the Faculty of Letters, the 
frescoes were to illustrate 
scenes from Ab Urbe con

Massimo Campigli, La famiglia de/l'architetto dita, Livy's monumental 
Ponti, 1934 history of ancient Rome. 
The effect of miniaturization here goes hand-in-hand with 
frescoes painted in a faux-nai:f style. Campigli clearly based 
himself on I costruttori (The Builders) CILL.l, a painting he had 
made in 1928. In contrast to Sironi's grand ruminations, 
Campigli's murals are uplifting, scenes of citizens in mod
ern-day clothes engaged in everyday life activities that inter
sect like child's play with their ancient past. Campigli writes: 

It was advised but not imposed to treat scenes from 
Roman history. I chose to treat archaeology as a source 
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of historical and artistic knowledge as well as of political 
thought. My fresco represents an idealization of Italy's 
subsoil, populated by antique things, artworks, mon
uments, and soldiers' piled-up remains. Livy himself 
emerges from it, he is teaching a class to present-day 
students. Construction workers are setting up the col
umns of a dead city. A crowd watches the erection of an 
historiated column. Children play among the ruins to 
indicate our familiarity with the past. Diggers unearth 
Roman foundations. On them will be built a modern 
edifice in cement.19 

The last major Fascist project was both its most monu
mental and scaleless: the construction of the satellite "exhi
bition" town for the EUR (Esposizione Universale di Roma 
[Rome Universal Exposition], also known as E42) just south 
of the capital, to celebrate the regime's twentieth anniver
sary. Interrupted by the war, the project was left unfinished 
with some of the most imposing buildings built on its main 
axes - the congress halls, 
government offices, and 
museums - left stranded 
in a no-man's-land, with few 
of its murals completed. 20 

The Palazzo della Civilta 
Italiana c1u.1, EUR's most 
famous building, is a perfect 
example of aKleinarchitektur 
in that the built version, with 
white travertine cladding 
over a concrete structure, is 
just as scaleless as its wood
and-plaster model. In his 1941 
essay for Casabella, entitled 
"Potremo salvarci dalle false 
tradizioni e dal le ossessioni Massimo Campigli, I costruttori, 1928 

monumentali?" (Can we save ourselves from false tradi
tions and monumental obsessions?) Pagano reacted to EUR 
by denouncing the bombast of the classicomani (a term best 
translated as "fanatics for classical monuments"), who now 
dominated Italian architectural discourse. 21 Ponti, by con
trast, returned from his tour of the site in the spring of 1939 
enchanted. It included a visit to a special pavilion, that of 
"the exhibition of the exhibition" as he called it, where the 
models and pictorial renderings of the buildings were on 
display. After the customary words of praise for the Duce 
who labeled EUR the "Olympics of Civilization," here is how 
Ponti described his visit in the Corriere de/la Sera: 

Achille Funi, Tutte le strade conducono a Roma, Palazzo dei Ricevimenti e dei 
Congressi, Rome, 1943 
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View of the Palazzo della Civilta ltaliana, Rome, after 1943 bombing 

These building alignments, about to become reality, will 
conserve the seal of the purely ideal and abstract vision 
that has generated them, in one go. The city ofE42 will be 
fabulous ifavolosa), the theatre of a mythical architecture 
born of an evocation. Their emergence is the expression 
of unseen dimensions, a magic realism: this is their con
tent, this is their gamble, this is their political daring. [ .. . ] 
La Padula's Palace of Italian Civilization is but a symbol, 
the naked arch repeated over two hundred times is an 
abstraction and not a construction, its impact will be rap
turous, like a spell (incantesimo). The fairytale quality is 
present in the countless porticos, the endless colonnades, 
which the masterful renderings by the Roman archi-
tects have depicted for us. These are evocative and silent 
visions, as a poet wrote about the cityscapes of de Chirico, 
silence runs through them like a magic procession [ ... ). 
What voice will break the present silence? It will be that of 
the artworks that [these buildings) await. 22 

While very few of these artworks were completed, tens 
of preparatory cartoons for murals, some in actual size and 
thus very large, survive in the Archivio Centrale dello Stato 
(Fondo EUR).23 The most monumental of these are for Achille 
Funi's mural in the atrium of Aldalberto Libera's Palazzo 
dei Ricevimenti e dei Congressi. Over the entrance is his 
neo-Renaissance mural, a work that would have measured 
73 meters long and 7.5 meters high had it been completed and 
of which only the center section - Tutte le strade conducono 
a Roma (All Roads Lead to Rome)-exists. It is dominated 

16 Mario Sironi, "Racemi d'oro," in La Rivista 11/ustrata def Popolo d'ltalia (March 
1935); reprinted in Emily Braun (ed.), op. cit., pp.17-88, English translation as 
"Gleanings of Gold," pp.115-142. 

17 For an extended analysis of how Pagano conceived of his installation as 
a device to expose, both de facto and metaphorically, the dark underside 
of Mussolini's regime, see Romy Golan, op. cit., chapter 3; see also Emily 
Braun, op. cit., and "L' Italia corporativa," in Andrea Sironi (ed.), op. cit., 
pp. 345-353. 

18 The other artists involved were the usual cast of muralists: Funi, who ultimately 
dropped out; Sironi; Ubaldo Oppi; and the less well-known Guido Caldorin; see 
Bruno Mantura, Patrizia Rosazza Ferraris (eds.), Massimo Campigli (Milan: 
Electa, 1994). 

19 Cited by Lionello Pupi in his essay "Campigli al Liviano," in Bruno Mantura, 
Patrizia Rosazza Ferraris (eds.), op. cit., pp. 44-52: p. 48). 

20 See Maurizio Calvesi, Enrico Guidoni et al. (eds.), E42. Utopia e scenario def 
regime. Urbanistica, architettura, arte e decorazione. Vol. II, exh. cat., Rome, 
Archivio Centrale dello Stato, April-May 1987 (Venice: Marsilio, 1987). 
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by the colossal figure of Dea Roma (The Goddess of Rome) 
presiding over Roman emperors standing alongside the 
founding fathers of the Church in the lower registers. The 
ochre cityscape behind her, that of Imperial Rome and 
Papal Rome, looks like a terracotta model. And indeed such 
a model, Italo Gismondi's 1930s grand plaster rendition of 
Constantinian Rome, was to be displayed nearby (as it is 
today) in the Museo della Civilta, built to give a permanent 
abode to the hundreds of plaster casts collected from muse
ums all over Italy for the 1937 exhibition commemorating 
the Bimillenium of Augustus.24 In view of the fact that the 
exposition was conceived as Mussolini's "third" Rome, archi
tecture within architecture became a leitmotif. As we know 
from other preparatory cartoon, the mosaics inside Libera's 
immense congress hall would have featured three more 
depictions of Rome: the Pagan one in Achille Capizzano's 
L'impero (The Empire); the Christian one in La rinascenza e 
l'universalita della Chiesa (The Rebirth and Universality of 
the Church) by Giorgio Quaroni, and the narrative's end
point, the modern one, La Roma di Mussolini (Mussolini's 
Rome) by Giovanni Guerrini, which included EUR, Enrico 
Del Debbio's Foro Italico, Piacentini's University of Rome 
campus, and the revamped Piazza della Piramide, all of 
them fictitiously contained by the Aurelian Wall. Here the 
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