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La Mandria is a regional natural park, one of the first of its kind, established 
by Regione Piemonte Law No. 54 of 1978. An important element for its re-
cognition and protection was the purchase by the Regione, in 1976, of a large 
part of the former royal estate, then owned by the Medici del Vascello family, 
in the awareness of its enormous cultural and naturalist heritage to be safeguar-
ded and made available for public enjoyment. Alongside the extraordinary 
environmental assets, including the most significant belt of lowland forest sur-
viving in the Po Valley, there are more than twenty historic buildings that 
define a pathway unfolding from the Middle Ages (San Giuliano area) to 
the present, by way of the Savoyard period (Borgo Castello, Villa dei Laghi, 
Bizzarria, Rubbianetta) and the marquisate one when the estate was partly 
used for farming.

The cultural-tourism offer managed by the regional Ente Parco is thus aimed 
at integrating the architectural-historic and naturalist aspects in a vast program-
me of itineraries, to offer always new cues for knowledge and opportunities for 
recreation, in obedience to a “Royal Nature” in all senses.

This nimble guide, written by the informed and impassioned art historian 
Luca Avataneo, allows the still beating heart of the Park to be understood and 
appreciated: the Royal Apartments in the Castello della Mandria, preferred 
by the king who played a leading part in the Unification of Italy, Vittorio 
Emanuele II, far from court ceremonial but extremely representative of the so-
vereign’s most intimate and fascinating private life.
This is a new edition updated with the major restorations of furnishings and 
interior decorative apparatus carried out by the Ente (with regional financing 
and par-fsc EU funds), and following the restoration of the King’s Bedro-
om, previously kept in the stores of the Palazzo Reale. It has been returned to 
its original splendour with the support of the Fondazione Compagnia di San 
Paolo and is on show to the public thanks to a loan for use agreement with the 
Musei Reali di Torino..
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The big building that stands on an elevated site, almost in front of the 
main entrance to the park facing the city of Venaria Reale, is known 

as the Borgo Castello (or Castello) de La Mandria (fig. 1). 
This denomination still refers to the ancient intended use of this important 
area to serve the needs of the Savoyard court between the seventeenth and 
eighteenth centuries and the extraordinary events that led to the building of 
one of the grandest Savoyard residences in the Piedmont region.
The origin of the nearby Reggia di Caccia di Venaria (Venaria Hunting 
Lodge), commissioned by Duke Carlo Emanuele II, had led not only to 
a reconsideration of the surrounding land, marked by the so-called “hunt-
ing tracks”, but had already in 1693 given rise to “a building [for the 
breeding] of thoroughbred horses” named the “Mandria Vecchia”.
The search for spatial infinity became reality with the design of avenues 
that stretched out endlessly in length and breadth, and the lands organised 
according to a dense weft very dear to the culture of royal absolutism and 
intended mainly for agriculture and hunting.
The perspectives already marked in the town planning of Venaria accord-
ing to Amedeo di Castellamonte’s successful models were clearly resolved 

Fig. 1. La Mandria Natural Park, Castle.

The Origin of La Mandria  
and its Castle

The history, traditions, orographic features and natural beauty of the places  
and the importance of the buildings give La Mandria an exclusive fascination,  
defining its value as an exceptional “unicum”.
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beyond the Salone di Diana, overcoming the morphological limits and 
obstacles of the land (such as, for example, the Ceronda stream with the 
building of a “big forest bridge”) so that the ideal and planning lines 
could be fully realised on a grand scale. There is still precious testimony 
of this in the long avenue (now viale Carlo Emanuele II) created between 
1717 and 1718 and adorned at the time with a double row of Lombardy 
poplars, which run parallel to the gardens of the big Reggia, reaching 
the building of the Nuova Mandria. The latter, partly rotated on its axis 
towards the north, provides a roundabout (called the “carriage round-
about”) in the trajectory, beyond which is the elevation dominated by the 
Castle building (fig. 2).

The first payment in 1709 pertaining to the construction of “part of the 
Nuova Mandria” documents and highlights Vittorio Amedeo II’s desire 
to create “a shelter for thoroughbred horses, and to expand his royal plea-
sures” in this place, to plans drawn up by the architect Michelangelo Ga-
rove (1648-1713), formerly employed on the first extension of the Reggia.
This was initially two pavilions joined by a connecting arm. The map show-
ing the lands of the “Venaria Reale, of Altessano, of Robassomero, of the Cas-
sa, of San Giglio and of Druento,” unfortunately undated, shows La Mandria 
with a square plan, a single courtyard and four corner pavilions.
This document marks the starting point for best understanding the differ-
ent construction stages that led to the building being first subordinate and 
dependent on the Reggia, and then, only in the nineteenth century, fully 
autonomous.

The first extension that led to the dimensions of this nucleus being almost 
doubled dates from 1726. The instructions springing from the “mind, 
idea and design” of the first court architect, Filippo Juvarra, of Messina, 
(1678-1736), and implemented by the director of works, Antonio Maria 
Lampo, contain indications for building “a stables on the right of the 
pavilion the same as that already built on the left,” which was rebuilt the 
following year (1729) “in accordance with that done in the current year 
on the right hand” and of the same ornament. These were followed by the 
works related to the remodelling of the atrium, the vaults and the win-
dows, which were raised, and the entrance door. Six bedrooms were also 
created in the new pavilion, probably for the use of the manager of the 
complex after its construction “between the two stables in perspective.”
Although the archive documents do not thoroughly show the engage-
ments taken on by Juvarra for La Mandria, it may in any case be said 
with a certain confidence that the formal and typological connotation of 
the Castle facade and the layout of the planned first and second courts are 
by him.
The very close cadence of the big projecting pilasters, ending in gigantic 
stone elements in the form of eggs, which mark the facade of the building 
towards Venaria, have precise references by consistency, rhythm and lay-
out to the lateral wings of the Stupinigi hunting lodge.
Juvarra’s death in 1735 led to the engagement two years later of Benedetto 
Alfieri (1699-1767) for the Castello de La Mandria, who was then ap-
pointed royal architect in 1739.
It was he who built a new figure eight staircase in 1750, replacing the 
existing St Andrew’s cross version, which clearly defines the efforts made 
by the new architect and the desire of King Carlo Emanuele III to con-
tinue with the extension of the building in step with the changes begun on 
the big Reggia (fig. 3). Not only were architectural spaces added, but an 
increase in the needs of the court for the increasingly greater use of horses 
and management of the farming activity consequently led throughout the 
eighteenth century to an overall increase in the size of the La Mandria 
complex.
It was Carlo Emanuele IV who definitively decreed the end of the Venar-
ia Reale in 1797, “we have come to the decision to close, as we hereby close 
the management of the business activity of the Venaria, which being rath-
er expensive now proves pointless, since in accordance with the edict of 
last 15 November the goods and chattels that belonged to us in the lands of 
the Venaria Reale and of Druent have mostly been sold”, thus consigning 
the “Reggia-Mandria system” to abandon. The latter though was able to 
be completed separated from the fate of the nearby residence and survived.

Fig. 2. Castello de La Mandria, 1920s.
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The return of the Savoys to Piedmon, after the Napoleonic interlude, co-
incided with the resumption of maintenance works on the buildings of the 
royal Mandria and the works related to farming activities in 1817-1818 
with the engagement of the architect Carlo Randoni (1755-1831), captain 
of the royal civil engineering office of Turin.
Many maintenance works were begun and alterations of a certain signifi-
cance made in some parts to adapt them to the new needs: the mares’ sta-
bles, the grooms’ lodgings in the second courtyard, the roofs and masonry 
of the stables, the floors in the residential areas and the stallions’ stables.
The works also continued in the year of the death of both the architect 
and King Carlo Felice, in 1831. The demolition and rebuilding of the 
vaults in the large stables, having been weakened in past times by the se-
rious damp due to the presence of horses, were recorded, now by the new 
director Ernest Melano (1792-1867), along with “the raising of a building 
above the chapel” (i.e. the east arm of the first courtyard) to a height of two 
floors above ground.
This is how it was described by Davide Bertolotti in 1840 in his De-
scrizione di Torino: “Perhaps a mile away from Venaria, [...] stands the R. 
Mandria [...]. The scenic beauty of the place would be enough to induce 
the stranger to visit it. But he will be much gratified in contemplating the 
order, the clarity, the discipline and the expertise and assiduous care with 
which this equine community is managed. It is provided with the most 
elect thoroughbred stallions and mares, and it is delightful to gaze on the 
ponies grazing and dancing in the woods beside their mothers, diligently 
supervised by their custodians” (fig. 4). 

Fig. 3. La Mandria Natural Park and Castle.

Fig. 4. Gallo Gallina, 
“Chronological 
iconographic picture of the 
Savoy Royals”, c. 1861.
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The previous context once again shows the marked nature of La Man-
dria as a place for the breeding and care of horses in the first half of 

the nineteenth century. But the fate of the place and the Castle changed 
drastically shortly after, because Vittorio Emanuele II raised them to being 
his private and preferred residence.
In 1854 it was stated that “beyond the bridge, and up to the steps, the road 
is flanked by oaks; then divides in two [...]; they lead to an open area, 
at the end of which is a building, which is entered by a large doorway: 
there are two pavilions to the south and north, between which there is a 
building arm of a single floor, and below are two magnificent stables for 
stallions, [...] so there are three big courtyards.”
The fates seemed to have been inverted. While the Reggia di Venaria was 
transformed from a celebrated residence into the home of the Royal Riding 
School in 1823, La Mandria, appointed place for horses, became, precise-
ly in 1853, the favourite castle of the future first king of Italy.
Indeed, in that year a royal decree transferred part of the horse breeding to 
Stupinigi, intending the rooms of the original building to be converted for 

residential use.
The radical works carried out by Vit-
torio Emanuele II led not by chance to 
the formation of a “Royal” Apartment, 
marked by the overturning of the lay-
out on the upper floor, arranging an 
enfilade of rooms on the side facing the 
city and a long gallery towards the first 
internal courtyard, ennobling the entire 
complex.
The official purchase in 1863, for the 
sum of 200,000 lire, of the entire Estate 
for the “Private Patrimony of His Maj-

esty” formally endorsed the king’s desire to establish a new residential and 
family nucleus here separate from the official one of the Palace.
The construction of a boundary wall of about 30 kilometres, to enclose 
the fauna and ensure the highly desired and much sought after privacy, 
became the very symbol of the constitution of a “different” reality that per-
manently linked Vittorio Emanuele II (1820-1878) to Rosa Vercellana 
(1833-1885), countess of Mirafiori and Fontanafredda from 1859 and 
morganatic wife from 1877 (fig. 5).
The tasks of designing and building all those structures needed to give rise 
to the Estate and La Mandria, by now a “Borgo” (whence Borgo Castel-
lo), and make them independently functional were given to the architects 
Domenico Ferri (1795-1878) and Barnaba Panizza (1806-1895) (fig. 6). 
The Galli and Braja firms were then charged with turning the two archi-
tects’ thoughts and designs into reality.

So in summary it could be said that the former, Domenico Ferri, as court 
architect-decorator from 1856, was entrusted with building the Royal 
Apartment for Vittorio Emanuele and Rosa in the body of the oldest part 
of the Castle, while the latter had the job of building new architectural 
complexes to ensure the greatest efficiency of the entire “Mandria system”, 
by now a place of recreation with a powerful hunting theme. Progress 
must have been rapid.

The Castle of Vittorio Emanuele II 
and Rosa Vercellana

Fig. 5. Vittorio Emanuele II  
and Rosa Vercellana, 1870s.

Fig. 6. Extensions and alterations to the Castello de La Mandria (graphic design by 
Diego Bonzi).
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The Juvarra facade towards the city had to mark the presence of the royal 
spaces inside, by the extremely graceful insertion of wrought iron balconies 
in eighteenth-century style (fig. 7), while a tall tower with clock was add-
ed to the new “inner facade” towards the park, beyond the three internal 
courtyards (fig. 8). 
The whole Castle must in any  case have seemed newly conceived, a firm-
ly marked “restyling” distinguished by the quest for the balance, symmetry 

and uniformity of its parts.
Two long lateral arms with two floors 
above ground began from the two 
corner pavilions of the facade, joined 
by the central arm to the Royal Apart-
ment and ending in the tall body of 
the building with the clock tower. 
The internal space of the big rectangu-
lar courtyard was divided rather into 
three parts by two lateral arms with 
big central communication doorways. 
The first of these, towards the rooms 
of the king and countess, was the “ro-
mantic” garden (in the plans more 
than in reality), whose central foun-
tain, the only surviving testimony, 
features a “Triton taming a seahorse”, 

made in 1861 by the sculptor Vincenzo Vela (fig. 9). 

The Royal Apartment
The first work on the rooms that make up the Royal Apartment dates 
from 1860.
The quality of the works conceived for these spaces had to ensure a high 
standard, respecting the taste and expectations of the king and the count-
ess, but there was also the need to reduce construction time to the mini-
mum. The pace for all of 1862 and a good part of the following year was, 
indeed, extremely fast and the sums spent considerable (fig. 10).
Ceremony and entertaining had to make way for comfort and privacy.
The supply of all that could be useful and necessary for a quiet, serene life 
was governed by and referred to the decisions of Domenico Ferri.
Everything had to be conceived and arranged according to a precise design 
that would favour the character of the Estate and the Castle: hunting, na-
ture and the couple’s love (figs. 11-12). 
Nothing was to be brought from the furniture stores of other homes, at 
least that was the intention, with preference given to new purchases and 
scrupulous manufacture.
The choice of furniture, art works and furnishings, in line with contempo-
rary style marked by the latest in Vienna, London and Paris, were obliga-
tory and precise; elements that the king and Ferri had been able to observe 
and study first hand.
An enfilade of new spaces along the arm towards Venaria Reale, some 
rooms for the use of Vittorio Emanuele in the east tower, those for Rosa 
Vercellana to the west, two veranda-bathrooms at the two corners oppo-
site the facade and a gallery of about sixty-three metres towards the inner 

Fig. 7. Castello de La Mandria, facade. Fig. 9. Vincenzo Vela, “Triton taming a seahorse”, 1861.

Fig. 8. Castello de La Mandria,  
clock tower.
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courtyard was the layout decided 
to create a small, perfect, love nest 
(figs. 13-14). 

The list of workers employed is 
very long.
The stylistic directions chosen by 
Ferri were a succession of different 
lines and styles for each room, on 
the basis of the careful study of an 
exuberant but prestigious, often 
cultured, revival.
Each room was seen as “an in-
dependent island”, resulting in 
an encyclopaedic emporium of 
styles, iconographic themes and a 
predominance of different colours 
case by case, room by room, but 
perfectly integrated as a whole.
The architect knew how to move 
carefully and very harmoniously 
between furniture, furnishings, art 
works and fixed and decorative el-
ements in full Renaissance, Louis 
XIV, Rococo and neo-Classical 
style (figs. 15-16). 
The imagination and inspira-
tion of the coffered ceilings and 
the shelving, for example, in the 
rooms towards the city, rigorously 

ings, enriched with significant hunting trophies.
The Nota dei quadri a olio spediti alla Real Casa della Mandria presso la Venaria 
Reale of March 1860 records eighteen works of art to be placed in the 
rooms, most still present, which were joined by further purchases made 
mainly through the exhibitions of the Promotrice delle Belle Arti in the 
same years. The preference was for “genre” works (particularly hunting 
in all its forms and expressions) and historical ones (particularly the war 
victories for Italian independence), along with literary and theatre subjects 
(in reference to works by Alfieri, Goethe, Schiller, Manzoni and d’Aze-
glio), landscapes, portraits, Savoyard iconographies and, finally, religious 
subjects (figs. 17-18). 
The chosen artists were those who attended the Accademia Albertina or 
orbited around the figure of Ferri, who was also engaged in several other 
prestigious commissions (Palazzo Reale, Castello di Moncalieri, Palaz-
zo Carignano and then Sommariva Perno, Fontanafredda and, with the 
transfer of the capital from Turin to Florence, Palazzo Pitti, Poggio a 

Fig. 10. Carlo, Placido and Domenico 
Mossello (attr.), “Allegorical Putto”, 
1864-1865, detail. Ballroom.

Fig. 11. Francesco Gonin (attr.), 
“Still life”, 1860s, detail. Dining room.

Fig. 12. Carlo, Placido and Domenico Mossello (attr.), “Venus and Adonis”, 
1864-1865, detail. Games room.

made with local woods and reflecting the unique nature of the central hall, 
create a concert of extraordinary refinement.
The suppliers Secchi, Rey and Micheletta sent curtains, fabrics for the 
walls, upholstery and carpets in greens and crimsons with enormous flo-
ral patterns, particularly roses, in homage to the countess’s name. Velvet, 
damasked muslin, wool and silk completely lined the rooms, intensifying 
the implicit weight of the massive furniture and great quantity of furnish-
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Caiano, la Petraia and San Rossore).
Rich coffered ceilings marked the move through the enfilade of rooms to-
wards the city. The workers then had to coordinate with one another to 

allow the king and Rosa Vercellana to officially enter their love nest as 
soon as possible.
The painters Carlo, Placido and Domenico Mossello, Franco Verda, 
Felice Vigna and Francesco Gonin (as well as the probable participa-
tion of Gaetano Ferri, son of the architect) were charged with allegorically 
representing amorous and natural themes, along with carnival costumes, 
flowers and mythological scenes, while the stuccoist Gioacchino Soro was 
engaged to integrate the gilding of high impact decorative elements with 
the paintings.
A stroke of innovation was also made by the commissions for the fur-
niture. The court cabinet maker Gabriele Capello, called il Moncalvo, 
was still engaged in making the furniture for Villa dei Laghi, a hunting 
reposoir inside the Estate, and his successor, Giuseppe Bongioannini, was 
quickly “replaced”: commissions were instead given directly to the indus-

Fig. 13. Royal Apartments, enfilade.

Fig. 14. Carlo, Placido and Domenico Mossello (attr.), “Doves in Love”, 1864-
1865. 

Following pages
Fig. 15. Giacomo Ingegnatti, “A Word in Private”, 1866. Green room.
Fig. 16. Francesco Gonin, “Margherita”, 1865. His Majesty’s Bedroom.
Fig. 17. Luigi Ferreri, “Faust”, 1865. His Majesty’s Bedroom.
Fig. 18. Gioacchino Levi, “Death of Don Carlo of Spain”, 1859. Bedroom (known 
as that of Rosa Vercellana).
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trial and mass production Levera company of the brothers Antonio and 
Delfino, which could guarantee high production quality, low prices and 
speedy manufacture (fig. 19). 
Rooms with the most measured lines in reference to neo-Classicism al-
ternated with drawing rooms in explicit Louis XV style. The furnish-
ings had to be numerous and majestic. A spatial horror-vacui was part of 
the culture of the time, though the large dimensions highlighted the quest 
for comfort and convenience. The company offered rapid delivery of the 
models chosen by the architect at the agreed times. The king thus began 
promoting the new industrial aspects of the first nationally operating furni-
ture companies through his private commissions, though to the detriment 
of the professionalism of the now redundant court cabinet maker.
Everything seemed gratifying and perfect in the eyes of the king and the 
countess on completion (fig. 20).

The Castello de La Mandria immediately became the bulwark and seal 
of the much coveted privacy sought by Vittorio Emanuele II and Rosa 
Vercellana, from whose marriage two children were born: Vittoria and 
Emanuele Alberto Guerrieri (figs. 21-22).
The boundary wall, their private apartment, the luxuriant nature and 
hunting were the only aspects that interested the king (fig. 23). 
The creation of a zoological garden, managed by Francesco Comba, then 

turned the estate into a laboratory of experimentation and innovation.
The animals brought from various parts of the world (at extremely high 
cost) were intended not only to provide hunting possibilities for the king 
and his guests, but also to contribute to the study and comparison of simi-
lar, though different, animal species, in an attempt to synthesise by means 
of improbable crosses that “perfect animal for hunting” (as shown by the 
crosses of ibexes, which guaranteed big antlers, and goats, slow animals).
All this came to an end in 1878 with the death of the king (the countess 
died in 1885 in Pisa). The heir to the throne, Umberto I, was no longer 
interested in managing and maintaining the Estate and its assets. Its sale 
was thus the only possible choice.

Fig. 19. Fratelli Levera company, 
“Big chair and footrest”, 1864. 
Dining Room.

Fig. 20. Pietro and Felice Vigna (attr.), 
“Armour”, c. 1865, detail. Corridor of 
the Birds.

Fig. 21. Vittorio Emanuele, Rosa 
Vercellana and daughter and son 
Vittoria and Emanuele Alberto 
Guerrieri, 1870s.

Fig. 22. Rosa Vercellana and daughter 
and son Vittoria and Emanuele Alberto 
Guerrieri, 1870s.

Fig. 23. Pietro Comba,  
“Eagle, Dead Chamois and Fox”,  
c. 1865. Drawing room.
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In 1882 Umberto I sold the Castle to Luigi Medici del Vascello, ap-
pointed senator on 21 November 1892, and five years later the sale of the 

entire Estate and La Mandria was also finalised.
The Medici del Vascello were a family recently ennobled to the marqui-
sate rank.
Giacomo Medici was a Garibaldian colonel who had fought in defence 
of the Roman Republic in the locality of Vascello, Rome, in 1849, and 
subsequently became general of the royal army, member of parliament and 
then senator; in 1876 he was made marquis.
On his death the title passed, by royal concession, to his first male cousin, 
Luigi. Having no heirs, it then went to the two brothers Giuseppe and 
Francesco. Only the second guaranteed a male heir to the family from his 
marriage to Elvina Rocca, with Giuseppe and Giacomo, who inherited 
the Estate and La Mandria, while Giuseppe became the Savoyard ambas-
sador to Madrid, without heirs. Giacomo then left the management of the 
property to his son Luigi Francesco (called Gigetto, married to the mar-

quess Mariella Isabella Brivio Sforza) from his marriage with Olga Leu-
mann. It was to be Luigi Francesco who sold the estate, already previously 
subdivided into several lots, to the Regione Piemonte in 1976 (fig. 24). 
The Estate gradually underwent enormous changes over the course of al-
most a hundred years of marquisate management (figs. 25-26).

That which had been conceived as a place of loisir and amusement quickly 
became one of major agricultural production.
The Estate was turned into a farm, while the Castle became an everyday 
home.
The historic Royal Apartment, though, was never used, if not on the 
occasion of the hospitality offered by the family to the duchess of Aosta 
Hélène of France between 1895 and 1898, thus becoming a “museum of 
itself”, an excellent testimonial of historic relics referring to the Father of 

Fig. 24. General plan of the Gran Parco de La Mandria at Venaria Reale and 
adjoining estates of Valsorda and Pralungo, 1892. Carriage Gallery.

Fig. 25. Castello de La Mandria, 1930s..

Fig. 26. Giacomo Medici del Vascello  
with hunting trophy, 1930s.

The Medici del Vascello
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the Homeland. The lateral arm to the south, intended in the Savoyard 
period to contain the apartments of their daughter Vittoria (on the ground 
floor) and son Emanuele Alberto (on the first floor), was used instead by 
the Medici del Vascello family (fig. 27). 
New collections of art took the place of those previously commissioned, 
markedly enriching the works present in the Castle, which after its pur-
chase by the Regione Piemonte mainly went to the Turin premises of the 
latter, the Palazzo Lascaris; little has remained in place.
This new identity required considerable investments by the marquisate 
family. The clayey ground did not actually seem suited to cultivation and 
intensive grazing. And yet, according to the autonomous policy promoted 
by the fascist government, “Do-it-yourself Italy”, the Estate should have 
become a top grade, highly productive farm after immense economic in-
vestments; but these mainly turned into enormous liabilities.

Not even the installation of new equipment and farmhouses, marked 
by agreements with the various government bodies, was able to ensure 
a useful contribution to attaining “self-sufficiency” and safeguarding the 
unique nature of the entire Estate.
The operations launched in 1923 with major land reclamations continued 
throughout the 1930s and 1940s, but with meagre results.
The irrigation of the arid land, the drying of stagnant waters, the modifi-
cation of the natural ground by means of levelling and intensive breeding, 
were just some of the projects carried out. But such efforts did not prevent 
the Estate being subdivided into lots in the hope of reducing management 
costs (fig. 28). 
In 1946 the Medici del Vascello began dividing up the land with the sale 
of the “Parco Basso” and the “Parco Bissole”, in 1958 a large area was sold 
to be turned into a test track by Fiat and in 1960 243 hectares were sold for 
a golf course. Another 430 hectares were subsequently sold to the Bonomi 
Bolchini family for a family hunting reserve, which led to the purchase of 
the Villa dei Laghi. A second golf course and 400 hectares for the “I Rov-
eri” residential complex, along with a portion for the Piedmont Istituto 
Zoo-profilattico, were the last operations in the break-up of La Mandria 
before it was sold to the Regione Piemonte (fig. 29). 

Fig. 27. Hunting, 1930s.
Fig. 28. Prince Umberto of Savoy guest of the Medici del Vascello, 1930s.
Fig. 29. Land reclamation at La Mandria, 1930s.
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The regional law of 21 August 1978 led to the establishment of a body 
charged with safeguarding and upgrading La Mandria, which from 

1976 had come into regional ownership. The royal, and then marquisate, 
Estate thus became a regional protected area (Natural Park) intended for 
freely accessible public use.
The body set up to manage it immediately provided itself with all that was 
needed to maintain it, allowing the gradual opening up of an extremely 
fascinating area until then closed to any public enjoyment.
The 1344 hectares bought by the Regione Piemonte included not only a 
spectacular wealth of flora and fauna, but also extraordinarily interesting 
historical and architectural elements.
A medieval church (San Giuliano) and archaeological remains (the Cas-
tellaccio) under the municipality of Druento were added to the Castle, the 
hunting reposoirs and the farmhouses (fig. 30). 
In 1995 that area was further expanded with the purchase by the Regione 

Piemonte of the Laghi area, the Villa and the Oslera farmhouse, previous-
ly owned by the Bonomi Bolchini.
So it was not only a case of safeguarding the land, but also maintaining 
and managing a special, unique heritage. Starting from 2012 the Ente 
Gestore del Territorio del Parco Naturale de La Mandria also took over 
responsibility for the Stupinigi natural park and the Vauda natural re-
serve, along with the Monte Lera and Ponte del Diavolo di Lanzo reserves 
already taken over, and was renamed the Ente di Gestione delle Aree Pro-
tette dei Parchi Reali in 2016 (figs. 31-32).

The attentive participation of the protection organs of the Regione Pie-
monte’s Beni Culturali e Paesaggistici (competent superintendencies) also 
made an essential, detailed and extraordinarily important participatory 
contribution.
Thanks to the consultation of archive documents and cataloguing of most 
of the objects in the art collections (2004), the Ente Parco was able to 
proceed with the complete refurnishing of the rooms in the Royal Apart-
ments, starting in 2008, following a methodology as philological as pos-
sible and consistent with respect for and recovery, where possible, of the 
status quo after the death of the sovereign.
After the historic rooms in the Royal Apartments were opened to the pub-
lic, the Ente organised a first restoration of most of the coffered ceilings, 
begun in 2001.
This was followed by the recovery of items in a precarious state of conser-
vation and the complete restoration of the bedroom known as that of Rosa 
Vercellana (2007-2008).
In 2015-2016, thanks to special regional financing from the European 
Development and Cohesion Fund, the Ente was able to restore most of 
the figurative items and art collections in the Royal Apartments. More 
than thirty restorers specialising in numerous disciplines and technical 
skills were engaged to return more than 100 masterpieces of art, about 
1200 square metres of decorated surfaces, 60 pieces of furniture, almost 130 
square metres of precious fabrics and 80 square metres of extraordinary 
wallpapers to their ancient splendour. In addition to these works, thanks 
to the support of the Compagnia di San Paolo di Torino, the furniture 
made by Gabriele Capello in 1862 for the bedroom of Vittorio Emanuele 
II was recovered and restored; it is now exhibited in the Royal Apart-
ments, thanks to a long term loan for use agreement between the Musei 
Reali di Torino (Palazzo Reale) and the Ente Parco.

The La Mandria Natural Park

Fig. 30. Church of Saint Julian.
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Since 1997 this home, Villa dei 
Laghi and all the other dynastic 
residences in the Piedmont region 
have been recognised by Unesco 
as “World Heritage”, highlight-
ing the unique nature and extraor-
dinary quantity and quality of an 
inestimable heritage handed down 
to us by history. 

Fig. 31. La Bizzarria, hunting reposoir.
Fig. 32. Villa dei Laghi, aerial view.

The Rooms of the King  
and Countess
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The long gallery (27.5 metres) to the south of the ground floor at the 
front was built during the first stage of construction when it was 

still an annex to the nearby Reggia di Venaria, intended for the breeding 
of thoroughbred horses. The first designs were entrusted to the architect 
Michelangelo Garove (1709), then to Filippo Juvarra. Involved in the 
remodelling of the Castle facade, the Messina architect also worked on 
remaking the interiors of the galleries intended for keeping horses. The 
drawings and indications that have come down to us show careful design 
and an extraordinary executive quality played out on elements in stucco 
tending towards white.
The serious damp due to the presence of animals forced the subsequent ar-
chitects to gradually reduce these decorative elements, however, until they 
were completely removed by Ernest Melano after the 1830s.
The intended use did not change even when Vittorio Emanuele II made 
the residence his preferred home. Works were carried out on the upper 
floor to create the Royal Apartment, while on the ground floor only im-
provements were made.
The stalls for horses in the adjacent gallery, “spoilt and too small”, were 
reduced from twenty to eighteen, while the other twenty-six stalls “below 
His Majesty’s apartment” were rearranged to provide fourteen stalls for 
Arab horses.
This space lost its function when the building was bought by the Medici 
del Vascello. The horses were no longer the favoured residents of the two 
galleries, which were quickly turned into garages for cars and carriages.
A collection of historic carriages from the nearby Cascina Vittoria is now 
exhibited there; ten extraordinary, very well kept vehicles that document 
the care and refinement reached in this art in the nineteenth century.
The admirable 1928 work by the Corleone painter Pippo Rizzo, “The 
Fencer Salafia”, was bought in Barcelona by the marquis-ambassador Gi-
useppe Medici del Vascello.

1. carriage gaLLery 

Garage for cars and carriages, 1930s.
Pippo Rizzo, “The Fencer Salafia”, 1928.
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The new needs dictated by the purchase of the Castle and the Estate 
by the Medici del Vascello (1882-1887) led to a rethink of most of 

the spaces.
A big hall was thus formed on the ground floor of the south tower, de-
signed in relation to the gardens being established along the lateral arm 
of the Castle (the church is in the north tower with access through the 
parallel neo-Gothic arm).
The formation of the marquisate apartments in the arm to the south of 
the Castle, towards the first courtyard of honour, previously intended for 
the children of Vittorio Emanuele II and Rosa Vercellana, led to their 
change of use. The old court chapel dedicated to St Antony had become, 
for example, the library, while the open space towards the south-east had 
been redesigned for the establishment of gardens with big stone pools, wa-

ter games, service pavilions and a 
belvedere, accessed through a glass 
double door that is still present.
The hall was then completely al-
tered for the wedding of Elvina 
Medici del Vascello (sister of Lui-
gi Francesco) and Prince Gugliel-
mo Pallavicini celebrated in La 
Mandria in 1939. Access to the 
gardens was retained, but a mosaic 
floor was added and stuccoes of a 
marked eighteenth-century style 
were created to further “ennoble” 
the room, intended for the occa-
sion as a ballroom.
Two impressive works show-
ing Emanuele Filiberto, duke of 
Aosta, and his consort Hélène of 
Orléans in full figure by Giacomo 
Grosso, a teacher of painting at the 
Accademia Albertina in Turin, 

still hang on the two big walls giving access to the vestibule of the staircase 
of honour leading to the Royal Apartments. These precious works en-
dorse the marquises’ friendship with and hospitality extended to the ducal 
couple. The two paintings are part of a collection of Savoyard portraits (to 
which those depicting Vittorio Emanuele III and Helen of Montenegro 
in the Sarre castle in Aosta and that of the empress Princess Maria Letizia 
in the Revoltella Museum in Trieste are also related) commissioned from 
the painter, who demonstrated an absolutely distinctive artistic virtuosity, 
as shown by the big gown worn by the duchess and the study of the detail 
in the duke’s uniform.

2. festive haLL
 

Giacomo Grosso, “Emanuele Filiberto 
Duke of Aosta”, 1898.

Giacomo Grosso, 
“Hélène of Orléans 
Duchess of Aosta”, 
1898.
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In 1869 the architect Delfino Colombo provided the firm of Celestino 
Gastaldi with a drawing for the construction of a new staircase to the 

“Apartments of His Majesty and the mezzanines and upper floors” to re-
place the existing one “in poor condition” in the south-east pavilion. The 
quoted price was 9000 lire.
The remodelling called for the use of “white and grey” Carrara marble 

for the steps and Luserna stone, supplied “without the least defect” by 
the Giacomelli brothers of Turin. “Mock, light vulpinite marble in shiny 
ashlared stucco” was to be applied to the walls by the stuccoist Giuseppe 
Gozzi, “the best in Turin for this kind of work”. The decorations of the 
vaults were entrusted to the painter brothers Pietro and Felice Vigna. The 
handrail, whose approved drawings are conserved, in iron, cast iron “top 
quality, from England” and brass “tinted bronze with oil” was made by 
the blacksmith Giuseppe Beltrami.
The times allowed must have been very brief, ending in 1871, so as not 
to incur “the least delay”, which would have cost the entrepreneur a “fine 
of 300 lire”.
This staircase gave access to the apartment of their daughter Vittoria, lo-
cated on the ground floor of the lateral arm (which then became that of 
the Medici del Vascello marquises), to that of their son Emanuele Alberto 
on the first floor, to the Royal Apartment and the bedrooms of the king’s 
statutory officials and finally to the attic.
The small corridor on the raised floor gave access to the rooms intended for 
the king and countess, which were decorated with four paintings by De 
Vivo of hunting dogs framed by elements suggesting tree trunks.
The furnishings, being part of 
the Savoyard collections, date 
from the 1870s.

3-4. staircase of honour and access corridor 

Tommaso De Vivo, 
“Hunting Dogs”, 1880.
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This room acted as the first waiting room of the Royal Apartments, 
or that in which guests had to wait to be received by the king in the 

subsequent Audience Room. It faces onto the first internal courtyard.
The painted panels on the coffered ceiling take up the Savoyard coat of 
arms with royal crown and collar of the Ordine dell’Annunziata, clear 
testimony of royal power, others show arms, possibly by the Vigna broth-
ers.
A half bust of the king in white marble stands on the mantelpiece.
The works on the walls include four with a hunting theme and two prints 
(of which one on parchment) depicting the Savoyard family tree down 
to Vittorio Emanuele II. All the works are registered in the Inventario of 
1879.
Those portraying the “Indian Hunt” and “Hunting Bison”, by Pietro 

Comba are the most interesting, 
en-pendant to two by the New York 
artist William Jacob Hays of 1863 
depicting “Elks” and “Wapiti 
Deer” (the latter were imported from 
North America to La Mandria for 
the king to hunt). The furnishings 
can certainly be attributed to Ga-
briele Capello, called il Moncalvo, 
by the unmistakeable style - he had 
been requested by the architect Ferri 
to supply the furnishings for the Vil-
la dei Laghi from 1862 - and betray 
a late-Empire style certainly closer to 
the tastes of the father Carlo Alberto 
than those of his son Vittorio Eman-
uele II.

This small room was used as a wardrobe.
A wardrobe of simple lines runs along the entire wall, recognisable 

among the expenses for the Castle in 1864 and endorsed, after approval, 
by the architect Ferri.
To ensure its quality and positive outcome, production was entrusted to 
Giuseppe Bongioannini, successor to Gabriele Capello, called il Moncal-
vo, “the king’s joiner and cabinet maker”, who had already worked on 
supplies for La Mandria from 1862.
This furniture, in white lacquered larch, was intended to hold “suits, 
clothes and objects of use in His Majesty’s hunting. Duly reinforced with 
hardware and built in such a way as to allow it to be easily moved, it had 
though to ensure the greatest solidity”. The “six wardrobes [were] to be 
placed against the walls of the special room, which are 3.3 metres wide, 
the other 3.25 and one 4.3 of the same design as that above specifically for 
the use of His Majesty”, at a total cost of 1026.90 lire. The purchase in 
bulk of hunting uniforms for the king, though, was the prerogative of the 
countess, who arranged for the supply of everything Vittorio Emanuele 
could need for his gracious life at La Mandria.
He also loved comfort and ease in his clothing: jackets in green moleskin, 
shirts in white cloth (the king did not use a flannel vest), jerkins and trou-
sers were all made according to the orders given by Rosa Vercellana, who 
was allowed to manage the sovereign’s wallet.

5. Waiting room or antechamBer 6. WardroBe 

Pietro Comba, “Hunting Bison”, c. 1865.
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This room is dominated by dark red. The wallpaper in velvet with big 
floral patterns tending towards white, like the woollen carpet in the 

centre of the room, seems to be a clear reference to Rosa Vercellana’s name; 
such decorative elements are also found on the lacquered wooden doors.
The furnishings were commissioned from Levera of Turin, as shown by 
the delivery made in 1862 for the “reception room” at the Castello de La 
Mandria. The lines closely follow the style of the second half of the nine-
teenth century and a culture whose models came from Paris and Vienna.
The size and heaviness of these, in wood covered with crimson velvet, 
explain the presence of small wheels under their legs for movement.
They were extremely successful and were repeated by the same company 
in 1868 for the Florentine commissions for Palazzo Pitti, also following 
Ferri’s indications.
The Inventario of 1879 shows that the room must have housed natural mi-
rabilia, particularly shells and hunting trophies, of which unfortunately 
nothing has come down to us.
One piece in black lacquered inlaid wood enriched with elements in 
semi-precious stones and tortoiseshell, of clear Renaissance inspiration, 
remains to give an idea of what these furnishings were like, though it was 
actually part of the marquisate collections.
Works from the Savoyard gallery for La Mandria hang on the walls: 
“View of the Roman Forum” by Ippolito Caffi of Veneto, a “Landscape 
with Hunters and Dogs” and a big oval portraying “Vittorio Emanuele 
II” dressed as king of Italy with gilt, inlaid frame.
There are then also two Ginori plates with mythological subjects dating 
from 1893-1894.

7. audience room 

Ippolito Caffi, “View of the Roman Forum”, c. 1856.
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The sale of the Castle to the Medici del Vas-
cello by Umberto I of Savoy (1882) also 

included all the collections in the rooms of the 
Royal Apartment, apart from the furnishings 
in this room, as shown by the archive docu-
mentation.
Masterpieces of cabinet making, they were 
commissioned by Domenico Ferri from Gabri-
ele Capello in 1862 for the Villa dei Laghi, but 
then moved here where they were registered in 
the Inventario of 1879.
Destined for the stores of the Palazzo Reale 
after the sale, the furniture was returned to its 
historical place for the celebrations of the 150th 
anniversary of Italian Unity (2011), thanks to 
a long-term loan for use between the Musei Reali di Torino and the Ente 
Parco, and restored with the support of the Compagnia di San Paolo di 
Torino.

Unique, unrepeatable items, they were conceived to create a perfect dia-
logue between real and represented nature in which the production skill 
achieved an astonishing quality in the carving and sculpture. Rigorously 
lacquered in red and covered with red silk, they seem to have interesting 
references to furniture made by other European companies in the same 
years (e.g. Horrix of Holland).
The bed “in soft wood carved with trunks and branches and ivy leaves, 
painted, double, with two doves feeding in the centre of the footboard, a 
domestic squirrel below, a cat with a lizard in its mouth on the left side, 
a crivella on the right and on the headboard a bird with a butterfly and 
further down another bird of prey, all carved and painted”, of an extraor-
dinary virtuosity, is certainly the most significant element.
The room left completely bare was used rather as an Oriental Room in 
the marquisate period with the addition of new furniture and furnishings.
A small glass veranda on the balcony for use as a toilette faces outward.

8. Bedroom of the Late 
vittorio emanueLe ii 

Gabriele Capello (called il Moncalvo), “Chest of drawers”, 1862.
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The present name of the room refers to the stay of the duchess of Aosta 
Hélène of Orléans, wife of Emanuele Filiberto, between 1895 and 

1898 (the two photos of the duke and duchess of Aosta beside the bed 
show their gratitude to the marquises).
Furnishings and works from the Savoyard Castle collections were moved 
to this room for the occasion, given that the hunting trophies here in the 
time of Vittorio Emanuele II, to which the original name of the room 
refers, had been moved to Turin after the sale of the Castle to the Medici 
del Vascello (the trophies shown in the Inventario of 1879 include a bear, 
an ostrich, a lynx and a Javanese black panther, along with the heads of 
deer, boar and ibex).
Eighteen, small, coloured engravings on the wall, dating from between 
the end of the eighteenth century and the start of the nineteenth, with his-

tory and genre scenes that were previously part of the Castle collections, 
were linked to the furnishings, whose formal elements are in neo-eigh-
teenth-century style, lacquered white with red, blue and gold purfling. A 
big double bed was also prepared with baldachin covered with a cotton 
cloth embroidered with silk flowers, also used for the curtains.
The coffered ceiling, one of the largest of those present, shows some putti 
in flight in the centre, holding a veil around a young girl with flowers: 
“Allegory of Spring”, which may be attributed to the Mossello painters, 
who worked on the decorations for the Apartment in the 1860s.

9. Bedroom of the duchess 
(previousLy animaL room) 

Carlo, Placido and Domenico Mossello (attr.), 
“Allegory of Spring”, 1864-1865.
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This room has undergone radical changes over the years.
Historic and archive photographic documentation shows that the 

room was divided into two parts in the Savoyard period.
There was a wrought iron bed in the part of the room towards the door 
facing the corridor, from which the room certainly took its original name, 
further highlighted by the central ceiling panel portraying the “Rise of 
Dawn while Night Sleeps”. The quality of the painting, and that of the 
side panels portraying curtains with pink garlands (further reference to the 
countess’s name), is such that it may certainly be attributed to Carlo Plac-
ido and Domenico Mossello. A comparison with the works they painted 
at Villa Carignano in Rivoli and at Palazzo Pallavicino Mossi in via 
Santa Teresa in Turin confirms this.
The room took on its current facies only with the marquises and still retains 
the furnishings recorded in the Inventario of 1879.

The layout is certainly by the Levera company, while the gilding may 
perhaps be related to the payment made in the mid-1860s by Ferri to the 
gilders Zucchi e Brogli of Milan. The variety of the furniture is compara-
ble in shape and size to that already seen in the Audience Room, though 
in this case the gilding gives an idea of greater preciousness and elegance.
The beauty is intensified by the wallpaper in green double velvet with 
gold dots.
Three works dating from 1866 from the Castle’s royal gallery hang on the 
walls: “Lucia Mondella in the Dressmaker’s Home”, by Martino Mar-
tinotti, “Virginia” by Giacomo Falcione and “A Word in Private” by 
Giacomo Ingegnatti, a subject of clear eighteenth-century taste set in the 
duchess’s bedroom in Palazzo Madama, Turin.
A Musy clock in gilt bronze stands on the mantelpiece, another explicit 
eighteenth-century reference, with the representation of a painter in full 
figure.

10. green room 
(previousLy aLcove room)

Martino Martinotti, “Lucia Mondella 
in the Dressmaker’s Home”, 1866.
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This may be considered the main room intended for entertainment. 
The previous rooms were the section of the Apartment intended for 

the king, the subsequent four for the reception of guests and the enjoyment 
of life at La Mandria and the last for the countess.
The architect Domenico Ferri gave it his total commitment. The fur-
nishings, many and with simple lines enriched by gilt carved elements 
recalling neo-Classical furniture, were delivered in 1864 by Levera; their 
precious fabrics in gold and ivory silk also correspond perfectly to those 
described in the list of furnishings supplied by the company and those in 
the Inventario of 1879.
The Mossello painters were engaged in the same year to decorate the cof-
fered ceiling with “Italian Carnival Costumes” and the doors with “Mu-
sician and Dancing Putti” (one signed and dated “Mosselli 1864”).
In the Deconto of payments made in 1866 there is also a specific reference 
to the fireplace in “white Carrara marble of second quality in Renaissance 
style” for the room.

The current wallpaper was rediscovered, thanks to a very delicate and 
thorough restoration, under a subsequent white paper with lilies. The pre-
ciousness and refinement of the rhomboid shapes and floral motifs, along 
with the quality of the violet velvet used, fully convey the style choices 
adopted to make the rooms for the couple unique.
The bronze clock with the figure of “Music” is by Musy, while the white 
porcelain vases and coloured and gilt floral elements (in reference to Rosa 
Vercellana) were supplied in 1864 by Filippo Ceppi, whose workshop 
was in via Barbaroux, Turin.
Unfortunately the piano documented in 1879 has not come down to us.

11. BaLLroom 

Carlo, Placido and Domenico Mossello, 
“Putti”, 1864.
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The hub of the Apartment, this room offers a privileged point of view 
for understanding the topographical layout of the Castle, whose ide-

al perspective continues towards the Reggia di Venaria Reale and on in 
the distance to the Superga Basilica, though moved.
One of the rooms most loved by King Vittorio Emanuele II, it features a 
fine billiard table in precious, ivory-inlaid wood in the centre, testimony 
to one of his preferred pastimes.
The table was supplied and installed (involving three boys) at the end of 
1864, as shown by the archive papers, followed by the cue-racks, the cues 
and the “billiard balls, as well as all requirements” supplied by Stefano 
Deagostini, whose workshop specialised in such articles.
The installation of the lamp to light the table was made by Grison in 1870. 
It consists of three units with three bells in white opaline glass and the blue 
and gold Savoyard crown and coat of arms, providing suitable brightness.

The sofas and the green velvet tabourets were delivered in December of the 
same year by Levera.
Watercolours by Tommaso De Belly showing victories in the Second 
War of Independence hang on the walls. This war had been promot-
ed and won by the sovereign in 1859 and involved battles between the 
French-Piedmont and Austrian armies, allowing Lombardy to be re-
turned to the Kingdom of Sardinia and creating the basis for the constitu-
tion of the Kingdom of Italy, which took place in 1861.
An “Equestrian Portrait of Vittorio Emanuele II in Hunting Clothes” 
can be admired on the right wall. A very precious work by the Piedmont 
artist Carlo Pittara, leader of the Rivara School, it was painted in 1878 a 
month before the king’s death on 9 January.
A pair of metal candlesticks and a clock whose frieze takes up the eques-
trian monument made by Carlo Marocchetti of Turin in 1838 in tribute 
to Duke Emanuele Filiberto of Savoy stand on the fireplace “in elegantly 
decorated marble”, in line with Ferri’s requirements.
Although noteworthy, the painted panels in the coffered ceiling with 
roses, flowers and musical instruments do not seem to correspond to the 
purpose of the room. It may therefore be thought that, given the brief times 
allowed for making all the decorative features, and the rapid delivery of the 
furnishings, the architect in 
charge, Domenico Ferri, was 
allowed “freedom of outfit-
ting” as the work progressed, 
based on the tastes and needs 
of the king and countess, so 
released from the strain of any 
“court label”.

12. BiLLiard room

Carlo Pittara, “Vittorio 
Emanuele II on horseback”, 
1878.
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The furnishings were supplied in 1864 by Levera, as documented by 
the note of approval signed by the architect Ferri.

Carved with fruit, vegetables and hunting trophies, they must have had an 
explicit reference to the paintings on the doors and glass doors by, accord-
ing to Cavallari Murat, Francesco Gonin.
The table has a perfect mechanism with a gear that allows it to be extend-
ed to its maximum length of 3.8 metres; it cost 460 lire. The chairs were 
especially upholstered in leather which, unlike fabric, is waterproof and 
easier to clean.
Two wooden plate racks, perfectly in style, were added by the Medici del 
Vascello. They also replaced the original wallpaper with that now seen 
tending towards beige and browns.
The exquisite coffered ceiling is made up of small panels painted with 
birds, bunches of flowers, Savoyard emblems and female heads, all embel-
lished with elements in gilt, sculpted stucco. The work by Marco Lemmi, 

“Rest after the Hunt” of 1869 showing two 
bloodhounds may be admired on one wall. 
The frame is a masterpiece of cabinet making: 
inlaid and carved by Parri, it shows a deer 
head, hunting trophies including partridges 
and ducks, weapons and hunting equipment, 
such as guns, saddlebags, swords, water flasks 
and a horn, between oak leaves and acorns. 
The considerable sums spent by Rosa Ver-
cellana on lunches and dinners (held in the 
Castle and the Villa dei Laghi), where the 
abundant use of grignolino wine and beer is 
recorded, were equalled and largely surpassed 
by those for keeping the many bloodhound 
dogs used for hunting on the Estate.
The white marble fireplace, in “simpler Ba-
roque style”, is one of those chosen by Ferri 
and installed in 1866.

13. dining room 

Marco Lemmi, 
“Rest after the Hunt”, 1869.
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The room was given its name in 1879 because of the presence of a card 
table, no longer here.

It was arranged, not by chance, next to the Dining Room, allowing the 
king and countess to stay on with their guests after meals.
While the Billiard Room was intended mainly for the men, this one was 
more for the women. There is no lack of “feminine” decorative elements, 
such as the big bunches of roses and flowers in the crimson velvet wallpa-
per. The subject of “Venus, Adonis and Cherubs” painted on the central 
panel of the coffered ceiling does not seem, here either, to correspond to the 
purpose of the room.
All the rooms in the Apartment are actually, more generically, a reference 
to love, that of Vittorio Emanuele and Rosa, also emphasised by the pairs 
of doves painted on the doors.
In this case, too, the furnishings, upholstered in crimson and garnet red 
velvet of cotton and silk, may be referred to Levera and seem a statement 
of updating to the prevailing style in other European hunting residenc-
es (French and English); note the two big corner sofas. The paintings, 
bought specifically for the room, include a masterpiece by Francesco 

Gamba, teacher at the Accademia Albertina in Turin, portraying “The 
Zuidersée at Amsterdam” of 1866 and “A Lagoon Landscape” by Alex-
andre Francia. There is also a watercolour depicting the “Ponte Vittorio 
Emanuele II Built near Benevento”, an engineering work carried out by 
Giustino Fiocca between 1859 and 1860 with a single span structure sixty 
metres long and 6.5 metres wide, and two black and white photos record-
ing the “Frigate Re d’Italia” and the “Re don Luigi di Portogallo”.

14. games room 

Francesco Gamba, “The Zuidersée at Amsterdam”, 1866.
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This room contains the couple’s wedding bed commissioned from 
Cambiaggio of Milan and displaying the crown, the coat of arms 

and the dell’Annuziata collar, emblems of the dynasty, on the headboard.
The coffered ceiling is decorated with monochrome images of putti hunt-
ers, fishermen, grape pickers and drinkers, while in the centre coins come 
out of a big horn of plenty, among which the 100 lire coin with the profile 
of Vittorio Emanuele II can be recognised.
The furnishings were moved to two other rooms in the marquisate period, 
including the Bedroom of the Duchess of Aosta, so replaced with others, 
those present, which were in any case part of the Savoyard collection for 
the Castle.
There are many works on the walls, bought by the sovereign for his Apart-
ment at La Mandria: the pair of small paintings with the stated reference 
to Johann Wolfgang von Goethe’s literary work, Faust, by the painter 
Luigi Ferreri of 1865 and, en pendant, “Margherita” by Francesco Gonin, 
are accompanied by “The Rest”, a painting by Ifigenia Camino of 1852 

showing a girl with a bunch of roses, “Melancholy”, 1861, by Francesco 
Canella and “Girl Putting a Ring on her Finger”, of extraordinary paint-
ing quality, by Francesco Romero. A copy of the “Holy Family, Saint 
Elizabeth and the Infant Saint John” by Anton van Dyck, made in 1888 
by Alfonso Barbavara, added in the marquisate period, hangs on the wall 
above the headboard.
The fireplace chosen by the architect Ferri “in Louis XIV style” has a pair 
of doves carved in the centre, a subject also chosen for the paintings in the 
middle of the doors.

15. his majesty’s Bedroom

Francesco Romero, “Girl Putting a Ring 
on her Finger”, c. 1865.
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The furniture in this room is identical to that in the Ballroom, made 
by Levera of Turin.

The walls offer an interesting collection of art works collected for this 
Apartment. “Salome with the head of St John the Baptist”, 1847, by Gi-
useppe Isola of Genoa and “Christ and the Samaritan”, 1850, by Fran-
cesco Augero are from the Savoyard collections. These are accompanied 
by “Rocco Sileo and his Son”, 1866, by Francesco Romero and the big 
canvas with “Hunting the Lion”, 1867, by Emma Richards-Gaggiotti, 
an artist dear to European courts, especially in England and Germany. 
The hunting theme is further confirmed with two pictures by Comba 
portraying “Eagle, Dead Chamois and Fox” and a “Portrait of Vitto-
rio Emanuele II Hunter”, and “A Mountain Landscape with Farmers”, 
1863, by Fulvia Bisi of Milan.
The “Portrait of the Family of Vittorio Emanuele I of Savoy with Wife 
and Daughters” of 1817 by Luigi Bernero is missing from the works re-
corded in 1879, taken to the Racconigi Castle after the sale by Umberto I.
The ceiling is not coffered and its style, comparable with the paintings 
on the doors, suggests a subsequent operation, certainly in the marquisate 

period. The Savoyard coat of arms in the centre ought not to mislead: the 
links between the Medici del Vascello and the Savoys were always very 
close, so it is plausible to find a Savoyard tribute in a marquisate work, 
especially in the Apartment of the king who had elevated the family to the 
ranks of the nobility.
The original wallpaper was also found in this room, as in the Ballroom, 
after a careful and difficult restoration. It is violet with star elements in 
gold, hidden over the years by unsuitable paper that has now been re-
moved.
A clock representing “Spring” in gilt bronze stands on the yellow Verona 
marble mantelpiece, accompanied by two big candlesticks.
Looking outward allows a glass veranda to be seen on the balcony, which 
leads to a toilette, identical to the one in the corner of the south tower.

16. draWing room 

Emma Righards-Gaggiotti, “Hunting the Lion”, 1867.
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This room has always been recognised as the Bedroom of the Countess 
of Mirafiori and Fontanafredda, even if its name is never mentioned 

in the Inventario of 1879. On the death of the king (1878) and in the re-
search carried out by historiographers to create the “myth” of the Father of 
the Homeland, the figure of Rosa Vercellana, still alive, seemed “inconve-
nient” and difficult to justify to the new-born nation, such as to sanction 
her damnatio memoriae.
And yet the roses and flowers portrayed abundantly on the panels of the 
coffered ceiling and on the windows and doors, along with the carved 
elements on the chimney-piece, are explicit references to her.
The furniture, in white lacquered wood with red, blue and gold purfling 
and the monogram “VE” (explicit reference to Vittorio Emanuele) are an 
integral part of those in the Bedroom of the Duchess of Aosta and until 

1879 also in the matrimonial bedroom.
All the works documented there have, however, been reinstated on the 
walls: a big lithograph showing the king of Italy in full figure with a stun-
ning frame in gilt, carved wood with the royal coat of arms and crown and, 
above the headboard “The Little Mother”, 1851, by Federico Peschiera; 
a large canvas portraying the “Dog Zoe” wearing a big collar with Savo-
yard emblems by Comba, “The Death of Don Carlo of Spain” by Gio-
acchino Levi, 1859, and, from the Carlo-Alberto collections, “Mass in a 
cave during the religious 
persecution in Ireland”, 
1844, by Francesco Go-
nin.

17. Bedroom  
(knoWn as the Bedroom of rosa verceLLana) 

Pietro Comba, 
“The dog Zoe”, c. 1865.
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This small space without windows was for one of the countess’s house-
maids. Furnishings and products that suggest its original use are 

therefore displayed.
The bed in black wrought iron with decorative elements, finely made 
chairs with inlaid mother-of-pearl and tapestry upholstery probably came 
from the marquisate collections. They are accompanied by a small sewing 
table, also in white lacquered wood with mother-of-pearl inlays.
A large stove in brown Castellamonte majolica with big floral motifs 
must have served to heat this room, without fireplace, and those beyond 
the wall.

Two large paintings hang on the walls: “A Chamois” by Comba and 
a “View of the Point of Porto Venere” by Battista Ceruti of Milan, 

along with three lithographs, one by Filippo Livy with “A Declaration 
of Love” in which a young man takes the hand of a girl in a doorway, a 
“Rural Idyll” by Ranier Bettazzi, with two elderly people and “Woman 
with Butterfly” by Weber.
The wooden furnishings dating from the 1860s and 1870s follow the 
works of Luigi Filippo, which were inspired by the Louis XV style, as in 
the case of the pair of bergères.

18. housemaid’s Bedroom 19. Lounge 

Giovanni Battista Ceruti, “View of the Point of Porto Venere”, 1866.
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The long corridor facing onto the first internal courtyard of the Castle, 
apart from uniting all the previously described rooms, had the func-

tion of conserving, housing and displaying the king’s big ornithological 
collection, giving the space its name.
As an expert hunter, Vittorio Emanuele II loved to show off his trophies 
in special cases. They were prepared with a taxidermic process by Fran-
cesco Comba, also responsible for the zoological garden inside the Estate. 
They were then augmented by the king’s own purchases to increase and 
complete the collection with examples of non-native animals.
Two big glass bells are also displayed containing embalmed bee-eaters, 
a “hunter” cat mauling a pheasant, under glass, and another climbing a 
trunk.
The collection was further increased by the Medici del Vascello.
The wall decorations refer to the theme of birds and winged creatures with 
“grotesque” elements that give the whole space an extreme lightness. No 
paintings were hung here.
Sofas, benches and 
tabourets upholstered 
in crimson and 
red velvet arranged 
along the sixty-three 
metre length of the 
gallery were supplied 
by Levera.

20. corridor of the Birds

Pietro and Felice Vigna 
(attr.), “Still life”, 
c. 1865.
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This room is connected to the corridor giving access to the rooms of the 
king and the countess. It is one of four rooms that made up a “small 

lodging”, separate but with independent access, on the floor of the Apart-
ments of Vittorio Emanuele and Rosa Vercellana.
There is not much information on this lodging at present. Looking at the 
list of rooms described in the Inventory of 1879, drawn up about a year 
after the death of the king, though, it may be conjectured that these rooms 
were inhabited by someone linked to or supporting the needs of the hunter 
king. The biographical memoirs say that the king “used to be accompa-

21. Bedroom 

nied by the Grand Hunter (Gran Veneur)”, and other figures, such as the 
field assistant.
The simple, sober, wooden furnishings, part of the Savoyard collections, 
are different from those in the rooms of the Royal Apartment.
The hunting trophies, a bearskin, a five metre anaconda, and the legs of 
chamois and ibex used as clothes hooks, are from the Medici del Vascello 
collections, however, but tend to reinforce the hunting identity of the resi-
dence and of the entire Estate.
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ground fLoor

castLe facade

 A  Access Foyer
 01  Carriage Gallery
 02  Festive Hall
 03  Staircase of Honour
 B  Meeting Room
 C  Church of the Castle

 03  Staircase of Honour
 04  Access Corridor 
 05  Waiting Room
 06  Wardrobe
 07  Audience Room
 08  Eastern Drawing Room (known as Bedroom 
  of the late Vittorio Emanuele II)
 09  Bedroom of the Duchess 
  (previously Animal Room)
 10  Green Room (previously Alcove Room)
 11  Ballroom
 12  Billiard Room
 13  Dining Room
 14  Games Room
 15  His Majesty’s Bedroom
 16  Drawing Room
 17  Bedroom
  (known as the Bedroom of Rosa Vercellana)
 18  Housemaid’s Bedroom
 19  Lounge
 20  Corridor of the Birds
 21  Bedroom of the Grand Hunter

first fLoor
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