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This thesis is premised on an experimental research that aims to reconstruct and interpret the 

distribution of the spaces and their respective functions of Monteiro-Mor Palace on Calçada do 

Combro, in Lisbon, also known as the Marim-Olhão Palace, according to the intentions expressed 

in letters written from Vienna in 1734 and 1735 by the Count of Tarouca, father of the then 

Monteiro-Mor of the kingdom. 

From these letters a reconstitution of the two versions of the existing plants was carried out, 

taking into account the Count's thoughts of the "ideal" European Palace adapted to the 

Portuguese reality and pre-existing conditions of the place. These two versions were then 

compared with what was actually built, to identify the differences and similarities between the 

various projects. 

In order to understand and contextualize this kind of technical description of the ideal Baroque 

palace and compare it with what was actually built, it was necessary to understand how important 

was the role of the Portuguese nobility for the transformation of palatial architecture, covering the 

second half of the seventeenth century and the first half of the eighteenth century. 

It became relevant to characterize the evolution of the architectural taste of the nobility of the 

time, following a few models of housing and analyzing the types of volumes, organization of the 

facades and the distribution of interior spaces. 

This architectural analysis of the palaces was also extended, for comparative purposes, to some 

European  buildings, particularly from Vienna, included within the same time period because, at 

the time he wrote the letters, the Count of Tarouca was residing in that city and it would be logical 

that his main model was the Viennese architecture.  

Fig.1. - Main Facade of the 
Monteiro-Mor Palace  
Source: photograph taken by the 
author, 2015 

 

Fig.2. - Detail of the Noble Portal 
of the Monteiro-Mor Palace  
Source: photograph taken by the 
author, 2015 

 

Fig.3. - Detail of the West 
Cornerstone of the Monteiro-Mor 
Palace  
Source: photograph taken by the 
author, 2015 
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THE TRANSFORMATION OF THE URBAN PALACE OF LISBON IN THE 

SECOND HALF OF XVII CENTURY AND FIRST HALF OF THE XVIII CENTURY  

 

In the early seventeenth century, much of the Portuguese nobility did not live in Lisbon, having 

their permanent residences dispersed in "their landlords"1. Before 1640, however it began to 

occur a change in the housing patterns of the nobility of the kingdom, which was accentuated 

after the Restoration War. 

Around 1670, after the end of that war and its dynastic conflicts, it was observed that the vast 

majority of the nobility, in particular holders and large landowners, had moved to Lisbon, due to 

the fact that the royal power had permanently moved to the city. From then on it became possible 

to speak about a first noble court. 

It was in this period that the families belonging to this new first noble court expressed a desire to 

enhance their homes in Lisbon, providing them with great renovation works that would make 

them new palaces worthy of this new nobility status and those without homes in the city, bought 

or had built new palaces2. There were also families belonging to the first noble court who have 

appropriated or received as gifts the residences of the banned nobility. 

This desire led to that in the seventeenth century transition period to the eighteenth century, it 

appeared an increase of remodelling and enlargement works of the noble houses. 

The aesthetics of the urban palace in Lisbon in the second half of the seventeenth century found 

itself based on the desire to create a facade able to convey an image of greatness and give the 

idea of unification of the pieces before unconnected, through a regulation of the distribution of the 

openings and simplicity of the compositional elements of the exterior facades. 

The taste, conservative and austere, of the noble court of Lisbon imposed on their new urban 

palaces was responsible for creating a negative attitude towards foreign aesthetics, considering 

them harmful to the Portuguese traditions3. However, there were some times when it was 

witnessed a certain openness to abroad. The most important moment occurred during the reign 

of King D. João V relatively to the Italian models. 

                                                             
1 Translated by the author from " respectivos senhorios", in Mafalda Soares da CUNHA; Nuno Gonçalo MONTEIRO - 
“As grandes casas”, in José MATTOSO (dir.) - História da vida privada em Portugal: a Idade Moderna, 2º vol. Lisboa: 
Temas e Debates, 2010, pp. 202- 243. 
2  João Vieira CALDAS - "João Antunes e a casa nobre do seu tempo", in Actas do Colóquio João Antunes (1643-
1712) e a Arte do seu Tempo (no prelo), 2015, p. 7. 
3 Leonor FERRÃO - "Lisboa Barroca. Da Restauração ao Terramoto de 1755 - Desenvolvimento Urbanístico. Os 
Palácios e os Conventos" in MOITA, Irisalva (coord.) – O livro de Lisboa. Lisboa: Lisboa 94/Livros Horizonte, 1994, 
p. 246. 
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This moment led to a slow change in the characteristic aesthetic parameters of the architecture of 

the palaces from the transition of the seventeenth century to the eighteenth century, and the 

adoption of new architectural principles that were consolidated in which later would be called the 

Joanine Baroque architecture. 

 

THE URBAN BAROQUE PALACE  

 

The Baroque first emerged in Italy, in the transition from the sixteenth to the seventeenth century 

and lasted until the mid-eighteenth century.  It eventually diffused through the rest of Europe 

linked to the consequences of the Contrarreforma and absolutist regimes. It was not just an 

artistic style, covering also a religious and socio-cultural movement that fostered new ways of 

understanding the world, man and God. Both Portugal and Austria were included in this group of 

countries influenced by the Italian Baroque. 

The new constructions began to show more harmonious deployments on the ground, regular 

structures based on symmetry axes and utmost care and variety in the treatment of the facades, 

including displaying a central section highlighted, garnished with overlapping portal and window. 

Relatively to the inner organization there was an adherence to specific types of plants with a 

"growing trend in the search for regular planimetries"4.  

 

THE URBAN PALACE IN EUROPE: THE CASE OF VIENNA 

 

Vienna was a city particularly influenced by the Italian Baroque because it was a Catholic capital 

and also because, during its gradual reconstruction after the Siege of Vienna during the Great 

Turkish War, several Italian architects were working there.    

The city of Vienna, partly due to the channelling of resources to fight the Turkish threat, did not 

develop a renaissance architecture. However, the influence of Italian aesthetic was already 

present before the Baroque ideas acquire a true position. 

So after the destruction caused by Turkish attacks in 1648, the city was the target of 

reconstruction works and construction of new structures, gradually being transformed into a 

Baroque city. That is why it is a good case of a comparative study regarding  urban palaces. 

The construction of the eighteenth century urban palaces of Vienna was based on symmetry, 

materialized on the facade by dividing it into several sections - at least three - which gives special 

                                                             
4 Translated by the author from "tendência crescente para a busca de planimetrias regulares", in Leonor FERRÃO  - 
op. cit.,  p. 241. 
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emphasis to the central section and this accentuation of the symmetry axis by linking the noble 

portal and window positioned over it. These ideals of symmetry were still full of decorative 

elements aimed to create an imposing and dramatized image of the buildings. 

 

THE JOANINE PALACE IN LISBON IN CONFRONTATION WITH THE URBAN 

PALACE IN VIENNA 

 

The deployment types of the urban palaces of Lisbon and the urban palaces of Vienna varied 

according to the local town in which they were built, not following any particular model. The 

Palace of the Patriarchate, the Batthyány-Schönborn Palace and the Kinsky Palace are inserted 

in street fronts, following the alignment of the remaining buildings. These three palaces are those 

who are more embedded in the geometry of both cities. 

The Barbacena Palace and the Liechtenstein Palace have their deployment respectively in a 

street corner and in a double street corner. This deployment in double street corner also exists in 

Monteiro-Mor Palace on Calçada do Combro, with the difference that in the Portuguese palace it 

only fits a side facade and in the case of the Viennese palace, the two corners are bordering the 

main facade. 

Of all analyzed, Portuguese and Viennese palaces, the Ludovice Palace, Lavradio Palace and 

villa Galvão Mexia are the ones who have an isolated deployment. That is, they are those who 

have a more autonomous deployment. Villa Galvão Mexia, because it is a country house, 

presents itself even more isolated from the rest of the buildings than the two palaces and it is 

surrounded by large gardens.  

All eight buildings have approximately regular plans with quadrangular or rectangular 

configuration, and in most, the number of floors varies between five and six. There is only a 

palace with four floors - the Barbacena Palace - another with three - the Lavradio Palace - and 

the villa Galvão Mexia with two. The Vienna palaces have large courtyards that follow the same 

axis of symmetry of the facade and also organize the distribution of inner divisions. In the Lisbon 

palaces, the internal distribution of the divisions is also commanded by the axis of symmetry, 

responsible for structuring the facade. However when there are courtyards, these only have 

lighting functions and are not necessarily located in the shaft of the facade. Another differentiating 

factor between these palaces is the fact that the three from Vienna are deployed on flat land, 

while the ones from Lisbon are inserted on steep slopes zones. The irregularity of the land is 
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reflected in the facades, through the existence of buried floors in some building parts, while 

others are on the surface.  

Regarding the facades of the Lisbon palaces and Vienna it is possible to see in all the influence 

of Italian Baroque aesthetic. They all have their main facades arranged accordingly to a 

symmetry axis that distributes the openings and the decoration, also extending it to the inner 

spatial organisation. All palaces have their principal facades divided into three sections, with the 

central positioned more prominently. In the central sections on the symmetry axis, there are 

positioned noble portals and windows that are above them, linked to simulate that the upper limit 

of the portal is supporting the window's balcony. 

All palaces have different crowning in their windows and even between floors themselves. The 

type of decoration chosen makes it difficult to understand the hierarchy of the floors when viewed 

only from the outside, it is nevertheless common in Portuguese palaces that the main floor would 

be the third, after observing the interior plans. In the Viennese palaces the main floor also 

generally corresponds to a raised floor. 

 

THE MONTEIRO-MOR PALACE: COMPARISONS AND CONCLUSIONS 

 

The Palace of Monteiro-Mor, as thought by the Count of Tarouca, features a large central hall, 

which serves as a distribution axis of the remaining divisions, flanked to the west and to the east 

by two large wings. The west wing is reserved to the lady of the house and feminine life and the 

east wing is reserved for the householder and male life. These constructive options fall within the 

ideology of the Baroque city palace, sharing constructive and aesthetic similarities with some 

European palaces built in the same style. This style, however, despite having being originated 

from common Italian premises, had adapted itself to the ways, taste and culture of each country 

allowing the identification, beyond the obvious similarities, of some differences between the 

palaces of the various cities. João Gomes da Silva, for having various diplomatic posts in Europe, 

had the chance to travel and contact with many important architects; this expanded the taste for 

architecture he already had and allowed him to acquire a vast knowledge of the discipline. By the 

time he "designed" the perfect palace for his son, the Count of Tarouca lived in Vienna. These 

factors make the Monteiro-Mor Palace an unusual example of a Lisbon Baroque palace because, 

in its construction, spatial and aesthetics, it shows influences from the Viennese Baroque.       

João Gomes da Silva, in terms of deployment is conditioned by the pre-existing buildings, 

submitting his project to the block design and the street slope. This slope from east to west and 

from north to south, is sharp and is clearly expressed in the openings at ground floor level and in 
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the lowest number of floors in the building rear. In this aspect, the Monteiro-Mor Palace differs 

from Baroque palaces in Vienna and is similar to other Baroque palaces in Lisbon, as in Lisbon is 

also possible to check the influence of terrain irregularities, whether in the openings at ground 

floor level, as in the case of Lavradio Palace, Ludovice Palace and the Palace Barbacena, either 

because of the existence of buried floors on one side and in the other at the surface, such as the 

Patriarch's Palace.    

In order to highlight this palace from other buildings, and since the pre-existing do have double 

street corners on the west side, the Count projected on the eastern side a path to ensure the 

entry of light in the compartments stationed there. This desire to differentiate the urban palaces of 

the surrounding buildings is common to all the palaces have they either been built in Lisbon or 

Vienna. However, due to the tight design of the urban environment in the city centre, most of 

these buildings are set in street fronts, making its prominence and monumentalization by the 

scale and constructive and decorative details and not due to the fact that they do not have 

adjacent buildings. 

The Baroque palaces of Lisbon, as well as the Baroque palaces of Vienna have tended square, 

rectangular or irregular quadrilateral plans. Some Lisbon palaces feature interior courtyards, 

primarily for lighting, but none of them with a significant structural position. In contrast, all the 

Vienna palaces exhibit regular large courtyards, aligned according to the axis of symmetry which 

organizes the facades, with the inner rooms distributed around them. 

The Monteiro-Mor Palace plan despite having an unusual shape, about an irregular pentagon has 

an similar to the plants of the Vienna palaces, it also has a courtyard positioned accordingly to the 

axis of symmetry that structures the main facade and around which are distributed the internal 

compartments, preceded by a large covered hall. 

With regard to the materialisation of the facades, it appears that both Lisbon and Vienna palaces 

have influence of Italian Baroque aesthetics, all of which are arranged according to an axis of 

symmetry that establishes the distribution of the openings and decorative elements of the main 

facade which also affects the arrangement of the interior rooms. All palaces, more or less evident, 

have their facades divided into three sections, with the central arranged more prominently and 

whose axis is marked by the noble portal, topped by one or more windows. 

 The remaining windows on the main floor of the Lisbon palaces are all balcony windows, with 

guards in iron and the remaining floors may or may not also be balcony windows. In the case of 

the Vienna palaces all windows from both the main floor and the remaining floors are not balcony 

windows and have also aprons and elements to simulate balconies. In this aspect, despite all the 

palaces have similar facades, it is clear that the Monteiro-Mor Palace, despite being a Lisbon 
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urban palace, has more similarities to the Vienna palaces than with the Lisbon palaces, because 

in the main floor it also has all the windows  with aprons made of stone and fake balconies 

constituted by protruding cornices of the ground floor windows. The sole exception are the 

windows in the building cornerstones that present themselves as true balcony windows.   

A common feature of all the palaces is the fact that the windows crowning are different between 

the palaces and even between floors, making it sometimes difficult to identify the main floor just 

from outside. 

In terms of interior organization, at ground floor level, the Monteiro-Mor Palace remains similar to 

the Vienna palaces because, despite variations in dimensions, both the Vienna palaces and the 

Monteiro-Mor Palace, once crossed the noble portal, have a covered hall that leads directly to the 

courtyard, placed both the hall and the courtyard in the alignment of the axis of symmetry that 

structures the palaces outside and inside 

It is only possible to make a comparative analysis between the internal layout of the main floor of 

Monteiro-Mor Palace and between the inner organisation of the noble floors of three palaces of 

Lisbon - the Lavradio Palace, Barbacena Palace and the Palace of the Patriarchate - as on the 

other palaces, including Vienna’s, just could only be found plans of the ground floor. It is thus 

apparent that although the inner distribution and dimensions of divisions of the main floor may be 

different in all these palaces, they all have a symmetry axis that structures the main facade and 

extends into the interior fittings, causing the rooms to be organised approximately symmetrically. 

It is also verified that the noble rooms are always located next to the main facade, while the most 

private rooms are turned to the side facades, or rear or courtyard, when it exists.  

Comparing the reconstituted project devised by the Count of Tarouca to the Monteiro-Mor Palace 

and the plans of the current building, it is possible to identify numerous differences and, although 

subtle, some similarities. The first major difference between the two projects is based on the fact 

that the current construction of the plan was never completed, meaning that the entire eastern 

part of the palace, the one that the Count intended to be to the householder and male life, was 

never built. 

Currently the entrance hall is positioned at the place that was originally stipulated by the Count of 

Tarouca, but it is presented without coverage, such as a courtyard. On the contrary, the staircase 

now presents a different configuration, developing on the left in four consecutive flights around a 

square "pit" rather than from the sides and engage around the hall as contained in the original 

draft. Being the predicted hall transformed into a courtyard, it is clear that the salon that should be 

positioned immediately above this space was never built. 
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In the "project" of the Count, the square hall should be composed by twelve arches, three on 

each side, so that the ones positioned on the north side should enter the courtyard of the palace 

and the ones on the south side should be matched in the three arches that constitute the noble 

portal. The arches that should form the hall did not get to be constructed. However, despite the 

two side arches of the noble portal are closed by gates and overlapping windows and the centre 

arc also closed on top by a window, part of their original structure can still be seen inside the 

mezzanine which uses the respective upper regions. 

As the entrance hall, also the courtyard is currently positioned at the location that had originally 

been established by the Count. However, due to the fact that half of the palace did not come to 

be built, the courtyard also has the shape of half of what originally was its setup. This courtyard 

had also been initially designed to be all the same height, being closed on the north side by an 

alley or elevated walkway at the main floor level, however the courtyard now features different 

levels and it is only closed with a wall. 

Other differences can still be identified from the initial design of the Count of Tarouca and the 

current building, such as the materialization of the windows in the floor above the main floor in the 

main facade. These windows only exist in the current building as the Count expressly states that 

this is a mezzanine floor with openings only open to the inner courtyard and Travessa das 

Mercês - old Travessa do Jaques. 

Another case is the balcony that now, despite continuing to occupy the entire central section of 

the building has a very narrow width, whereas in the original draft presented itself re-entrant in the 

building with 3.52 meters wide, like a terrace. 

Despite all the differences between the two projects, the number of windows present in the west 

wing now built corresponds to the same number as the Count of Tarouca had initially planned for 

this wing. This means that if the palace had been completely finished and the balcony made 

accordingly to the initial plans, the palace would present the twenty-one windows designed by the 

Count in his first version of the plan to the main floor. 

Two other details that also remained from the original planes of the Count were firstly, the circular 

openings of the three windows present in the central section, although they are in an advanced 

plane in relation to which he had planned and, secondly the balcony window of the main floor 

inserted in the building side seams. This window came from the initial plans of the Count of 

Tarouca project because the windows of the main floor, positioned at the ends of the building, 

were inserted into the cornerstones and were balcony windows, differing from the others on the 

same floor. There should be two more windows as those that are currently in the western side 
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seam, however, as the east side of the palace was never built, the second pair of windows also 

was never materialized. 

The internal layout of the current plan of the fourth floor, which would be the one that would 

correspond to the noble floor plan conceived by the Count of Tarouca, now presents itself 

completely compartmented, and in a severe state of degradation. However, despite the state of 

degradation of the space and all the partitioning, is still partially visible, especially in the design 

plan, the scale of the ancient noble rooms as they were under the second project of the Count. 

Thus, it is possible to identify that the areas that once were the noble rooms, facing Calçada do 

Combro, were converted into offices, the chambers facing Rua do Século – old Rua Formosa – 

were transformed into a small ballroom and the compartments facing Travessa das Mercês have 

been modified to accommodate income housing. Observing only the current plant by the 

thickness of the walls and trying to abstract from the subdivision, it is possible to identify the place 

where the entrance salon and balcony should be positioned, as well as the two noble rooms in 

the main facade. Contrary to what is found in the first version of the noble plan proposed by the 

Count, wherein the first two noble rooms - the first chamber and the second chamber - are 

positioned with the lowest dimension, its width, oriented to the main facade, the two noble rooms 

of the existing plant are positioned with their greatest dimension, its length, oriented to the main 

facade.  

The third chamber designed by the Count of Tarouca is facing Rua do Século, as well as the third 

major room of the current plan. However, in the current plan the room called by the Count as the 

chamber and intended to be the lady's room does not exist.   

It is thus possible to note that the current plan, despite all the changes that it has been subjected, 

still has three major noble rooms, as had been originally conceived in the first noble plan version 

designed by the Count of Tarouca, although positioned partially differently, more in line with the 

second version. 

The current palace oratory was not built on the building's corner, as contained in the first version 

of the main floor proposed by the Count, having instead been placed facing the facade of the 

inner courtyard. Interestingly, the second version of the main floor - a reduced version of the first - 

the oratory, although of smaller dimensions, is approximately in the same place as in the plan of 

the current construction. 

In the first version of the noble plan proposed by the Count the service stairs were presented as 

shooting stairs with several overlapping flights, however, in the second version, at least one of 

these stairs was converted to a spiral staircase, as is it also observed in the current plan and its 

position also is about the same in both plants. 
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Between the plans devised by the Count of Tarouca and the resulting plans of the present 

construction, there is a nineteenth-century plan that is also a lifting of the palace but with some 

amendments. This plan does not draw conclusions or direct relationships with the plans designed 

by the Count, allowing only to realize that both the first version proposed by the Count and the 

second version were never built, although the existing building reflects some of Count of 

Tarouca's intentions. 

After perceiving all the similarities and differences between the project of the Count and the 

current building, it can be seen that firstly, the palace was never completely finished, losing early 

the idea of major project. Secondly the existing building, which is now the Monteiro-Mor Palace, 

does not correspond to a coherent project, but is instead the result of successive interventions 

and contributions from different authors, some almost coeval, mainly during the eighteenth 

century, but also with important interventions in the nineteenth century. 

Having regard to these reflections and conclusions, there were three major issues raised that 

remained unenlightened and may be elucidated in future work. The first question is based on the 

fact that from the various authors referred by the Count of Tarouca, stands for identification the 

one that is referred to as being Messier. The second question concerns the identity of who was 

responsible for giving to the built part of the palace the distribution that it has now, since the 

nineteenth century drawing corresponds to identifiable and less important changes. The third and 

final question is due to the intriguing fact that, despite the succession of interventions that reveal 

different conceptions of internal space, the building presents today the south and west facades, 

disregarding the upper floors added, with a consistency and quality of architectural design that, in 

the Portuguese context, denotes an originality which refers, after all, to the language and style of 

the Vienna palaces.   
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Fig.4. - Fourth Floor Plan of the Monteiro-Mor Palace  | Scale 
1:1000 
Source: redesign of the author based on bibliography, 2015 

 

Fig.5. - Noble Floor Plan First Version | Scale 1:1000 
Source: reconstitution of the author based on bibliography, 2015 

 

Fig.6. - Noble Floor Plan Second Version | Scale 1:1000 
Source: reconstitution of the author based on bibliography, 2015 
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