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ENGLISH "BAROQUE .AND CNGLISH PALLADIANISM 

T H E ARCHITECTURE of the eighteenth century in England reveals several opposing 
currents which can be distinguished without difficulty. It has become customary to 
subsume them under various headings, as English Baroque, English Palladianism, 
Neoclassicism, and Romanticism. However, apart from these major trends there 
were powerful undercurrents which remained unnoticed, but which were to fore-
tell the direction architecture was to take in the future. The question of ancestry is 
largely settled. It is now time to attempt to identify the germs of further develop-
ment, which in the end was to replace all traditional principles. One cannot sum-
marize the significance of these undercurrents in a few introductory words. 
Presenting them and commenting upon them is one of the major aims of this investi-
gation. It may be asked why these currents were ignored by practically all his-
torians. Several factors contributed to this oversight. In the first place, the fore-
most exponents of the new trends, the French architects of the revolutionary era, 
were almost completely forgotten. There was, or, to be fair, there could be no 
understanding for their achievements, at least not in the nineteenth century. Many 
symptoms of the deep-going renewal of architecture appearing in the extraordinary 
designs of the eighteenth-century reformers and experimenters could be compre-
hended only in a new period of abstract art. Moreover, most architectural his-
torians were guided by aesthetics handed down from the Renaissance which they 
considered not as the expression of a particular period, but as eternally valid. 
Basing their judgment on an obsolete and nearly petrified doctrine, they could not 
but charge all deviations to the imperfection of the artists. 

To obtain a better insight into the eighteenth-century development, or, for the 
sake of a fuller comprehension of the transformation of the Baroque, we have to 
turn to the latter's earlier stages. This will be done in Part II, which is devoted 
to the role of Italy in the process of architectural reorientation. One may question 
why, then, this investigation does not begin with Italy. The reason is that its topic 
is the eighteenth century, and especially its reform tendencies, in which we shall 
see that England was earliest, whereas Italy merely reached the critical stage of 
traditional building, but contributed little in the way of fresh solutions. Here as in 
Germany only a rather feeble resonance of the daring efforts of the French in-
novators accompanied the downfall of the Baroque. In conclusion, before entering 
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into details, it may be said that we shall not have to do with some new "style," but 

with a great movement of reorientation and reorganization, slowly rising and 

slowly expanding, yet full of promise for the future. 

Five years after St. Paul's in London was "happily finished" by Sir Christopher 

Wren, Colen Campbell brought out the first volume of the Vitruvius Britan-
nicus.1 A t its very beginning he illustrates Wren's cathedral and St. Peter's in 

Rome. His intention is not to present the two churches as models, but rather to 

prove he knows how to provide a better scheme. A t first glance one can recognize 

that his church, designed "at the Desire of some Persons of Quality and Distinc-

tion" for Lincoln's Inn Fields* in 1712, is obviously a modification of the two, but 

not an invention of his own.2 Whether it really shows some improvement over its 

predecessors need not be discussed here. Yet it is interesting to note what these 

modifications aimed at. He comments: 

The Plan is reduced to a Square and Circle in the Middle, which, in my weak Opinion, 
are the most perfect Figures. In the Front I have removed the Angular Towers at such a 
distance, that the great Cupola is without any Embarrass . . . the whole is dress'd very 
plain, as most proper for the sulphurous Air of this City, and, indeed, most conformable 
to the Simplicity of the Ancients.3 

"The Simplicity of the Ancients"!—this sounds rather like an utterance from the 

end of the eighteenth century than from its beginning, when the vivid, luxuriant, 

agitated art of the Baroque still had its sway over Europe. It does not matter that 

these views were expressed by an architect whom we today consider an artist of 

minor importance. His words were written and his scheme was set forth in Eng-

land, at a time when no one on the continent held similar views. W e shall have to 

come back to Campbell's viewpoint later. First, let us look at the architectural 

situation in England in the days immediately before and after the Vitruvius 
Britanniens appeared. 

One of the earliest of Christopher Wren's works, the Sheldonian Theatre at 

Oxford (1663-1669), is still Renaissance in the character of its decoration, in the 

clarity of its design, and in its reticent relief.4 Yet the facade also shows symptoms 

of the Baroque: the semipediments on the sides, leading up to the central pedi-

ment; the upper pilasters which combine with the engaged columns of the base-

ment to tie together the stories; the rather heavy entablature which unifies it hori-

zontally; and, above all, the emphasis on the center itself. Quite a few of these 

features call to mind typical Baroque facades. The motifs of unification and 

centralization appear in many later designs by Wren, as exemplified in those for 

Whitehall Palace (1669-1683),® and in another one for the same building (1698)." 

* All buildings, streets, etc., for which no location is given are in London. 
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At Marlborough House, on St. James' Park (1709),7 the unifying elements are 
the long-stretched balustrades, and the pilasters in the "French manner," that is, 
with rustication of stones "of the same Extent."8 The wall itself does not play any 
important role in the composition; high apertures prevail. Two typically Baroque 
tendencies were common in the works of Wren's contemporaries: that toward the 
"concatenation" of the parts, as Robert Morris termed it;9 and that toward the 
negation of the wall. One instance may be cited, that of the "Pilastrade" of Buck-
ingham House, "conducted by the learned and ingenious Capt. Wynne, Anno 

1705·"10 

Progressing from multiplicity to unity in his facades, Wren also went over 
from the single, vast, crowning feature developed in the great wood model for 
St. Paul's (1673) 1 1 to the pictorial grouping of the cathedral as it was ultimately 
carried out. The anecdotal report that Wren wept "in bitter disappointment" 
because of the rejection of the wood model may be true, yet despite his personal 
disillusionment he seems to have sensed that the model was not in harmony with 
the times. The Warrant Design of 1675 indicates how he struggled after exalting 
the dome over the required Latin cross by enhancing it with a superimposed 
steeple.12 The cathedral, as it was executed, offers a solution in the Baroque sense. 
The towers on either side, with the pediment of the front and the dome, form a 
group of several subordinates and a dominant. Thus Wren, imbued with the prin-
ciples of contemporary French architecture, and deeply impressed by Bernini 
whom he had met in Paris in 1665,13 reached the level his rival John Vanbrugh 
was attaining in the great houses of his early period. Very soon after the climax of 
English Baroque composition a sudden and profound change was to occur in 
Vanbrugh's later structures, foreshadowed, perhaps, in several capricious steeples of 
Wren's City churches and the Orangery at Kensington Palace.14 

Perfect grouping through concatenation and gradation is the characteristic 
feature of the first manner of Vanbrugh. Nevertheless, in many works of his the 
trend toward variety is even stronger than in Wren's designs. It may be that Van-
brugh's predilection for richness was inherited from his Flemish ancestors. The 
combination of lavish decoration and conventional composition in some of his 
early work makes him England's most Baroque architect, his ardor to overcome 
the inherited concepts, her most personal one. Joshua Reynolds, in the frequently 
quoted passage in his Thirteenth Discourse,15 has very well characterized Van-
brugh's first manner: the receding and advancing masses, the scenic arrangement 
on different planes; in short, the pictorial as well as the picturesque character of 
Castle Howard, Yorkshire (ΐ70ΐ-ΐ7ΐ4), 1β and Blenheim Palace, Oxfordshire 
(1705-1724).17 From the Baroque viewpoint, the plan of Blenheim being the 
more mature, the core formed by its great hall and salon is hardly inferior in unify-
ing power to the most advanced achievements of the continental Baroque. The 
facades of Castle Howard bear rich sculptural adornment. The balustrade, the 
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main cornice, the giant orders, the pilasters of the lantern, and the ribs of the 

dome convey the idea of coherence. 

The conventional means used in binding the parts together on Castle Howard 

are replaced by more vigorous ones at Blenheim Palace with its heavy segmental 

colonnades tying the main pile to the wings and its new, extremely significant 

manner of interlocking masses. T h e decorative variety of Castle Howard is given 

up in favor of strong contrasts. Blocklike masses seem to protrude from, or intrude 

into, each other. Fantastically shaped superstructures antagonize the massive angle 

turrets, round and square apertures, vases and statues add to the impression of 

unrest.18 Stressed contrasts play a still more important role in Vanbrugh's later 

works, particularly at Seaton Delaval. 

Thomas Archer, inspired more by Italy than by Vanbrugh,1 9 wanted to give 

to architectural work the plastic quality which distinguished Italian and German 

Baroque building but was rather rare in England. In St. Philip's at Birmingham 

(1709-1715) the apsis was curved, sharp edges were avoided by chamfering the 

steeple, and the dome was combined with the bell stage by scrolls.20 The same 

tendency toward unification appears on the church of St. John Evangelist, erected 

on Smith Square, London (1713-1728).21 His integration of the parts into a whole 

finds its most outspoken expression in the garden pavilion of the Duke of Kent at 

Wrest, Bedfordshire, which Archer built on a triangular plan in 1709.22 Here we 

find concatenation of the parts in space. The dome and the protruding curved 

walls suggest the unity of a single body. Archer's Baroque feeling also strongly 

manifests itself in many single features on St. Paul's, Deptford (finished 1730),23 

especially in the way the structure is tied to the ground by the curved stairs in 

front and the stairs on the sides. There is, moreover, a definite, throughgoing 

movement leading from the pedestals on the front stairs through the columns up 

to the tower. 

A n English architect-sculptor of the type that played such an important part 

in the artistic development of Italy all through the Renaissance and the Baroque 

was Thomas White of Worcester, to whom a few buildings are attributed.24 But his 

rich sculptural embellishments on the Guildhall at Worcester (1718-1723),25 

lack the function which the decorations of Castle Howard provide, that is, of 

forming a coherent pattern of lights and shadows. White would rather achieve 

the integration of the parts by the use of curves. Segmental pediments unify the 

central parts of the Guildhall, the Deanery,26 and St. Nicholas at Worcester,27 just 

as Wren emphasized the central bays on Christ's Hospital in London (1682) 28 

The plastic character of both the single features and the architectural body in 

the works of James Gibbs show he belonged to the group of Wren and Archer. 

St. Mary-le-Strand in London (1714-1717),29 reveals how this pupil of Carlo Fon-

tana30 proceeded, with much taste, along the traditional line. Yet one should not 

understand "tradition" as simply to mean the use of classic features. What it 
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means, above all, is a certain preconceived idea of the relationship of the parts to the 
whole. In his Boo\ of Architecture (1728), Gibbs makes the following statement: 

It is not the Bulk of a Fabrick, the Richness and Quantity of the Materials, the Mul-
tiplicity of Lines, nor the Gaudiness of the Finishing, that give the Grace or Beauty 
and Grandeur to a Building; but the Proportion of the Parts to one another and to the 
Whole, whether entirely plain, or enriched with a few Ornaments properly disposed.31 

When we compare St. Mary-le-Strand with the Banqueting House by Inigo 
Jones,32 we find that the latter has only straight-headed windows on the upper 
floor, while the side elevation of St. Mary's presents a rhythm of alternating tri-
angular and segmental pediments above the main cornice and strong rhythmical 
accents all over the surface. The vertical and horizontal ligaments and the attempt 
to group the single features are the chief characteristics of Gibbs's church. In quite 
a different manner did he obtain the concatenation of the parts in his design for 
the "Publick Building" at Cambridge (fig. 1 ) one wing of which, the Senate 
House, was built between 1722 and 1730.33 Here the balustrade and the cornice 
play the foremost role in horizontal binding, while the colossal half-columns and 
pilasters achieve unity between the two stories. 

Akin to Gibbs's Senate House, and to the much earlier Buckingham House by 
Wynne,34 are some structures by Francis Smith of Warwick. On Stoneleigh 
Abbey, Warwickshire (about 1720),35 three stories are tied together by colossal 
Ionic pilasters. Sutton Scarsdale, Derbyshire (1724),36 with only two stories, is 
still more like the Senate House at Cambridge.37 

In his publication on the orders, Gibbs decided to follow Palladio's propor-
tions;38 as he followed him also in the plans of many country houses. The type 
most common among Palladio's villas, a dominating pile with lower pavilions 
"join'd to the House by circular Arcades,"39 reappears in a great number of Gibbs's 
designs.40 The more exceptional plan of the Villa Rotonda—a square with a cir-
cular main hall in the center—inspired Gibbs in two instances.41 

However, besides these designs of little originality, Gibbs produced others with 
a curious, unwonted emphasis on elementary geometrical forms. The Radcliffe 
Camera at Oxford (1737-1749)42 is a massive cylindrical structure rising on a 
"regular polygon of sixteen sides."43 Several earlier pavilions and summer houses 
are composed in plain circular or octagonal shapes.44 The Octagon at Orleans 
House, Twickenham (1720), is regarded as a masterwork of Gibbs.45 We do not 
know whether aesthetic or merely practical considerations were responsible for 
the form of the Radcliffe Library; but the variations of the pavilions indicate a 
definite predilection for the elementary forms. The most striking instances of this 
predilection are two "round draughts" (1721) among the projects for St. Martin-
in-the-Fields (fig. 2).46 These were rejected because they were too costly,47 but 
the architect must have rated them highly, for he inserted them in his book. The 



8 E N G L A N D 

cylindrical shape of the main body in these projects is not the only remarkable 
thing about them. Still more characteristic is the way in which the body is 
squeezed between the prisms of the west and east ends (fig. 3). The feeling for 
concatenation, typical of other edifices of Gibbs, is gone. Instead of an organic whole, 
there is an aggregate of geometrical elements. On the exterior of the actual church, 
the antagonism of the "disparate elements of temple and tower" (fig. 4)48 is equally 
significant as a symptom of the tendency toward a new order of the constituents. 

Now we become aware that Colen Campbell's praise of the "Square and the 
Circle" as "the most perfect Figures" was in no way fortuitous. Nor was the tend-
ency toward the independence of the parts shown in the "round draughts" merely 
an occasional aberration. Soon we shall see how elementary geometrical forms 
found an ardent advocate in Robert Morris, and shall learn that Vanbrugh, in the 
same manner as Gibbs, progressed from Baroque concatenation and gradation to a 
more individualized treatment of the parts. Also various other designs on unusual 
plans were published, for example the circular and octagonal houses ascribed to 
Inigo Jones.49 The trend toward the geometric gained momentum in the eight-
eenth century when the far more significant attempts at a new order of the com-
ponents became the main concern of the architects. 

We have been able to distinguish two different manners in the work of Gibbs 
who was a traditionalist in the double meaning of adhering to Baroque principles 
and of following Palladio. Yet he also exhibited strange and novel traits in his 
work. John Soane, in an opinion similar to mine, noted the mingled concepts in 
St. Mary-le-Strand and in the execution of St. Martin's. St. Mary-le-Strand looked 
to him like the work of Borromini, Vanvitelli, and Fuga. Soane characterized it as 
"divided and subdivided into so many parts, and . . . crowded with Decorations 
of every kind" and, above all, objected that "there is no principal feature . . . to 
which every other must be subservient . . ." The great merit of St. Martin's, how-
ever, consisted, for him, in that "there is sufficient Variety to keep the mind em-
ployed with an Uniformity and Simplicity that reminds us of the Temples of the 
Ancients," although it has deficiencies, too, for it "partakes of the fashion of the 
day, to which Gibbs himself contributed greatly by his rustics, consoles, and other 
incongruities," and is to be censured for "the interruption caused by the dis-
cordant, unmeaning, and clumsy rustication of the Doors and Windows."50 

From this criticism we may gain insight into two important factors which will 
be corroborated by many instances in the course of this investigation. First, we 
learn that this neoclassicist of the late eighteenth century was opposed only to the 
overdecoration of the Baroque, but not to its compositional principles.51 Second, 
we may infer that those "incongruities" of the "fashion of the day," which, in 
later stages, were to play an increasing role, were akin to the symptoms of dis-
integration in late Baroque composition. Later we shall become aware that there 
was no sudden break in the eighteenth-century development, but a consistent 



BAROQUE AND P A L L A D I A N I S M 9 

evolution. From the dissociation of the old, a new order was to rise. Only for the 
short period between about 1760 and 1790, when the transformation reached its 
highest peak, particularly in France, may one speak of a revolutionary movement. 
Then the rising and subsiding currents were so intermingled that to the retrospec-
tive view the continuity disappears in the uproar. 

If, now, we turn to Isaac Ware, it is chiefly to consider his publication, A Com-
plete Body of Architecture. Published perhaps in 1735, it contains the quintessence 
of the architectural doctrines embodied in all eighteenth-century work of the con-
ventional type. Although Ware thoroughly treats "the Ornamental Parts of Build-
ings,"52 as well as the practical details, he emphatically warns the student not to 
lose sight of the whole: 

. . . the orders of architecture, which give the greatest beauty that can be communicated 
to a building, . . . are not essential parts, because very good, nay very elegant, edifices 
. . . may be erected wholly without them. . . ,63 The student may be assured that he will 
never execute that design well which he contrives by piece-meal. All must be planned 
together, and every part regulated upon a just idea of the whole.64 

Ware condemns everything which might impair the integral nature of the 
structure: 

In houses which have been some time built, and which have not an out of propor-
tion room, the common practice is to build one to them: this always hangs from one 
end, or sticks to one side, of the house, and shows to the most careless eye, that, though 
fastened to the walls, it does not belong to the building.55 

These passages were written still in the spirit of Leone Battista Alberti who 
had seen in "Beauty . . . a harmony of all the parts . . . fitted together with such 
proportion and connection that nothing could be added, diminished or altered, 
but for the worse."56 The parts should be integrated in the structure, and the 
building itself integrated into the environment. "The first thing he [the architect] 
is to consider is the outline of the edifice; he is to study what figure will best lie 
upon the spot, will best fill it, or best become it."57 

This admonition may seem in no way remarkable. Yet let us state here that 
when these words were written, architecture had already reached the threshold of 
a new era, with definitely different views on composition; an era in which the 
building was no longer expected to merge into its surroundings, but abruptly to 
part company with them and to rise in splendid isolation. 

Ware still recommends supple curves which lack "harshness in the angles,"58 

and thus are apt to combine one feature with the other, the main pile with the out-
buildings, the "fabrick" with nature. Like the Baroque architects of the early 
century, Ware is fond of harmonious variety: 

It is certain that variety is the source of great pleasure to the eye, yet there is to be an 
uniformity preserved in buildings.59 
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. . . there ought to be, in this apparent external division, what we recommended to him 

[the young builder] before so strongly for that within, a conformity of all the parts, 

first to the whole building, and next to one another.60 

T h i s great precept is brought out repeatedly in W a r e ' s book, 6 1 in varying 

contexts. W e cannot doubt that this was his o w n belief and not merely a doctrine 

taken over f r o m some revered authority. In addition to his general remarks on 

"the disposition of parts in an edifice,"6 2 he puts forth precepts concerning par-

ticular problems w h i c h l ikewise are in concordance w i t h the practice of the early 

eighteenth century. W a r e wants the traditional enfilade to be observed regardless 

of its practical disadvantages: 

. . . it may be laid down as an unanswerable rule, that the entrance, or principal door, 

of a house ought always to be in the centre; and that we must content ourselves with 

this string of unbroken or uninterrupted apartments in the upper floor, and even there 

it is often attended with great inconveniencies.63 

F r o m the belief in the importance of unified composition, W a r e ascends to the 

ultimate d o g m a of the Baroque creed. H e advocates gradation: "Var iety . . . may 

be g iven in a bui lding of some extent, by the various elevation of different parts"64 

( m y italics). T h e differentiation of the constituents is the best help against 

m o n o t o n y : 

T h o u g h it be incumbent upon the architect to give a proportion and harmony to the 

whole building, and to make every part of it as suitable to that whole as its nature will 

admit, yet he must not endevour to make all equally elegant.65 

T h e symbolism of the rusticated basement appealed to W a r e as to any Baroque 

architect: "It looks as a rock upon w h i c h all the rest is raised."6 8 

Such was the thought of Isaac W a r e . T h e plans and elevations he illustrates are 

conceived in the spirit of B a r o q u e composition (f ig. 5) . 6 7 W h e t h e r his facades are 

rich or plain, they present gradation and reciprocity of the parts. Besides A Com-

plete Body of Architecture, W a r e brought out a translation of the Four Boo\s of 

Palladio wi th the assistance of the Ear l of Burl ington (1738).6 8 W e must give 

credit to the scrupulousness of both m e n w h o cooperated in this endeavor to 

provide an "exact copy" in " a strict and literal translation, that the sense of our 

author m i g h t be delivered f r o m his o w n words . " 6 9 T h u s , they declare themselves 

to be adherents of Palladio, as, indeed, they were recognized to be by almost all 

commentators. Is there a contradiction between this v iew and the one w h i c h holds 

that W a r e was a Baroque architect? T h e label "Palladianist" has been used in 

architectural history again and again in a rather vague manner. It may therefore 

be good to review, at least briefly, the teachings and the practice of Pal ladio h im-

self. T h e elucidation of Palladio's intentions is a necessary preparatory step before 

w e attempt to comprehend the ways of eighteenth-century architecture. 
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There were times in which Palladianism meant restraint, simplicity, and clarity. 
There were other times in which it was identical with academic correctness and 
cool aloofness. Only too often a few features, or a few buildings, were singled out 
in Palladio's work and set forth as representative of his style. Some authors of text-
books content themselves with the simple equation: pediment plus portico equals 
Palladian.70 These features were obviously not characteristic of him alone. What 
he made out of them is important. In order to grasp the essence of his artistic will, 
we have first to find out his attitude towards that most basic problem of all archi-
tecture, "composition."71 

Each architect is guided in his work by a leading compositional ideal, an archi-
tectural Gestalt-ldeal, which he shares with his contemporaries. We may speak of 
any period of time as being of one and the same artistic epoch as long as the very 
same ideal of configuration dominates. The arrangement of the parts of every 
single work, and quite particularly their relationship to the whole, derives from 
the compositional ideal of the era. The "architectural system" is the visualization of 
the particular Gestalt-ldeal. (For the moment, the historically extremely important 
overlapping of different trends may be disregarded. Part II of this book will discuss 
more extensively my understanding of the architectural system.) 

Only a few passages in Palladio's Four Books on Architecture reveal his ultimate 
goal in composition, yet these passages speak a clear language. In the first chapter 
of his First Book he gives a definition of beauty: 

Beauty will result from the form and correspondence of the whole, with respect to the 
several parts, of the parts with regard to each other, and of these again to the whole; 
that the structure may appear an entire and compleat body, wherein each member 
agrees with the other, and all necessary to compose what you intend to form.72 

Thus he advocates the concatenation of the parts, and their integration into the 
whole; to which precept he adds another, demanding that there shall be one ruling 
part: 

I have made the frontispiece in the fore-front in all the fabricks for villas, and also in 
some for the city, in which are the principal gates; because such frontispieces shew the 
entrance of the house, and add very much to the grandeur and magnificence of the 
work . . . the fore-part being thus made more eminent than the rest.73 

Because of the significance of the matter, another quotation may be cited: 

The loggia's have frontispieces, which . . . give no small grandeur to the fabrick; making 
it more elevated in the middle, than it is in the flanks, and serve to place the ensigns.74 

His third chief goal, therefore, is the differentiation of the parts by distinguish-
ing between dominant and subordinate. None of these three goals of concatenation, 
integration, and gradation, has anything to do with the imitation of the ancients, 
but each was a contributing factor building up the theory of proportions which 
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was to fill so many pages of Renaissance and Baroque treatises. Concatenation, in-
tegration, and gradation were the fundamental principles which made the Re-
naissance and the Baroque one system in spite of all differences between the two 
stages.75* 

In Ware's time the doctrine of Palladio was still alive. Many a doctrinaire was 
just able to pick from it the utterances of reverence toward antiquity. However, 
Palladio was revered by the true architects so long as they held the same views on 
composition, whether they were more conservative or went on to the utmost pos-
sibilities of the Baroque system. 

Finally, a word must be said about Palladio's attitude toward the material. The 
above-quoted passage on "beauty" throws some light on this point. The building 
is to him a "body" and the parts are its "members." It is extremely important to 
recognize this concept of organic architecture. Concerning this point, two more 
quotations may find a place here: " I say therefore, that architecture, as well as all 
other arts, being an imitatrix of nature, can suffer nothing that either alienates or 
deviates from that which is agreeable to nature."78 And, in dealing with his Villa 
Mocenigo, he speaks of the "Four loggia's which, like arms tend to the circum-
ference, seem to receive those that come near the house."77 

Palladio's buildings conform to his theory. Yet one should not illustrate the 
Rotonda (or Villa Capra, Vicenza), as the archetype of Palladianism, as it has 
become customary to do. Its form is exceptional in his work. He himself felt he 
had to justify it: "It is upon a small hill . . . and therefore, as it enjoys from every 
part most beautiful views . . . there are loggia's made in all the four fronts."78 All 
the other villas, however, most certainly follow the Baroque system. Especially 
characteristic are those with side pavilions connected by aisles to the central pile, 
for example, the Villas Badoer79 or Barbari,80 or the beautiful group of Villa Tris-
sini.81 The frequent use of colossal orders is likewise in conformity with the 
Baroque system. Nor can one overlook the Baroque climax in the cupolas of the 
Redentore and San Giorgio, in Venice. 

Giacomo Leoni was one of the early eighteenth-century "Palladianists" to whom 
the spirit of Palladio's architecture meant more than the pedantic obedience to 
immediate details. Isaac Ware blamed Leoni for having dealt too freely with Pal-
ladio's text when bringing out the Four Boo^s.82 In Leoni's works, such as Lyme 
Hall,83 and the house at Moor Park, Hertfordshire,84 both of the 1720's, there is 
"Palladian" concatenation by the use of colossal columns or pilasters, and gradation 
by the emphasis on the center and the opposition of the "Rustick" basement to 

* In my comments on the changes in the eighteenth century I shall use, for the sake of 
brevity, the term "Baroque system" instead of "system of the Renaissance and the Baroque." 
Concatenation, integration, and gradation were disregarded by the Mannerists, in that stage 
between Renaissance and Baroque formerly known as the Late Renaissance. On Mannerism 
see Part II. 
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the smooth upper walls. Leoni connected the main building at Moor Park with 
the outbuildings by curved colonnades,85 which were removed in ΐ785·8β 

Lord Burlington is commonly regarded as the most prominent figure of Eng-
lish Palladianism. It is interesting to see how Burlington, with all his admiration 
for the great Italian master, moved away from him. Like many of his countrymen, 
Burlington possessed far more originality than art history has so far recognized in 
eighteenth-century English architecture. Rudolf Wittkower rightly notes in Bur-
lington's Tottenham Park, Wiltshire, of 1721 a certain "staccato" quality and re-
marks, "every one of [its] parts forms a distinct unit of its own." 8 7 Yet I believe 
one should not consider this as Palladian. The somewhat similar plan of Villa 
Mocenigo shows how dear to Palladio were the tying curves. Still farther away 
from Baroque compositional principles is Chiswick House, Middlesex (about 1727). 
In support of this view I should like to refer to the excellent observations made by 
Fiske Kimball and Wittkower. Both authorities point out the pattern of the garden 
front of Chiswick, on which little is left of the traditional centralization.88 Witt-
kower, moreover, remarks about the relation of the villa to a wing connecting it 
to an older building, that "the break between them was made quite definite."89 

Also in the details, Burlington was far from copying Palladio's Villa Rotonda. H e 
appended to both main fronts imposing open stairs and thus made a concession to 
the pictorial tendency of the scenic Baroque. These lively flights of steps link 
the architectural body to the ground with greater intensity than the straight stairs 
of the Rotonda. Likewise un-Palladian,90 though in quite a different way, are the 
overarched Venetian windows of the north front.® 1 These deserve particular atten-
tion because they were to become very popular in the course of the century. 
They represent a definitely un-Baroque variation of the Palladian motif, for the 
outer arch deprives the central light of its predominance. In spite of his academic 
conviction, Burlington, the artist, deviated from Palladio's models, both when he 
was more Baroque—as in the exceptional feature of the stairs and the lofty dome 
of Chiswick—and when he was less Baroque—as in the total composition and the 
garden-front windows. 

The Assembly Rooms at York (1730-1736) may have been inspired by Palladio's 
drawings of Roman halls. More noteworthy, here, however, seems to be the appear-
ance of a new compositional principle. The goal now is no longer unifying the 
parts, but contrasting them. The curved vestibule is opposed to the straight front 
wall above; the arcades to the oblong windows; the balustrades to the pediments.82 

H o w Burlington ultimately aimed at modern plainness can be seen in his project 
for Kirby Hall, Ouseburn (about 1750), which'was carried out by Roger Morris.93 

It happened of course eventually that so-called Palladian devotees misunderstood 
the architect of Vicenza. Thus it came about, for example, that the Palladian Bridge 
at Wilton House, Wiltshire, by Roger Morris, as well as that at Prior Park near 
Bath,94 misses the basic idea of Palladio's bridge95 with its three loggias climaxing 
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in the high middle one, although they show the noble proportions and the purity 

of design so often exalted as truly Palladian. 

W e have seen that Colen Campbell believed himself to be able to improve on 

St. Paul's of London. Another ambitious aim of his was to surpass the Villa 

Rotonda.96 His improved, or, as he modestly asserts, altered version of Mereworth 

Castle near Maidstone, Kent,97 completed in 1723, is just as exceptional in his work 

as the Rotonda is in that of Palladio. In general Campbell follows the regular pat-

terns of the Palladian Baroque. H e emphasizes the center, either by a porch (Wan-

stead House, for Richard Child, Essex),98 or by a loggia (design of a house in-

scribed to the Earl of Halifax in 1715)99 or by two superimposed orders (design 

for Lord Percival, 1715).100 Often he presents a change in texture by setting the 

rusticated basement against the smooth upper walls, as, for instance, in the design 

of a house inscribed to the Earl of Islay (1715) 1 0 1 and Burlington House in Picca-

dilly (1717).102 He adopts the Baroque system in the interior, also, making the 

great hall and the salon the core of the whole, and linking the rooms together by 

the enfilade (Wanstead,103 houses for Lords Halifax104 and Percival105). Campbell 

makes a significant remark about the Halifax design, which reveals that he no 

longer liked the Baroque ways of treating the walls: "Here the Windows are placed 

at due distance, and free from that bad Effect we so frequently see when they are 

crowded, which destroys that Repose and Appearance of Strength, so necessary in 

Architecture." 

In several cases it is easy to trace the Palladian models. The square forecourt of 

the Percival house shows a certain dependency on the Villa Marco Zeno106 or the 

Villa Ragona.107 The plan of Goodwood, Sussex (1724),108 with its curved colon-

nades is apparently inspired by the Villa Badoer109 or the Villa Trissini.110 Never-

theless, significant deviations from Palladio are not rare in Campbell's oeuvre. His 

houses are more restrained than even Palladio's plainer structures, and much more 

so than the Basilica of Vicenza or the Loggia del Capitano. In the first project in-

scribed to Robert Walpole, Campbell "endeavored to introduce the Temple Beauties 

in a private building,"1 1 1 but usually he prefers rather plain fronts, as in the 

Hotham house at Beverley, Yorkshire,112 Hedworth House in County Durham 

(1716),113 Walpole's Houghton Hall, Norfolk, 1 1 4 and Goodwood. Goodwood has 

two mezzanines which disturb the equilibrium of the stories. Here, as on Hed-

worth, the center is only slightly stressed. Remarkable originality appears in the 

layout of Houghton Hall (carried out for Walpole, 1722-1735). Its pavilions are 

connected with the main house by colonnades, and yet seem to be self-contained 

units. 

T w o of the earlier projects follow the layout of the Villa Francesco Pisani, 

which is unique in Palladio's work, for the main house and the outbuildings are 

equal in depth and almost equal in height.115 Similarly, in the first design for 

Walpole 1 1 6 and the house of Charles Hotham, the office buildings run parallel to 
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the main building and are only loosely connected to it by a gallery or by a "Rustick 
Arch." 1 1 7 The project for Walpole must have been particularly dear to Campbell. 
He presents it for a second time with certain modifications at the end of the third 
volume of the Vitruvius Britanniens, dating the design 1724.118 

The loose connection of main house and pavilions characterizes also the house 
which was built about 1710 for Lord Bingley, Bramham Park near Leeds.119 Two 
wings projecting from the central structure were connected by Tuscan colonnades 
to outer pavilions. The wings belong, bodily, to the center, but in appearance, to 
the pavilions. This inconsistency of the whole, as well as the stressed cubism of 
the masses, is new, and very characteristic of the changed concepts of composition. 
"The Front is of an elegant, though plain Manner."120 

In his text, Campbell attacks the "excessive ornaments"121 of Bernini, Fontana, 
and Borromini, but does not blame Wren, Vanbrugh, Hawksmoor, and Archer for 
their tamer performances.122 It may be that out of personal regard he spared the 
English architects. Yet his praise of simplicity again and again occurs in his book. 
In speaking of a church design of his, he boasts of having "abstained from any 
unnecessary Ornaments."123 Just as he commends the "plain Manner" of Bramham 
Park, so does he praise the "Majestick Simplicity" of Inigo Jones's St. Paul's, 
Covent Garden (1638).124 He seems to have been recommending himself by taking 
the part of reticence. Now we understand better his criticism of St. Paul's Cathedral 
and of St. Peter's of Rome. Clarity of appearance meant more to him than the 
Baroque interplay of the parts. 

To sum up: As early as the beginning of the eighteenth century, Colen Camp-
bell's work manifests deviations from the Baroque, in an inconspicuous yet un-
mistakable way. We can sense the coming of a definite anti-Baroque feeling in 
both his works and his words. The first, however, who truly shattered the Baroque 
system was Vanbrugh in his second manner. 
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THE FIRST OPPONENTS OF TRADITION 

WE MAY measure the "greatness" of an artist according to an aesthetic canon we 
ourselves have chosen as a yardstick, or we may find larger significance in his 
versatility and independent thinking. If we prefer the latter qualities, then Van-
brugh, so often disparaged and even ridiculed, will come out as the most prominent 
personality of England's eighteenth-century builders. When I speak of his first and 
second manners this should not be understood as denoting early and late works. 
"First manner" rather refers to those designs in which he followed Baroque prin-
ciples more or less closely; "second manner," to those in which, primarily, he 
struggled to get rid of inherited modes. The two manners ran parallel through all 
his work. Yet the second seems always to have been the stronger and more in accord 
with his proper will. It showed already in the Goose-Pie House in Whitehall, 1 25 

of about 1700: in its composition this house went ahead of the most progressive 
achievements of the eighteenth century. Because of its odd shape Jonathan Swift 
called it "a monstrous pile." It was a revolting sight to contemporary eyes; it seems 
revolutionary to posterity. In the opinion of Geoffrey Webb it might "be ignored 
as evidence of style." I cannot share this view, either with regard to Vanbrugh's 
personal style, or to that of the period. The house with its vigorous and somewhat 
bizarre handling of both masses and details was truly Vanbrughian. And it appears 
to be highly expressive of the rising century, as soon as we desist from thinking 
merely in terms of the commonly accepted styles and, eventually, their revivals. 
Having become aware that there was not, perhaps, just one more "style" in the 
Age of Reason, but a momentous movement of artistic reorientation, I recognized 
the little house as one of its first manifestations, and Vanbrugh, though certainly 
not its creator—for such movements originate on a wide front—as one of its great-
est exponents. 

Goose-Pie House was distinguished by dissonances both on the surface and in 
the masses, by emphasis on cubes, and by the "disproportionate height, and the 
scale of the rustication." Unhampered by the usual regard for a patron, Vanbrugh 
here tried out what could be done for the redemption of architecture from tradi-
tional tenets. 

In 1710 Vanbrugh started to work on King's Weston in Gloucestershire.126 Its 
calmness and sobriety are exceedingly striking beside the richness of Castle Howard. 

16 
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W e have seen how the far less original Campbell hastened to show his understand-
ing of the newly arising trend toward simple, elementary forms. Apart from the 
row of chimneys, there is nothing on King's Weston to be compared with the fan-
tastic skyline of Blenheim Palace. Nor is there any reminiscence of the play of 
light and shadow of Castle Howard on the flat walls of the Gloucestershire struc-
ture with its prevailing horizontals. 127 Richly decorated walls suggest the con-
tinuity of inner and outer space; undecorated walls stress the mutual independence 
of these areas. Sculpture was not an incidental but an integral part of the archi-
tectural system of the Baroque. It had a definite and very important part in the 
realization of the great concept of integration; it was supposed to be the mediator 
between the limitations of the interior and the infinity of nature. King's Weston, 
however, looks almost hostile in its surroundings. Here the architect has passed 
from the all-embracing Baroque composition to the new principle of isolation, 
about which we shall soon learn more. The transition from effusiveness to reserve 
is a historical fact of great significance. It should be so considered, no matter whether 
our individual taste agrees with the older attitude, or with the modern one. 

The unwonted aspect of the exterior is not the only curious thing at King's 
Weston. Avray Tipping has published a series of projects made for it about 1718 
which display Gothicizing features. 128 It is not known whether Vanbrugh himself, 
or a certain "Mr. Price of Wandsworth," is responsible for these. Yet it is interesting 
to see that in one and the same moment the discontent with the Baroque found a 
twofold expression: in the progressive attempt to evolve a new principle of com-
position, and in the reintroduction of features of a remote past. " T h e time was not 
yet ripe for the picturesque and romantic," Tipping rightly remarks. 129 It was still 
less ripe for a new concept of the general arrangement. Vanbrugh's own "castle" 1 8 0 

and Maze Hill House 1 3 1 next to Greenwich Park ( 17 17 ) are further instances of 
that "false dawn of the Gothic revival" 1 3 2 appearing on some minor structures of 
Castle Howard. 1 3 3 

More significant than the appearance of Gothicizing features is Vanbrugh's treat-
ment of the details. W e find in it, beyond his personal style, the reflection of the 
general unrest that was to increase steadily in the course of the century. In the 
center of the east front of King's Weston, under the heavily projecting cornice, a 
straight window heading carried by brackets protrudes boldly. 134 The entrance 
door is subdued by all the heavy motifs above. Near the castle, hidden behind 
shrubbery, the brewhouse stands, with a machicolated frieze. Most noteworthy is 
the vigorous treatment of the arched door. Its oversized keystone and the heavy 
blocks flanking it seem to struggle against the projecting window sill above. 135 On 
the house in St. Michael's Street, Oxford, commonly ascribed to Vanbrugh, and 
named after him, 1 3 6 the short cornice in the center below the top story recalls the 
similar motif on King's Weston. It is, once more, a feature rebelling against being 
integrated into the whole. 
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The curious belvederes on top of the angle towers of Eastbury Park in Dorset 
(1718) were truly Vanbrughian features. The plan differs markedly from the 
architect's earlier works, the Baroque scheme of wings spreading from the central 
body being replaced by the loose appendage of the outbuildings.137 Campbell 
reached only the stage of a hardly perceivable weakening of the traditional pattern; 
Vanbrugh made an important step ahead. At Seaton Delaval, Northumberland 
(1721) (fig. 6), 1 38 the struggle between the elements breaks loose. There is nothing 
more of the Baroque harmonizing and blending of the parts. The crowning pedi-
ment, the chimneys, and the roof balustrades of the lateral towers rival for domi-
nance; octagonal angle turrets are contrasted to ringed column shafts. The change 
of the wall texture adds to the uproar. The center of the entrance front is rusticated, 
but flanked by smooth sides and topped by a smooth attic wall. A bold intruder, it 
tears the front apart. The tripartite door, the group of three windows high up 
(both remote descendants of the Palladian motif), and the lunette oddly inserted 
between them have nothing in common with the oblong windows of the sides. 
Discord reigns between the elements. Still greater incongruities become apparent 
in the protruding square towers on the sides which contain the staircases.139 On 
these the rustication runs high up and is contrasted to the flat top story with big 
Palladian windows. No trace is left of the old proportionality and the old 
equilibrium. Almost any part of the structure is a menace to the others. 

Grimsthorpe Castle, Lincolnshire,140 partly rebuilt by Vanbrugh in 1723, is far 
more composed. It was in Seaton Delaval, that grandiose protest against convention 
and the apogee of his second manner, that Vanbrugh said the last he had to say 
as an architect. 

We have distinguished between the first manner of Vanbrugh, showing him 
close to the Baroque, and his second manner, revealing him as an opponent of its 
principles. But we should not pass over yet another possible interpretation, for it is 
the task of the historian to pave new approaches rather than to set forth a dogmatic 
view. The second interpretation would place Vanbrugh's whole production on a 
common denominator. The multiplicity of features and the consequent unrest, both 
recognizable in his work, or the unmistakably oppositional character of all his de-
signs, could be regarded as a return to the English concept of building prior to 
Inigo Jones, and thus as a protest of the vernacular against Italian formalism. But 
the subsequent development did not lead in this direction, excepting, perhaps, only 
certain side currents of romanticism. Both architects and patrons usually preferred 
to accept the Italian fashion, rather than to go back to an Elizabethan Revival. It 
will, of course, remain an open question whether Vanbrugh was guided by the 
idea of reviving the older style, or was aiming at a new order. The latter alterna-
tive seems to be more in accord with the general trends, as the following investiga-
tion will show by a great many works of a great many architects. 

Another architect who in his structures opposed the Baroque system in the 
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strongest way was Nicholas Hawksmoor. H e discarded the Baroque plan, dis-
rupted unity by bizarre forms, and at the same time liked to emphasize solid walls. 
Antithesis of the elements is the basic idea of all of his designs. Lord Leimpster's 
house, Easton Neston, mainly completed in 1702, 1 4 1 is still a Baroque group in 
the general layout as well as in its elevations with their continuous lines and the 
climaxing central part. Yet the Baroque scheme is abandoned in the plan of the 
main building. The single rooms do not tend toward a dominant center, but are 
freely arranged. Hawksmoor's proper style can be found on the east front of the 
Queen Anne Block of Greenwich Hospital ( 1705- 17 15) . 1 4 2 The windows in the 
center are set in deep recesses forming a striking contrast to the massiveness of the 
piers and the side walls. The antagonism of the elements is also the main char-
acteristic of the architect's churches. St. Mary Woolnoth ( 17 16- 1727) 1 4 3 shows a 
definite predilection toward cubes. Yet while the facade of Wren'« St. Lawrence 
Jewry, 1 4 4 likewise cubic, is adorned with engaged columns and alleviated by high 
windows and niches, that of St. Mary's is conspicuous by the massiveness of its 
walls. On the latter, the boldly projecting cornices of the tower, the unorthodox 
design of the main front, and, still more, the three gigantic niches with inserted 
small windows, on Lombard Street, tell of the unrest that had taken hold on archi-
tecture. The lanterns of St. Anne's, Limehouse ( 17 12- 1724) , 1 4 5 and St. George-in-
the-East ( i7 i5~ i723) 1 4 e are "set diagonally upon the square towers." The opposi-
tion of the straight cornices and the broken contour of the steeples is particularly 
impressive. 

On these churches the tendency appears to go beyond, and, possibly, to surpass, 
classical building. James Peller Malcolm understood the architect's intentions per-
fectly, yet in the heyday of Revivalism he could not but blame them: "Mr. Hawks-
moor appears to have erred principally in his designs by attempting more than 
Grecian architecture will permit." 1 4 7 Still, with the help of classical features Hawks-
moor strove to revolutionize building. Whether he had the Mausoleum of Halicar-
nassus in mind when he erected St. George's, Bloomsbury ( 1720-1731) (figs. 7, 8), 
or not, is of secondary importance. Yet his boldness in piling a pyramid on top of 
a tower proves that he could do better than simply reproduce Wren's diversified 
inventions.148 The oversized keystones on the undercroft openings of this 
church recall Vanbrugh. T h e time was not yet ripe for entirely new solutions. But 
in the exaltation of single features the revolutionary spirit speaks out loudly. 

Christ Church, Spitalfields (1723-1729) (fig. 9), is also full of antagonisms 
showing particularly in the two gigantic, fantastically transformed Palladian motifs, 
the upper one on the tower challenging the mightier lower one of the porch. 149 

On the east end Hawksmoor placed a huge Venetian window between upper 
circular and lower arched windows, whereas Gibbs, on the east end of St. Martin-
in-the-Fields (fig. 10), still had tried to bring unity into his composition by identi-
cally framing the windows as well as the blind windows, and by tying them with 
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semicolumns. Hawksmoor hardly cared about unity, but presented a pattern of 

unconnected motifs, which became frequent in French revolutionary architecture. 

A t Queen's College, Oxford (1733), the airy canopy is markedly set off against the 

supporting massive wall.150 In this city, if you stand in the gateway of the north 

quadrangle of Al l Souls, you can make an interesting comparison by looking from 

Hawksmoor's agitated gothicizing twin towers (about 1721) to the firm plastic 

forms of Gibbs's Radcliffe Camera. It may be that the different characteristics com-

bined in Hawksmoor's works resulted from his having been a colleague of both 

Wren and Vanbrugh. The problem of the "cross-fertilization" of the three has 

been interestingly discussed by Sitwell.151 Yet there is no doubt that Hawksmoor, 

quite independently, was searching for new ways. In no instance should he be 

considered as a typical representative of the Baroque.152 His strongly personal man-

ner was often pointed out, for example in 1742 by John Gwynn, who saw in 

Hawksmoor's and Vanbrugh's designs a "wild Heap of inconsistent Things"; 1 5 3 

in 1803 by Malcolm ("Mr. Hawksmoor proceeded according to a set exclusively his 

own") 1 5 4 and in this century by Avray Tipping who speaks of his "eccentric at-

tempts."155 And John Summerson is right in his remark: "The more detailed 

aesthetic character of Hawksmoor's architecture is extraordinarily hard to ana-

lyze." 1 5 6 One may try to come nearer to the source of the phenomenon of his style 

by taking it strictly as the expression of his personality. Yet more promising than 

the psychological approach would be an endeavor to place his achievements histori-

cally as important links in the chain of attempts to overcome the Baroque. Thus 

his eccentricities become more easily comprehensible. Vanbrugh's and Hawks-

moor's "failure to found a school"157 most certainly resulted from their being too 

bold for their time. 

The work of William Kent also manifests the tendency to depart from the 

Baroque.158 T h e projects for the Houses of Parliament (1732-1739),159 reveal the 

decay of the old, rather than any traits of the architecture to come. However, the 

strong accentuation of the sides already points toward the future. Kent was not as 

great a reformer in building as he was in landscape architecture.160 In the plan of 

Holkham Hall, Norfolk (begun 1734), reminiscences of the Baroque wing scheme 

live on, though markedly modified.101 The hall and the salon are no longer lined 

up on the main axis, but are on different floors, separated by stairs.162 Thus the 

main artery of the Baroque organism is disrupted. The symptomatic value of this 

arrangement should not be underrated. Moreover, the four corner pavilions have 

not the intimate correlation to the main structure which Baroque pavilions had. 

T h e center of the northern front is hardly accentuated.163 T h e entrance doors are 

inconspicuous apertures in the basement. Great emphasis is laid on the solid walls 

on which we meet, again, overarched Palladian windows. On the west front 

of the Horse Guards, Whitehall,164 the changes of texture call to mind the 

dramatization of the front of Seaton Delaval. It is not merely a feeling of our own 


