ESTERN
ITECTURE

IAN SUTTON









Karl Friedrich Schinkel
Gothic Cathedral on a River, 1813



lan Sutton

| Western Architecture
From Ancient Greece
to the Present

456 illustrations

THAMES AND HUDSON |T & H



BR BR
NA200
1899%

For Emily

Any copy of this book issued by the publisher as a paperback is sold
subject to the condition that it shall not by way of trade or otherwise

be lent, resold, hired out or otherwise circulated without the publisher’s
prior consent in any form of binding or cover other than that in which

it is published and without a similar condition including these words
being imposed on a subsequent purchaser.

© 1999 Thames and Hudson Ltd, London

First published in paperback in the United States of America in 1999
by Thames and Hudson Inc., 500 Fifth Avenue, New York, New York 10110

Library of Congress Catalog Card Number 98-60190
ISBN 0-500-20316-4

All Rights Reserved. No part of this publication may be reproduced

or transmitted in any form or by any means, electronic or mechanical,
including photocopy, recording or any other information storage and
retrieval system, without prior permission in writing from the publisher.

Designed by Derek Birdsall
Typeset by Omnific Studios

Printed and bound in Singapore



Chapter 1
10

Chapter 2
24

Chapter 3
38

Chapter 4
T4

Chapter 5
126

Chapter 6
168

Contents

Introduction

Prologue: Laying the Foundations — Greece and Rome
The rule of the orders . The urban setting .
Rome, the heir of Greece . Vitruvius, a text for the future

The Christian Legacy of Rome
Constantine and the New Rome . The Byzantine achievement .
The Byzantine legacy . Western Europe: darkness before dawn

Beginning Again: Carolingian and Romanesque

The Carolingian Renaissance to ¢. 1000 .

Germany: the Imperial lands . France: diversity in unity .

The Normans in Britain . Romanesque in the south: Italy and Spain

The Gothic Centuries
How Gothic began . The first Gothic century: France, 1150-1250.
Gothic England . How Gothic ended . Secular and domestic

The Renaissance: Ancient Rome ‘Reborn’

Florence: the Early Renaissance . Rome: the High Renaissance .
The problem of Mannerism . A developing Renaissance .

The Renaissance outside [taly: Eastern and Central Europe .
England, France and Spain: problems of adaptation

Baroque and Anti-Baroque

Baroque in Italy: the seed-bed . Central and Eastern Europe:
the flowering . Spain, Portugal and Latin America: the exotic
harvest . France: a special case . Flanders and the Netherlands .
England and North America



Chapter 7
294,

Chapter 8
268

Chapter 9
304

Chapter 10
354

The Return of Classicism

Phases of classicism: from Palladio to the Revolution .
Palaces, ministries and the Neoclassical city .

Privileged domesticity . Culture and commerce .
Classicism and Christianity . Four architectural portraits

‘In What Style Shall We Build?’
Why Neo-Gothic? . Architecture and morality .

Revivals and survivals . The new art . Houses and homes

After Style, Modernism
Iron, glass and honesty . The doctrine of Modernism .
Modernism and national character . Alternatives to Modernism .

Three nonconformists

Epilogue: After Modernism, Style
The legacy of Modernism . Ingredients of Post-Modernism .
Variety and scale . Present dilemmas

Glossary

Further Reading

Acknowledgments and Illustration Credits
Index



Introduction

Nikolaus Pevsner began his classic Outline of European Architecture
(1943) with what he thought was a statement of the obvious:
‘A bicycle shed is a building; Lincoln Cathedral is a piece of archi-
tecture.’” In the event, no sentence in the book proved to be more
controversial. Today, nobody would dare say such a thing.
Architecture is no longer seen as a series of isolated great build-
ings, monuments, works of art: it is the totality of ‘the built
environment’. Cottages, farms, urban housing, factories and
motorway junctions have now to be carefully researched and
incorporated into architectural history (bicycle sheds still don’t
get much coverage). Pevsner’s own History of Building Types
(1976), which includes chapters on hospitals, prisons, warehouses,
office buildings and shops, was itself an acknowledgment of the
shift. The extreme of this new point of view is Reyner Banham’s
definition of architecture as ‘that which changes land-use’.

A comparable shift has taken place in art history and literary
history, where the so-called canon (the body of works tradition-
ally recognized as ‘great’) has been rejected or downgraded and
attention focuses instead on everything drawn, painted or written:
folk-art, child-art, caricature, graffiti, videos, newspapers, broad-
sheets, pamphlets, advertisements, sermons, pulp fiction, pornog-
raphy... The motivation behind these moves is the conviction that
the canon (whether literary, artistic or architectural) is an unrep-
resentative and élitist selection chosen by a privileged, educated
class to embody its own values and impose them on the rest of
society.

Of architecture this is almost self-evidently true. One does
not have to be a Marxist to see that the great castles and cathedrals
of the Middle Ages, the palaces and country houses of later times,
the parliaments and government buildings, even the theatres and
museums, were all (whatever else) blatant expressions of author-
ity and power and the desire to display that power. Should this
be a reason for rejecting or downgrading them? That question
must wait.



The main effect of such ideas, however, has been unequivocally
positive: to bring architectural history closer to social history.
We now have a better understanding of how buildings relate to
communities and how economic and technical factors determine
their form; and we have fresh insights into the urban fabric —
how villages grow organically, how cities and suburbs develop and
shape the lives of those who inhabit them.

Parallel with these approaches has gone the ‘politicization” of
architecture — the study of how ideologies have created buildings
and in some cases demolished them. In 1789, Ledoux’s barriéres
round Paris were so associated in the popular mind with the hated
tax system that mobs attacked them and pulled some of them
down. In the 19th century, the Gothic style became identified in
the Rhineland with the Catholic, anti-Prussian party, and the
completion of Cologne Cathedral in that style was undoubtedly a
political statement. In our own times, the resumption of work on
Gaudf’s Sagrada Familia in Barcelona is likewise an assertion of
Catalan nationalism. After the Second World War the old Berlin
Schloss, a building of outstanding interest, was demolished by the
East Germans because of its associations with Nazi militarism, a
decision they now regret. And the fact that both the Nazi and
Communist dictatorships favoured classical architecture still
casts a baleful cloud over the orders, as the 1995 exhibition Art and
Power in London demonstrated.

But most buildings outlive their original purpose. Castles no
longer intimidate us. Country houses are no longer bastions of
power. The Church no longer rules our lives. The accusation of
élitism has to do only with the circumstances of their creation. The
canon, by contrast, is based on the simple idea that architecture is
an art, that certain buildings excel in that art, and that such excel-
lence is to be (among other things) enjoyed. There is, of course,
more to excellence than pleasure. Rather than venture into aes-
thetic theory, I fall back on a sentence from Robert Pirsig’s Zen and
the Art of Motorcycle Maintenance, a prolonged allegorical quest for
excellence, which Pirsig calls Quality. Realizing that it can be nei-
ther objective nor subjective, he finally takes refuge in a sort of
mysticism: ‘Quality is the continuing stimulus which our environ-
ment puts upon us to create the world in which we live.” Is not this
exactly what we hope architecture is doing?

A 70,000-word introduction to the entire history of Western
architecture is not a place to look for new information or startling
reappraisals. Nonetheless, this book is, and has to be, different



from one written ten years ago. It is a truism that the present is
conditioned by the past, but it is almost equally true that the past is
conditioned by the present. If there had been no International
Modernism, would anyone have paid attention to the Sheerness
boat-store of 18592 If the Cold War had not ended, should we be
looking so benignly on Stalinist architecture? If Post-Modernism
had not happened, should we be so fascinated by Ple¢nik?

There is also the process of discovery —not so much discovery
of facts as awakening to facts already known. In this sense [talian
Baroque was ‘discovered’ in the 1930s, Central European Baroque
in the 1950s, and that of Eastern Europe only in the 1980s. There
is still no book in English on the Bohemian Johann Santini-Aichel,
one of the world’s supreme architectural geniuses.

One question that cannot be evaded is: Where does Western
architecture begin? Some would say with ancient Egypt, or fur-
ther back still with the early civilizations of Mesopotamia. There
is a case to be made for these views. But if one is looking for a point
that marks the start of a definable and continuous tradition, a tra-
dition that was never forgotten and that has gone on determining
the forms of architecture down to the present day, that point has to
be Greece and Rome. That is where our history begins; the rest is
prehistory.

Since this is written for students and the general reader, I have
thought it best to concentrate on buildings, architects, dates, func-
tions and styles rather than to attempt much in the way of social
background or theory. This may be unfashionable, but unless the
reader knows what Gothic architecture is, what Alberti thought,
or what a church by Borromini looks like, he or she is not going to
get much from a discussion of theory. That can come later. The
views expressed here are therefore those generally accepted,
though personal bias may have crept in sometimes. I hope so.

I.S.
London, 1998

A note on dates: For the sake of simplicity and easy memorizing,
most buildings are here given a single date only, which is the
date when they were begun. When they were finished is usually
(though not always) unimportant, and anyway difficult to decide,
so that no two books agree. Birth and death dates of architects are
given in the index.



Chapter 1:

1. The Greek Doric order is
unsurpassed as an expression of
strength and solidity, emphasized
by the slight swelling of the
columns in the middle and
narrowing at the top.

The ‘Basilica’ (more properly the
Temple of Hera) at Paestum in
southern ltaly, late 6th century
BC, is among the earliest to have
survived.

Prologue

Laying the Foundations — Greece and Rome

Students of the history of architecture need to know about Greek
and Roman buildings, but are unlikely to spend much time looking
at them. The reason is that so few of them survive. Of all classical
buildings that are relatively intact and standing to their full height
there cannot be more than a hundred, and a number of those have
been converted to serve new purposes, like the Baths of Diocletian
in Rome, now a church. If we add all the houses in Pompeii
and Herculaneum, and count triumphal arches, monuments and
aqueducts, the figure will doubtless rise, but generally speaking
classical architecture is more important as an idea, as an inspira-
tion to future ages, than as an experienced reality. This chapter
will therefore concentrate on those aspects that were important
and influential later, giving as much attention to the treatise by the
1st-century BC Roman writer Vitruvius, whose book all architects
after the 15th century would have known, as to most of the build-
ings, which they may well not have seen.

It seems to have been realized by the ancient Greeks, certainly
by Vitruvius, that the earliest temples were made of wood, and that
the stone structures that succeeded them were masonry versions
of timber originals. This explains several features that would
otherwise be puzzling. The capital was originally a piece of timber
between a vertical post and a horizontal beam. The pediment was
the gable-end of the roof. The cornice was the eaves. The triglyphs
(tablets with three grooves over the columns and in the spaces
between them) were the decorated ends of the beams. The guttae
(small studs under the triglyphs) were pegs or nails.

By the time the first stone temples were built (about 600 BC)
they already followed a standard plan that was hardly to vary for
centuries: the cella, a plain room, the seat of the god, was normally
left empty except for an image; it was not used in worship. A room
at the back served as a treasury. Smaller temples would be fronted
by a portico with four columns; larger ones were completely sur-
rounded by a colonnade (the peristyle), which had no function
except to signal that this was a ceremonial and sacred building.

10
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2. Opposite above, and above: the
Parthenon (dedicated to Athena
parthenos, ‘the virgin’) on the
Acropolis of Athens, c. 440 BC,
employs the same optical
subtleties as the Paestum temple
(ill. 1), but in a more refined form.

3, 4. Nearly every 5th-century
Doric temple — here the Theseion
in Athens (centre) and the Temple
of Apollo at Bassae (below) —
conforms to a standard design,
though in each case the architect
introduced variants of his own.

The rule of the orders

Columns are only one element, if the most important, of the three
‘orders’ of Greek architecture, which serve to categorize nearly all
classical buildings: Doric, lonic and Corinthian. The most obvious
difference between them is their capitals, but an order includes the
entablature (the horizontal area above the columns, consisting of
architrave, frieze and cornice), the capital, the shaft itself and the
base. It involves both design and proportion.

Chronologically, the Doric and Ionic orders came first. The
Dorians were the early inhabitants of mainland Greece, while
the Ionians lived on the coast of Asia Minor (now Turkey) and
theislands. Doric and Ionic seem to have been equally ancient. The
Doric order consisted of a fairly squat fluted column, swelling in
the middle (entasis) and narrowing towards the top, with a capital
like a cushion and no base. The columns were made up of
drum-shaped sections held together by metal spikes. Above the
columns the entablature was decorated by square panels incised
with vertical grooves (triglyphs) alternating with other panels
that could be blank or sculptured (metopes). The lonic order was
taller and slimmer, its capital was distinguished by scrolls or
volutes at the corners, and it had a base. The third order, the
Corinthian, the most ornate of the three, had a high base and a
capital of acanthus foliage. With all three orders the triangular
pediments were made the occasion for figure sculpture.

Temples were on a large scale from the beginning. The Ionic
Temple of Artemis at Ephesus in Asia Minor was built about 560
BC. It had columns 65 feet (20m) high with bands of life-size fig-
ures around the bases. Of about the same date is the earliest pre-
served Doric temple, the ‘Basilica’ at Paestum in southern Italy,
which has flat cushion capitals and very pronounced entasis. Both
orders are represented by buildings of great beauty from the mid-
5th century on the Athenian Acropolis — the tiny graceful onic
Temple of Athena Nike and the sturdier Doric Parthenon, dedicat-
ed to Athena, one of the major temples of the Greek world. The
Parthenon was unorthodox in having a continuous frieze of
sculpture around the exterior of the cella, dimly visible high up
within the colonnade. Inside, the roof was supported by a two-
storey colonnade, with a 40-foot (12m) high gilded statue of
Athena standing above a pool of reflecting water.

Below the hill of the Acropolis stands the almost contempo-
rary “Theseion’ (more properly the Temple of Hephaestos), small-
er but better preserved than the Parthenon. Outside Athens are
a number of fragmentary Doric temples — Aegina (early 5th

13



5. Lucidity, order, finite geometry
immediately comprehensible to
the eye and mind — these are the
key gualities of the Doric temple.
Enclosed, self-contained, there

is not even a hint of a way in:

the Temple of Concord, Agrigento,
Sicily, c. 430 BC.

century), Sunion (mid-5th), Bassae (late 5th). Bassae is unusual
in some respects; it had a sculptured frieze running around the
inside of the cella wall, and a single Corinthian column, also in
the interior.

Some of the best-preserved temples are in the Greek colonies
of Italy and Sicily. At Paestum, south of Naples, are three temples
side by side in a low, formerly swampy area near the sea: the
‘Basilica’, the “Temple of Ceres’ (late 6th century) and the “Temple
of Neptune’ (mid-5th). In Sicily, several temples still crown the
ridge outside Agrigento (the ancient Acragas), while the unfin-
ished temple at Segesta (late 5th century) reveals much about the
way these buildings were constructed.

By the 5th century Doric temples had become standardized
and extremely refined. Many of these refinements are detectable
only by careful measurement. Apart from the entasis, the columns
all lean very slightly inward. Corner columns are made slightly
thicker, since they are seen against the open sky. The platform or
stylobate on which they rest rises equally slightly towards
the middle. All these adjustments were intended to correct any
tendency to a feeling of top-heaviness or instability.

Even as ruins, these Doric temples are powerful and moving
evocations of strength and singleness of purpose. Their abstract
geometry is grasped at first glance, all the details merely reinforc-
ing the initial impact. In their original state, plastered and with the
details picked out in bright colours, their effect might have been

14



6. The little lonic temple of the
Erechtheion (Erechtheus was a
mythical king of Athens) on the
Acropolis is an exception to all the
rules. Built in the late 5th century
BC, it has no peristyle but two
porticoes; its most famous feature
is the caryatid porch in the
foreground.

rather different. Set as they are on craggy headlands overlooking
the sea or amid sublime mountain scenery (to which the Grecks
seem to have been profoundly indifterent), it is difficult not to see
them through romantic eyes and react with emotions quite foreign
to their builders. Such is the fate of all architecture as it recedes
in time.

Far fewer lonic temples survive than Doric. The Erechtheion
on the Acropolis (late 5th century)is uniquein its plan and many of
its features, including the famous caryatid porch. The volutes of
the lonic capital (which can take several variant forms) convey
grace as well as strength, and the taller, slenderer proportions
give an elegance traditionally regarded as ‘feminine’.

The Corinthian order came last and was not often used by
the Greeks, though it was taken up with enthusiasm by the
Romans. The remains we now see of the Temple of Olympian
Zeus in Athens were built, on a vast scale, about 170 B¢, at the
very time when Greece was passing under Roman control. There
were precedents for these extravagantly large proportions. At
Agrigento, the triglyphs of the Temple of Olympian Zeus (late 5th
century)are so large that an adult can comfortably lie down in one
of the grooves. The building was to incorporate thirty or so giant
Atlas figures holding up the walls. The Temple of Apollo at
Didyma, in Asia Minor (3rd century), is 350 feet long, surrounded
by a double peristyle of 108 huge Ionic columns, and so big that it «
could not beroofed.

15



7. The theatre at Epidaurus

(c. 350 BC) preserves its circular
orchestra for the chorus. The
stage building beyond, probably of
two storeys, has disappeared.

o

The Choragic Monument of
Lysicrates in Athens (334 BC)
reflects the form of a Greek tholos,
a circular structure that goes back
to Mycenaean tombs. The order

here is Corinthian

The urban setting

Temples were often only a part of much larger sacred precincts,
whole complexes of buildings —shrines, altars, treasuries, theatres
—linked by processional ways and lined by sculpture. Monumental
as they were, there is an organic teeling about these precincts, a
freedom from formality, that must have made them endlessly
intriguing to move through. The Athenian Acropolis is such a
space on a small scale. Much more elaborate, since they were in
theory not the preserve of any single city or political power, were
the centres of Delphi, Olympia, Epidaurus, Pergamon, Ephesus
and the island of Delos. They show the Greeks to have had an
instinct for imaginative planning to a degree that makes the
Romans seem almost mechanical.

The theatres, which were also religious buildings, occupied
sloping sites, with the auditorium hollowed out of a hillside.
Originally. the dance-floor (orchestra) where the chorus stood was
circular, as can still be seen at Epidaurus (mid—+th century). As
Greek drama progressed, this area was made semicircular and the
stage behind it grew more important. Behind the stage was a per-
manent architectural background with three doors, through
which the actors entered.

Two other Greek buildings should be mentioned, not so much
because they are important in themselves but because they survive
prominently in Athens and were much imitated by Neoclassical

architects: the Choragic Monument of Lysicrates and the Tower



ot the Winds. The first commemorates a prize won in 83+ BC
for providing a chorus in the theatre. Set on a square base, it con-
sists of' a cylinder surrounded by six attached Corinthian columns
and a sculptured frieze. On the top a bronze tripod supported
a cauldron. The second (1st century BC) was a clock tower, or
horologium, incorporating a water clock and a wind vane, with
sundials fixed to its eight sides. Around the top are reliefs repre-

senting the winds.

Rome, the heir of Greece
Aesthetically the Romans were content to follow Greek

precedents; structurally they improved on them. Whereas Greek

architecture can, not unfairly, be discussed largely in terms of

temples, Roman demands a much wider perspective. But we may
conveniently begin with temples, as they provide the readiest
connection between the two.

Roman temples were not replicas of Greek. Typically they
used the Corinthian or Ionic orders, almost never the Doric; they
were raised upon a podium approached by steps; they usually had a
portico one or two columns deep at one end and often attached
demi-columns along the sides, rather than a free-standing colon-
nade all round. A typical Roman temple is the well preserved
Maison Carrée at Nimes in southern France (16 BC).

This was the standard. But after the 1st century AD Roman
architecture grew freer, introducing forms that would have
shocked earlier builders like Vitruvius (see pp. 22-23), ending
with a phase that has been aptly christened ‘Baroque’. The Temple
of Bacchus at Baalbel, in Lebanon (early 8rd century AD), is sur-
rounded by a peristyle (itself unusual) of unfluted Corinthian
columns (also unusual), the ceiling of which is tunnel-vaulted and
decorated with the busts of gods (even more unusual). Most
unusual of all, it had an extremely lavish interior, lined with
Corinthian demi-columns between arched recesses below and
aedicule niches above containing full-size statues. The altar was an
elaborate miniature building incorporating a ‘broken’ pediment,
i.e. one that breaks oft in the middle, leaving two triangular ends.
All this brings it much closer to a church of the future than to any
Greek temple of the past.

The contemporary circular “Temple of Venus', also at Baalbek,
is equally un-Greek. The Greeks did build circular structures,
though they were not temples, and Roman examples are fairly fre-
quent (often dedicated to Vesta, goddess of the hearth). What is
peculiar about this one is not simply that it stands on a high

17



9, 10. The Romans modified the
concept of the temple in several
ways. One was a new emphasis
on direction, with a deep portico
marking the entrance, and the rest
of the peristyle ‘recessed’ into the
wall (below: Maison Carrée,
Nimes, 16 BC); another was to
enhance the status given to the
interior (right: Temple of Bacchus,
Baalbek, 3rd century AD).

podium reached by steps and uses the unfluted Corinthian order,
but that its sides are pierced by niches and above the niches the
entablature is correspondingly indented. It too has alarge portico,
again with a broken pediment.

The largest of all circular temples, completely outside the nor-
mal parameters, is the Pantheon in Rome (early 2nd century AD),
dedicated to ‘all the gods’, or rather to the seven planetary deities.
The interior was faced with coloured marble (the upper storey
somewhat altered during the Renaissance, and all largely replaced
by plaster in the 18th century) and covered by a vast coffered
dome, with a central oculus open to the sky. Here, as nowhere else,
one can experience a Roman building in its entirety. Unlike any
Greek building but like virtually any Byzantine one, itis conceived
from the inside out. The exterior is of no account: it is the interior
that matters. Henceforward we shall see these two concepts, two
ways of imagining structure and space, alternating, coming
together and separating.

The Pantheon also introduces us to Roman technology. It is
built of brick and concrete, materials that suggested new forms
and opened up new possibilities. The Pantheon’s dome, once the
concrete had set, was rigid, exerting pressure vertically down-
ward onto the circular wall. Concrete, arches and tunnel vaults
were not strictly new inventions, but their combination was to
produce structures on a scale never before seen in the West. The
Basilica of Maxentius in Rome (completed by Constantine around
313 AD) comprised a central hall, or ‘nave’, covered with three
quadripartite groin vaults (produced by the meeting of two tunnel
vaults) resting on eight monolithic Corinthian columns. On either

" i
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11. The Pantheon, Rome, is
virtually the only place where a
complete Roman interior can be
experienced (although even that is
not quite true, since the middle
storey was altered in the
Renaissance). Built by the
Emperor Hadrian between AD
118 and 128, its main cylinder is
of brick, structured as a series of
relieving arches which are visible
on the exterior but totally
concealed inside by marble-faced
niches behind columns and
(originally) marble veneer above;
the dome is solid concrete.

-
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side, arches led into tunnel-vaulted ‘transepts’. All the vaults were

coffered and the interior walls covered with marble veneer.

Basilicas (the name goes back to the royal hall of a king) were
public assembly halls or law courts. That of Maxentius is excep-
tional in being vaulted. More normally; as in the Basilica of Trajan
(early 2nd century AD), they consisted of buildings with a central
nave flanked by aisles divided from the centre by rows of columns.
The columns supported walls that rose above aisle height, con-
taining windows (literally a ‘clear storey’), and a wooden roof.
There was often an apse at the end opposite the door.

Magnificent rooms in more varied shapes were to be found in
the baths, very large complexes of buildings including hot and
cold pools, fountains, dressing rooms, gymnasia and public assem-
bly halls. There were several such complexes in Rome (those of
Caracalla and Diocletian survive fairly intact) and at least one in
all the major provincial towns, for instance at Pompeii in southern

19



12. The Basilica of Maxentius,
Rome (early 4th century AD).
The central groin-vaulted ‘nave’
has disappeared and we are
looking at the three massive
tunnel-vaulted bays opening off
one side; there would have been
a matching trio opposite.

Italy, Leptis Magna in Libya, and Paris (where large parts remain
in the present Hétel de Cluny). With most of these, the contrast
between plain exterior and rich interior is again remarkable;
from outside, the so-called Hunting Baths of Leptis look like a
collection of air-raid shelters.

‘When so much Greek and Roman life was public, it comes as a
surprise to find how private they were at home. This must partly
have been due to the position of women, kept secluded as wives and
mothers. From the street the house was virtually faceless. Inside
the rooms opened off an atrium, typically open to the sky and sur-
rounded by a colonnade, with a pool in the middle. In the country,
villas had a more open aspect, but the planning was essentially the
same. Roman domestic lifestyle and Roman baths are two aspects
of the classical world which passed to Byzantium and then to
Islamic civilization, where, having disappeared from the West,
they still prevail.

Roman theatres followed Greek models fairly closely, though
they did not rely on sloping sites but were built up on arches. The
back of the stage, the scenae frons, became a highly elaborate archi-
tectural composition, which survives at Leptis and Sabratha in
Libya, Aspendos in Turkey, Orange in France, and elsewhere.
More exclusively Roman are the amphitheatres for gladiatorial

combats, animal fights and general bloody entertainment. The

20



13. The Colosseum in Rome,
built in AD 75-80 by the Emperor
Vespasian, was the biggest
amphitheatre in the world.

Its major achievement was
structural, but from the point of
view of the future its importance
lies in its use of superimposed
orders — Doric, lonic, and
Corinthian demi-columns
(unfluted) and Corinthian
pilasters for the attic storey.

biggestand most famous, the Colosseum in Rome (1st century Ap),

is architecturally significant because it set the precedent (partially
anticipated in the Theatre of Marcellus) for superimposing the
orders one above the other, with Doric at the bottom, Ionic in the
middle and Corinthian at the top, an arrangement that would
probably have seemed distressingly vulgar to the Greeks. It was
also the model for combining tiers of identical arches (structural)
with a system of the orders supporting a flat entablature applied
(non-structurally) to the wall, thus turning what had been a
logical expression of function into a decorative sham. It was the
beginning of a kind of architectural fiction upon which all the
various classical revivals were to be based.

As afeat of engineering and planning, however, the Colosseum
(and numberless other amphitheatres all over the Empire) is a
triumph. Over 45,000 spectators could enter, enjoy the spectacle
and leave without congestion or discomfort. It is ironic, but per-
haps not unfitting, that this huge building, dedicated to such
repulsive purposes, should have become the symbol of Roman
greatness.

21




As engineers the Romans were not to be surpassed for cen-
turies. Future ages looked with wonder at the aqueducts, bridges,
walls, forums, markets and roads as ‘the work of giants’. Many of
these structures had a military function, and the same can be said
of the founding and construction of whole new towns on regular
chequer-board plans. At Palmyra and at certain North African
towns such as Timgad and Leptis Magna one can wander for miles
through Roman streets and appreciate the discipline of their lay-
out. At Trier, in Germany, one can walk through the four-storey,
double-arched town gate, the Porta Nigra. At Pompeii one can
enter the homes of the wealthy middle classes, their luxurious way
of life still vividly present. At Ostia, the port of Rome, one can pen-
etrate the tall, dark tenements where the poor lived. In Rome itself
one can stand inside the market of Trajan, its roof still above one’s
head and the shop-fronts on either side. At Tivoli one can lose one-
self in the dreams of the Emperor Hadrian re-creating his past
through the architecture of memory. At Split, across the Adriatic,
most of the Emperor Diocletian’s palace survives, now containing
asmall town.

Town-planning and engineering fall outside the limits of this
book, but these vestiges of Roman power cannot fail to impress us.
Itis hard, for instance, not to regard the three great tiers of arches
of the Pont du Gard, the aqueduct near Nimes, as a work of art.
Closer to the conventional definition of that term are the
triumphal arches erected by the score to glorify emperors and
generals, which often survive intact. Most consist of a single arch
framed by the Corinthian order and surmounted by an attic storey
with an inscription. Sometime there are three arches (a large cen-
tral one flanked by two smaller) and a lavish use of sculpture. The
most spectacular is the Arch of Constantine, in Rome (early 4th
century AD), but one can find examples in every country of the
Empire. Triumphal arches enjoyed an astonishingly long life
throughout history, and appear in a variety of forms.

Vitruvius, a text for the future

Up to the 2nd century B¢, classical architecture was, on the whole,
fairly conservative. Things changed slowly and only in minor
ways. It was therefore not difficult for writers on the subject to
generalize and reduce it to a set of rules. We know from the text of
Vitruvius that he was not the only such writer, but his treatise,
written in the Ist century BC, is the only one to survive and so
gained a perhaps undue degree of authority. Vitruvius gives us a

certain amount of theory but most of his book is severely practical.
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He covers basic topics such as building materials, foundations,
walls, windows and roofs, and then goes on to the various types of
building that an architect would be expected to design, including
temples, theatres, forums, basilicas and houses. The qualities he
recommends (archetypically classical) are harmony, symmetry,
decorumand strength.

Only a small part of Vitruvius’ book was relevant to later
architects, notably that which dealt with the design of temples and
the use of the orders. He is carefully, indeed tediously, systematic.
He classifies temples according to the order used, the number of
columns along the front and the sides, and whether the rows are
single or double. Although he is ostensibly merely describing
current practice, he naturally falls into prescriptive language:
‘capitals should be proportioned...", ‘the face of the volute must
recede from the edge of the abacus...’, ‘the height of the capital
15 to be divided into nine and a half parts...” So there was always a
tendency to read him as a schoolmaster laying down rules, despite
the fact that many classical buildings did not conform to those
rules.

It is to Vitruvius that we owe the characterization of Doric as
reflecting the masculine, Ionic the maturely feminine and
Corinthian the young girl. On the actual management of the
orders he goes into minute detail, describing the exact form of the
capital, the elements of the entablature, the proportion of height to
diameter, the intercolumniation (space between columns), the
degree of entasis, the number of flutes, the size of the base, and
many other features. The subject, indeed, lends itself readily to
this sort of rather pedantic discussion, so that one finds in later
architects and critics prolonged debate over such questions as the
positioning of the triglyphs of the Doric order when one comes to
a corner: normally they are placed over the centre of the column,
but if this is done with the last column in arow there will be a space
between the triglyph and the corner. That can be avoided by mov-
ing the triglyph to the corner and slightly displacing the one next
to it, so that it does not sit exactly over the centre of the column.
This is merely one of many similar problems that arise in classical
architecture. No part, however small, can be changed without
entailing changes elsewhere. Lutyens called it ‘the High Game’.

The break-up of the Roman Empire and the rise of Christ-
lanity changed the face of architecture. It was to be a thousand
years before the High Game was played again.
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Chapter 2:

14. The nave of Constantine’s
St Peter’s, Rome, early 4th
century, looking towards the
entrance. The chief church of
Western Christendom was a
plain basilican structure with
open wooden roofs: the central
colonnade supported a flat
entablature and small clearstorey,
and was flanked by double
aisles — an unusual feature.

The inscription notes that it was
‘demolished under Paul V'.

The Christian Legacy of Rome

Constantine made Christianity the official religion of the Roman
Empire in 326, and immediately set in motion an ambitious pro-
gramme of church building in Rome and the East. Between then
and his death in 337 six major churches were begun: Old St Peter’s,
Rome; St John Lateran, Rome; S. Maria Maggiore, Rome; Old St
Sophia, Constantinople; the Nativity, Bethlehem; and the Holy
Sepulchre, Jerusalem. The Holy Sepulchre was peculiar in having
to incorporate the reputed tomb of Christ. The rest were all built

to the same ‘basilican’ plan.

Constantine and the New Rome

Buildings of the type of the Basilica of Trajan, described in the last
chapter, became the models for Constantine’s churches. The word
‘basilica’ has come to be used confusingly in two senses — ecclesias-
tically for a church of a certain rank, and architecturally for a
building with colonnades or arcades opening into aisles and a
higher central vessel lit by clearstorey windows.

These first Christian churches were not small; they were
almost as big as anything in the Roman world. Old St Peter’s,
which was demolished about 1500 but is well known from draw-
ings, was over 350 feet (107m) long and had double aisles. There
was a wide transept at the end and an apse where the altar stood. St
John Lateran had a similar plan; it survives structurally but was
transformed into a Baroque church by Borromini, though it
retains its 4th-century octagonal baptistery. S. Maria Maggiore
has also been altered, but not unrecognizably and still gives
a good idea of its Early Christian appearance. Old St Sophia,
Constantinople, has totally disappeared. The Nativity in
Bethlehem, also double-aisled, was rebuilt in the 6th century but
followed the original arrangement.

Not all of Constantine’s foundations followed the same lines,
though the more unusual examples have all perished. In Milan, the
church of S. Lorenzo (370) survives in reconstructed form, a
unique quatrefoil plan opening through concave arcades to a
circular ambulatory. Even stranger was the martyrium of
Qalat Siman in Syria (470), which had four Jong-aisled arms (four
basilicas in fact) meeting at a central octagon.
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15. S. Maria Maggiore, Rome,
still keeps its Early Christian
appearance. An earlier church
was rebuilt by Sixtus Iil in 432.
Later popes added the pavement
(12th century), the ceiling (16th
century) and the baldacchino
over the altar (18th century).

The basilican plan remained standard in Italy, even after the
Ostrogothic conquest in the early 5th century, since they were
converted to Christianity (e.g. S. Sabina, Rome, 425, and St Paul
without the Walls, Rome, begun in 480). But architecturally the
initiative passed to the Eastern Empire centred upon
Constantine’s new capital of Constantinople. (The adjective
‘Byzantine’, from the old Greek name of the city, is used for the art
and culture of this Eastern Empire.) Here the basilican form, seen,
for instance, at St John of Studion, Constantinople (463), and St
Demetrius at Salonika (late 5th century), soon gave way to a new
concept of church-building based upon Roman brick and concrete
structures and particularly the dome. Most Roman domes had
been built over circular bases, e.g. the Pantheon and the calidarium
(hot room) of the Baths of Caracalla. The so-called Temple of
Minerva Medica in Rome (early 4th century ap) had broken new
ground by placing a dome over a decagonal arcade and buttressing

it with a ring of apsidal chapels. There were also, it seems fairly

certain, eastern influences from outside the Empire. From the 3rd




century the Sassanians in Iran were capable of building domes
over non~circular spaces. That of the palace at Bishapur (e. A 200)
had tour sides opening into tunnel vaults and big niches across the
corners, while the palace of Sarvistan used squinches (concentric
arches of brick or stone) across the corners to convert the square
into acircle.

Byzantine architects must have been tfamiliar with these
buildings, but it is still a matter for amazement that they could so
quickly and confidently apply the new techniques on such a large
scale. (Their confidence was in fact excessive and the first dome
of the new St Sophia collapsed and had to be rebuilt.) Essentially,
the Byzantine style was already fully formed by the accession of
the greatest of the builder-emperors, Justinian (527—-565).

The Byzantine achievement

St Sophia in Constantinople, or more correctly Hagia Sophia (the
Holy Wisdom), begun 532, is one of the high points of Western
architecture, a building in which design and execution are perfect-
ly matched and which never fails to give the authentic frisson of a
work of genius. It was the first time that such a huge space
(225 X 107 feet/69 X 33m) had been vaulted without intermediate
supports. The architects — whose names are known: Anthemius of
Tralles and Isidore of Miletus — seem to have been aiming above
all at an effect of lightness. The reasons why the whole structure
stands up are concealed. One has the feeling, as a contemporary
putit, that the dome ‘is suspended by a chain from heaven’.

In fact, of course, the system of supports is worked out with
the greatest care. The dome itself rests on four arches springing
from four massive piers. The corners of the resulting square are
bridged by pendentives, a more sophisticated form of squinch,
consisting of a concave triangle of masonry, or section of a sphere.
The dome itselfis dangerously shallow and is ringed at its base by
acircle of windows, so that it does indeed seem almost weightless.
The central space is apparently completely open at east and west
(i.e. the altar and entrance ends), but is in fact supported by
semi-domes which lean against the arches, transmitting the stress
to a lower level and then by further stages to the ground. The
north and south sides consist of two tiers of slender arcades and
lunette walls pierced by windows —again clearly not load-bearing.
But outside, hidden from within, are four massive buttresses that
take the thrust of the dome in those directions.

The columns are of coloured marble, the capitals of white mar-
ble sculpted with the use of the drill, the lower wall-surfaces faced
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16. Justinian’s church of Hagia
Sophia, Constantinople (532),
was an achievement without
parallel in world architecture, and
one that was not to be equalled
until the great age of Gothic
cathedrals. Its structure
concealed under marble veneer
and mosaic, it admits light
miraculously at every level,
creating an atmosphere of
heightened emotion in tune
with the Byzantine liturgy

that it served.

with marble veneer, and the upper originally covered with glass

mosaic. The impact is still sensational and must have been even
more so in Justinian’s time, as a setting for Byzantine ritual and
filled with Byzantine music.

There could be no second Hagia Sophia. Indeed no other
Byzantine church ever approached it in scale; it remains unique.
The church of St Irene in Constantinople (6th century, much
rebuilt) is a reduced version of it, with two domes instead of one,
giving a more longitudinal emphasis. St John at Ephesus, complet-
ed in 565, had three. Much later, Hagia Sophia’s influence is
evident on the great mosques built by the Ottoman Turks after
they conquered the city in 1453 and renamed it Istanbul.

More immediately influential was another of Justinian’s
churches in Constantinople, the small SS. Sergius and Bacchus,
begun slightly earlier than Hagia Sophia. Here the dome is built
over an octagon, the sides of which open through triple arcades
that are alternately straight and curved into a continuous
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17. The church of SS. Sergius
and Bacchus in Constantinople
was another of Justinian’s
foundations, but on a much
smaller scale than Hagia Sophia.
The plan is equally inventive,
seven of its eight sides opening
by two-storeyed bays alternately
straight and concave into a
surrounding ambulatory. Only at
the east end is the whole elevation
given a single arch leading to the
chancel. (When it was converted
into a mosque the orientation was
changed, making it look skew.)

ambulatory going right round the church. This results in intri-

guing spaces and vistas, though the plan, a rough square, lacks
regularity. When Justinian conquered Ravenna, the Ostrogothic
capital in north Italy, he built S. Vitale, which is an improved
version of SS. Sergius and Bacchus. Here the whole church is an
octagon, the eight compartments under the dome opening
symmetrically through concave triple arcades into the octagonal
ambulatory. S. Vitale is especially noted for its mosaic decoration,
which includes the famous panels of Justinian and Theodora.

Another of Justinian’s churches, the Holy Apostles in
Constantinople, had a Greek-cross plan and domes over the cross-
ing and the arms. This was destroyed by the Turks but was
probably the model for St Mark’s, Venice, the most Byzantine of
Western churches. The five domes, the coloured marble screens
and the mosaics all look back to Byzantine precedents.
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18. The Byzantine legacy in Italy.
St Mark’s, Venice, begun in 1063,
appears to have been based on
Justinian’s Holy Apostles in
Constantinople, now destroyed.
Venice's strong links with the
Eastern Empire give St Mark's a
strongly Byzantine atmosphere.

19. S. Vitale, Ravenna,

6th century, is closely modelled
on SS. Sergius and Bacchus
(ill. 17) but now all the bays are
concave. Ravenna was part of
Justinian’s empire.




20. One region where the
Byzantine lead was followed
most intensively was Armenia
(now partly in Georgia, partly in
Turkey). Here a whole series of
highly ingenious churches was
built, of which only fragments
remain. That of Zwartnots (mid-
7th century) looks back to SS.
Sergius and Bacchus and S. Vitale
(ills 17, 19), with its circular
plan and concave arcaded bays
opening onto an ambulatory.
This reconstruction is based

on its foundations.

The Byzantine legacy

Within the Byzantine cultural orbit but (usually) politically inde-
pendent was Armenia, a territory now divided between Turkey
and the republics of Georgia and Armenia, formerly parts of the
Soviet Union. Armenia was the setting for a brilliant architectural
flowering which would figure much more prominently in the his-
tory books if it were not nearly all in ruins and virtually inaccessi-
ble. The Cathedral of Ani (10th century) is a longitudinal church
of three bays given central emphasis by a dome over the middle
bay; it has a claim to be the first building to use the pointed arch.
Even more interesting is a series of smaller churches of the early
7th century with centralized plans. They are variants on S. Vitale
at Ravenna, but circular instead of octagonal and with inner
arcades, quatrefoil in plan, rising through three stages to a dome.
Several small churches of the 6th century in what is now Georgia
have quatrefoil, hexafoil and octofoil plans. Another frequent vari-
antis a Greek-cross plan with four apses and four square chapelsin
the corners. Itis hard to know whether these Armenian buildings
arereally as original as they seem. Excavations at Antioch in Syria
have revealed a plan of the 5th century that is a quatrefoil-in-circle;
another at Hierapolis (Pamukkale) in Turkey of the same date has
an octagon-within-octagon. So there were clearly Byzantine
precedents.

After Armenia, the European legacy of Byzantium comes as
rather an anticlimax. When Constantinople fell the Eastern
Church became the Greek Orthodox Church. The construction of
churches was tolerated but not encouraged under Ottoman rule.
They are tiny in scale and architecturally unremarkable, either
longitudinally or centrally planned but nearly always domed.
Their interior surfaces are so covered with mosaic or fresco deco-
ration which totally ignores the structure that they hardly regis-
ter as architecture. Their most striking feature is usually the
iconostasis, a screen that shuts off the whole eastern part of the
church, accessible only to the priest. Dark, intimate, mysterious,
the faces of warrior saints glowing in the candlelight, they are still
powerfully evocative of a Christian tradition that has changed
very little in the last five hundred years. Most old Greek towns
have such a church, specially notable ones being at Athens,
Salonika and the monasteries of Mount Athos.

Further from Constantinople, in the former Yugoslavia, are
more ambitious churches, following no standard plan but almost
all with domes. One local variant, popular in Greece and Serbia,

was the ‘cross-in-square’ plan, a square divided into nine, with a
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21. Later Greek Orthodox
churches were small in scale -
there were never any rivals to
Hagia Sophia — though they
remain Byzantine in inspiration.
The church of the Hodeghetria at
Mistra, 14th century, is basically
a square divided into nine smaller
squares, with a large dome over
the centre and smaller ones

over the corners.

tall dome over the crossing and smaller ones over the corners,

leaving the body of the church as a Greek cross. Proportions are
unnervingly tall, so that the narrow corner bays look almost like
chimneys. Even so, their interior surfaces, like those of every other
part of the interior, are covered with frescoes, often of the highest
quality. The churches of Nerezi (12th century) and Grac¢anica
(14th century) are notable examples of this type.

Byzantine Christianity came to Russia in 988, followed soon
afterwards by Byzantine architecture. Its earliest monument of
which any part survives is the Cathedral of Hagia Sophia at Kiev,
builtin the first half of the 11th century. It had onelarge dome and
twelve smaller ones (symbolizing Christ and the twelve Apostles),
probably elevated on tall drums with long windows. Within a few
years the new style moved up the Dnieper to Chernigov, where the
Cathedral of the Transfiguration is much better preserved (or was
until the Second World War), and then to Novgorod, where
at least three churches survive from before 1200, Vladimir
(Cathedral of the Dormition, mid-12th century), Suzdal and
Pskov. Most Russian churches of the period use variants of the
cross-in-square plan with one or more domes. The Byzantine fres-
co tradition was also transplanted, so that their interiors are alive

with intense colours and the spiritual gaze of apostles and saints.
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22, 23. Transformations of
Byzantium. Right: the church of
Gracanica, Kosovo, a royal
foundation on a grand scale, has a
narthex preceding the main cross-
in-square structure. Opposite: the
end of the Byzantine tradition in
‘Moscow Barogue’ — St Basil’s,
Moscow, 1553. The main effort
is now all directed to exterior
effect, the interior being reduced
to a series of small chapels.

The tradition reached Moscow in the 15th century (Cathedral
of the Dormition, designed, paradoxically, by an Italian) and
continued without fundamental change right through the 17th,
18th and even 19th centuries, an extraordinary record of conser-
vatism. But one change there was. Whereas Byzantine and Greek
churches exist for their interiors, Russian ones soon came to be
designed for exterior effect. Towers grew higher and extruded
strange layers of overlapping ogee shapes like the scales of a drag-
on, called kokoshniki. Their tops sprouted golden onion domes.
St Basil's in Moscow (1553) has eight of them, variously coloured.
‘Moscow Baroque’” became a recognized style. Many of the most
picturesque examples form parts of the fortified monasteries that
surrounded old Russian cities as a means of defence. The church of
the Smolny Convent in St Petersburg (1748) by Rastrelli carries

the same basic scheme into the age of Rococo.
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24. The 9th-century church of
S. Maria de Naranco, Oviedo,
once formed part of the palace
of King Ramiro | of Asturias, a
province of northern Spain never
conquered by the Moors.
Though primitive compared

with the buildings of imperial
Rome (from which its vocabulary
comes), it is relatively sophis-
ticated for the time in Western
Europe. Note the spirally fluted
columns, the medallions in the
spandrels hanging like seals from
shallow projecting bands, and
the tunnel vault.

Western Europe: darkness before dawn

In the West the architectural record for the four or five hundred
years following the withdrawal of the Roman legions in the 5th
century is not inspiring. In Italy basilican churches continued to
be the norm, often more notable for their decoration than their
architecture; for instance, S. Apollinare Nuovo, Ravenna (6th
century).

In Spain it is known that the Visigothic kingdom was a major
centre of Christian culture, with numbers of ambitious churches
rich in every art. In most of Spain this was swept away by the
Muslim invasion of 711, and today it is hard to find even the small-
est fragment. The fervour of Visigothic Christianity was confined
to the kingdom of Asturias, the strip of northern Spain never
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conquered by the Moors, and here a number of highly accom-
plished buildings survive, including the church of S. Julidn de
los Prados at Oviedo (e. 820), a basilican structure with a wide
transept and originally elaborate decoration apparently based on
ancient Roman wall-paintings, and S. Maria de Naranco (848),
once part of the royal palace.

The Anglo-Saxons and the Franks were both prolific builders
and to judge from the written sources must have achieved impres-
sive results. In Britain cathedrals were small but richly decorated.
Evidence from Winchester, where the foundations of the early
minster have been excavated, shows that there was no lack of
ambition. Unfortunately, what survives does not match the
chroniclers” enthusiasm. Churches such as Brixworth in North-
amptonshire (680) or Deerhurst in Gloucestershire (early 10th
century) have a certain naive strength, but nothing suggests much
architectural sophistication.

The discrepancy is still greater in France. Gregory of Tours
tells us that in 472 Bishop Perpetuus built a basilica in Tours
dedicated to St Martin that was larger than any church north of
the Alps (160 feet/49m long, 52 windows, 120 marble columns).
There were major churches also at Auxerre, Paris, Lyons and
Clermont. All trace of them has disappeared, destroyed by subse-
quent rebuilding. What survive are a few crypts and such modest
efforts as the 5th-century baptistery of St Jean at Poitiers.

Germany was even more backward architecturally. There
were memories of Roman rule west of the Rhine (Trier) and south
of the Danube (Regensburg), but it would be hard to name any
building dating from between that period and 800. Yet it was in
this unpromising region that the revival of Western architecture
was to begin.
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Chapter 3:

25. Charlemagne’s revival of
Roman architecture marked an
important turning-point, though
the scale of his buildings was
relatively modest. The start of
work on the great ‘imperial
cathedral’ of Speyer about 1030
signalled the beginning of a major
new phase, Romanesque. The
dwarf gallery and twin towers
flanking the chancel appear also
in Lombardy.

Beginning Again: Carolingian and Romanesque

On Christmas Day 800 Charlemagne, King of the Franks, was
crowned Emperor in Rome by Pope Leo I11. In practical terms this
meant very little. There was no augmentation of the ruler’s actual
authority. But symbolically it meant a great deal. Charlemagne
could now identify his empire as the successor to that of ancient
Rome. (Two centuries later that claim would be formalized by the
institution of the Holy Roman Empire.)

The Carolingian Renaissance to c. 1000

Architecture, together with art, literature and law, was a key part
of Charlemagne’s programme. But itis interesting to note that for
his major building project, the palace and chapel at Aachen in the
Rhineland, he turned not to ancient Rome but to the ‘second
Rome’, Constantinople. His model for the chapel was Justinian’s
church of S. Vitale at Ravenna, vividly associated with the imperi-
al idea through its mosaics, which Charlemagne would certainly
have seen on his journeys south.

Much of the material — marble columns and bronze parapets —
was actually brought from Rome. The bronze doors were classical
in inspiration. But Aachen is S. Vitale simplified: while the
exterior is also sixteen-sided and the inner arcade octagonal, the
bays of the arcade are straight, not concave, producing a relatively
obvious effect. Even so, with its contemporary fittings (throne,
pulpit, corona), it is deeply impressive, its impact only slightly
compromised by the late Gothic choir added in the 14th century.

The chapel (now the cathedral) was part of a large complex
modelled on the Lateran Palace in Rome. Nothing of this survives,
but elsewhere there are still a few architectural fragments going
back to Charlemagne’s time. One is the tiny chapel at Germigny-
des-Prés, France (806), a cross-in-square plan with apses on all
four arms. Another is the three-arched gateway to the monastery
of Lorsch, in Germany (c. 800), probably based on a similar gate-
way in front of Old St Peter’s, incorporating fairly classical com-
posite pilasters and a quite unclassical triangular-headed blind
arcade on the upper floor. Three more are the monastery churches
of Niederzell, Mittelzell and Oberzell at Reichenau, Germany, all
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26. Above and below: the chapel
of Charlemagne’s palace at
Aachen is an overt, and no doubt
ideologically intended, allusion to
Justinian's S.Vitale at Ravenna
(ill. 19), symbolizing the
continuity of the imperial idea.
Although simpler than the
original, this was a striking
statement, architecturally as

well as politically, in early 9th-
century Germany.

founded in the early 9th century, and all surviving with little alter-
ation, in their idyllic setting in Lake Constance. They are basilican
structures, Mittelzell with a large tower at the west end. Inside,
much of the original fresco decoration remains. And finally the
monastic church of Centula (St Riquier), near Abbeville in north-
ern France, no longer extant but known from a drawing. Centula
was even more ambitious than Aachen, and like Aachen contained
material specially imported from Rome. It was a basilica, with a
tower strangely rounded at its base over the crossing and another
at the west end, which expanded into what became known as a
‘westwork’, a substantial block containing a narthex or vestibule
on the ground floor and a chapel above, opening into the west end
of the nave. At the east end were a transept, crossing and chancel,
ending in an apse flanked by stair-turrets.

Centula is one of the great ‘missing monuments’ of architec-
tural history. Had it survived, much subsequent history would be
clearer. Charlemagne’s reign was in a real sense the first
Renaissance, a period when the values of ancient Rome were quite
deliberately revived, and with them the idea that Europe was

essentially a unity. He had managed to bring under his rule most of
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27. Left: the Carolingian abbey of
Centula (St Riguier), in northern
France, begun in 789 and long
demolished, seems to have

been the prototype of a series of
German churches featuring a
‘westwork’, or large tower-like
structure at the west end (left, in
this 17th-century print, copied
from a lost medieval manuscript).
Here one can already see the
characteristic towered outline of
Mainz and Worms (ills 32, 33).

France, Germany and northern Italy. The idea remained even
after his empire became divided under his successors, the Ottonian
and Capetian dynasties, as almost every aspect of intellectual and
artistic life bears witness. Links were also maintained with the
still-existing Roman empire in the east (Otto 1l married a
Byzantine princess). Not until around the year 1000 —the last Otto
died in 1002 — did the various national groups begin to assume
more definite cultural identities, a change that manifests itself
more clearly in architecture than almost anywhere else. At that
point we can most meaningfully mark the beginning of a new era
called Romanesque.

What survives of 10th-century architecture in the Ottonian
orbit are vestiges of a series of major churches in Germany and
France. Many of them were monastic. This was the great age of
monastic expansion. St Benedict had written his Rule and founded
Monte Cassino in central Italy about 530, and the disciplined and
well-ordered Benedictine communities soon became bastions of
literacy and culture, many of them richly endowed and protected.
By the 7th century there were Benedictine houses all over Europe.
From about 820 we possess a unique document, a plan sent proba-
bly from Reichenau to St Gall in Switzerland. It is clearly not the
plan of a real monastery, but it gives, in schematic form, a complete
picture of what such an establishment would entail — not only
the church, but all the ancillary buildings for a self-sufficient
community: barns, sheds for animals, brewery, bakery, guest
range, infirmary and cemetery. Already the typical monastic
layout was formed, becoming standard all over Europe by the
beginning of the 2nd millennium.

Corvey, in Germany, was an offspring of Centula, and its great
westwork, built about 880, survives intact, a massive building
with a large, two-storey room on the upper floor. Two other simi-
lar churches in Germany belong to nunneries, Quedlinburg (early
10th century) and Gernrode (¢. 960). Both are basilicas with
arcades resting on alternating columns and piers, with clearstorey
lighting and wooden roofs, and both have large westworks.

The years around 1000 are crucial to the story of architecture
in the West but it is a story that can be told only inadequately
because of the lack of documentation and the sparseness of the
remains. The dozen or so major examples that survive in whole or
in part in Germany and France are so varied and interesting that
one is tantalized by the thought of what has been lost.

Two French buildings must suffice. St Bénigne at Dijon (1001)
was a basilica with double aisles, transept, and a tower over the
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28. This 9th-century plan in the
library of St Gall in Switzerland
seems to represent a sort of
schematized blueprint rather than
an actual monastery. The church
(with two apsed ends) and cloister
are in the centre. Around the
cloister are the dormitory — with
the latrines opening off a passage
at the end - and refectory. Further
out lie the infirmary and farm-
buildings — everything needed for
the self-contained world of the
monks. The cemetery, near the
bottom, right, is shown with
flowers and a cross in the centre.

crossing. What made it unusual was its eastern termination,
which was circular. Circular churches are often allusions to the
Holy Sepulchre in Jerusalem, forming part of a symbolic pilgrim-
age. Of this rotunda only the crypt survives, and that has been so
restored that it hardly counts as medieval.

At about the same time, or a little later, an intensive series of
experiments in vault construction was being undertaken at
Tournus, in Burgundy. The nave of St Philibert (1009) is covered
with transverse tunnel vaults resting on transverse arches: that is,
vaults that go across the church, bay by bay, instead of down the
whole length (a system that is logical in that it avoids lateral
thrust, but is not beautiful and was never repeated). The tall aisles
have quadripartite groin vaults, a form that arises when two
tunnel vaults meet. The two-storeyed westwork, or narthex, com-
bines a longitudinal tunnel vault with groin vaults on the ground
storey; on the upper storey the aisles have quadrant vaults, i.e. half
a tunnel vault leaning against the arcade.

The church of St Michael at Hildesheim (begun ¢.1001) may
take its place here as a fitting coda to the Carolingian/Ottonian
story, for it looks back rather than forward, inspired by the same
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29, 30. Below: Corvey, in
Germany, probably comes
closest to what Centula looked
like, though the tops of the
towers and the upper two storeys
of the westwork were added

in 1146. Below right: the nave of
St Philibert, Tournus, in France,
1009, showing the very unusual
transverse tunnel vaults of the
central vessel and the groin-
vaulted aisle beyond.
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classical ideals as those of Charlemagne. Like Gernrode, its basili-
can nave alternates columns and piers and it has a large westwork.
Its builder, Bishop Bernward, tutor to Otto III, had been several
times to Rome. T'wo of the works he commissioned for his church
were clearly based on classical models — the bronze doors with
Biblical reliefs (the first to be cast in one piece since the end of the
Roman Empire), and a bronze column illustrating the life of
Christ, modelled, on a small scale, on the Column of Trajan. (Both
have since been moved to Hildesheim Cathedral.)

There was nothing abrupt about the transition from
Carolingian and Ottonian to Romanesque. It meant simply the
end of a period of experimentation and the establishment of
assured structural and stylistic conventions that would last for the
next two centuries. The round arch would remain universal,
both functionally, supporting and supported by thick walls, and
decoratively. It would be used to span wider and wider spaces and,
prolonged as a continuous surface, would create the longitudinal
tunnel vault. By the early 12th century most ambitious buildings
in continental Europe would be vaulted. Arcades would typically




31. The nave of Speyer Cathedral
(1030) now seems bare, but was
relieved originally by painted
decoration. A stone vault was
probably intended from the
beginning; the present one, with
domical bays of groin vaulting,
dates from soon after 1100.

32. Mainz, the second of the great
Kaiserdome (imperial cathedrals)
after Speyer, is roughly
contemporary with Speyer but has
been subjected to much more
rebuilding. It was altered in the
12th century and the two crossing
towers are 18th- and 19th-century
‘restorations’.

consist not of columns but of masonry piers. And they would be
articulated by increasingly sophisticated sculptural decoration,
something of which Carolingian and Ottonian builders had been
only sporadically capable. It also meant the formation of distinct
national styles, so that it becomes easy to ‘place’ a Romanesque
building in Germany, France, Britain, Spain or Italy —easier in fact
than at any time before or since.

Germany: the Imperial lands

The progress of Romanesque in Germany can be followed in the
three great Imperial cathedrals along the Rhine: Speyer, Mainz
and Worms. Begun about 1030 and finished about 1060, Speyer
has a long nave (twelve bays) on masonry piers with attached
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shafts, a transept with octagonal tower over the crossing, a
chancel flanked by square towers, and a westwork. In spite of
alterations and restoration it retains the stark simplicity of its
original style. Between the arcade and the clearstorey is an area of
blank wall, probably intended for painting. The first ceiling was of
wood, but a vault may always have been intended. The present
groin vault was built before 1106.

Mainz goes back even earlier, but the first building was burnt
down on its dedication day in 1009. The reconstruction, partly
determined by the old foundations, went on through the 11th cen-
tury, and the church did not reach its present form until 1137.
Here the westwork has become transformed into another transept
with an apse beyond, so that one end matches the other (to make it
more confusing still the orientation is also reversed, so that the
ritual east end is at the west). Mainz therefore has two sets of
transepts, one with attached towers, and two octagonal crossing
towers (both entirely rebuilt). The east end has two more lateral
apses, forming a trefoil plan, an originally Italian idea much taken
up in Germany. The ‘dwarf gallery’, a miniature arcade running
round both apses, also derives from Italian models. Internally, the

elevation has the same blank wall areas as Speyer.
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33, 34. The cathedral of Worms
(far left) and the church of the
Holy Apostles, Cologne - both
seen from the east, and both
mainly 12th century — show the
whole repertoire of Rhineland
Romanesque at its most
accomplished, including
polygonal and trefoil plans,
curiously placed towers and
decorative ‘dwarf galleries’.

The tower at the west end of
the Holy Apostles is of ‘Rhenish
helm’ form.

The last of the three, Worms, was under construction from the
11th to the 13th century. It retains the same elements but they are
difterently proportioned. As at Mainz there are two crossings and
two oct;lg()nul towers; there are two apses too (tllc western one
concealed behind a straight wall), and both are flanked by
towers. All of the details inside and outside — dwarf galleries, cor-
nices, window surrounds, piers and capitals — are more imagina-
tively designed and carefully executed. Speyer’s massive strength
has been succeeded by a degree of conscious sophistication.

The extensive repertoire of elements now at the disposal of
German architects included trefoil plans, octagonal towers, and
smaller circular or square towers. The latter could be added to
apses or transepts and were usually topped by ‘Rhenish helms’, tall
pyramidal roofs growing out of four gables and descending to
their bases, so that each face is lozenge-shaped.

To appreciate the full capacities of the style one has to go to
Cologne. Here, before 1945, were eleven intact churches built
between 1050 and 1200. All were badly damaged in the Second
World War and have been restored with as much conviction as
possible. Five have trefoil east ends (i.e. chancel and transepts all
ending in apses), the most perfect being the Holy Apostles. Five
have pairs of towers flanking the chancel. Several have octagonal
crossing towers and square towers at the west end. St Gereon has
an extraordinary oval, or more strictly decagonal, nave leading
into along narrow chancel flanked by towers. Great St Martin has
a big square tower over the crossing with small octagonal towers
attached to each corner.

German architects remained faithful to Romanesque long
after it had yielded to Gothic in the rest of Europe, and with so
much opportunity for variation and invention it is easy to under-
stand why. (Is it too fanciful to see a parallel here with Gothic and
then with Baroque? In both cases it was the German lands which,
at a very late stage of these styles, took them to new extremes of
originality.)

The drama of the exteriors must have been deliberate. It is
common for churches to dominate their surroundings with
four tall towers, sometimes more. Maria Laach, founded in 1093,
follows the scheme of the Rhineland cathedrals, with two crossing
towers and four smaller ones, two attached to transepts, two flank-
ing an apse. Tournai Cathedral (1110) in Belgium groups five
towers together in an arresting composition. Limburg-an-der-
Lahn (1215) and Bamberg (1237), both rising on the crown of
hills, make an even more spectacular effect. Many of these adopt

47

33

34

34

35



35. The abbey church of Maria
Laach (mostly 12th century) has
the same unmistakably German
outline. It is entered by a small
cloister or atrium at the west end,
on the right.

36, 37. Opposite: the series of
ambitious French churches built
in the 11th century along the
pilgrimage route to Compostela

in Spain are sufficiently similar

to have been given the name
‘pilgrimage churches’.

Santiago de Compostela itself
(below left) is the grandest.
Closely matching it is St Sernin at
Toulouse (above, and below
right); the clear, logical distinction
of parts — crossing with (later)
tower, transepts with chapels,
apsidal east end also with chapels
— is characteristic of the
Romanesque aesthetic.

a feature that had already become established in France —

a triforium or wall-passage between the arcade and clearstorey,
giving a feeling of greater lightness. In common, too, with the
rest of Europe, the piers of the arcade often alternate major and
minor.

The Romanesque style was also tolerant—more tolerant than
Gothic — of eccentric ornament in the form of bizarre animals
(flanking the door of St Jakob in Regensburg, for instance), luxuri-
ous enrichment of window-surrounds (e.g. the apse of Bamberg)
or weirdly unorthodox capitals (e.g. in Basel Cathedral, which
consist of fierce beasts eating one another). Even when Gothic
features, such as rib vaults and pointed arches, were introduced
from France, Germany often chose to use them in totally
un-Gothic ways. At Boppard on the Rhine, for instance, the
pointed tunnel vault of the nave (part of a rebuilding of 1230) has
in each bay sixteen ornamental ribs radiating from a central boss;
they conspicuously fail to link up with any other linear
members, so that no overall unity is created. Not until the late 13th
century, with the building of Cologne Cathedral by a French, or
French-inspired, master, did real Gothic take root.
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France: diversity in unily

The major churches of the early Romanesque in France were those
built along the pilgrimage routes to Santiago de Compostela. The
discovery of the reputed bones of the Apostle James in this obscure
north-western corner of Spain in the 9th century made it the most
popular shrine in Europe. In 1078 a great new church was begun
on a scale quite unprecedented in that region, and the assumption
is that a French master-mason was called in. This is made more
probable by the fact that many of the French churches built along
the routes to Santiago — each also possessed some relic or claim to
sanctity, and pilgrims were expected to stop and make offerings —
followed a common pattern. The mostimportant of those that sur-
vive, apart from Santiago itself, are Ste Foy at Conques (1050) and
St Sernin at Toulouse (1080). All had long naves (Conques is an
exception, being much smaller), with aisled transepts and apsidal
east ends with radiating chapels. All were tunnel-vaulted, but it is
a sign of how cautious the builders were that they had no clear-
storeys, the vault resting on the gallery. As aresult they all tend to
be dark, though the galleries themselves are lit by windows in
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38, 39. Ste Foy at Conques
(1050) is the smallest but best-
preserved of the pilgrimage
churches (only the western tower-
tops are 19th-century additions).
Nestling in its remote valley, and
still with its superb carving of the
Last Judgment over the entrance
portal, Conques evokes the
authentic atmosphere of the Early
Middle Ages.

their outer walls. Ste Foy at Conques is the most complete and the
least altered, and with its terrifying relief of the Last Judgment
over the portal conveys more vividly than anywhere else the expe-
rience of medieval spirituality.

Another crucial factor in architectural development was the
spread of Benedictine monasticism, which it is convenient to treat
in a French context, though it originated notin France butin Italy.
The monastic layout already appears in part in the St Gall plan; by
the 11th century it was so standardized that a monk from Poland
would have had no difficulty in finding his way round a monastery
in Portugal. There was a square cloister, usually to the south of the
church, which formed a covered passage connecting the various
parts. On the east side was the chapter house, a vaulted room
where the monks met on formal occasions, and above it the dormi-
tory, along room with evenly spaced windows between which the
monks had their beds. On the side of the cloister opposite the
church was the refectory with its kitchen, usually a solid building
with large fireplaces and chimneys. The west, more public, side
was normally reserved for guests and for the abbot’s apartments.
The infirmary, usually to the east of the cloister, was like a church,

with nave and aisles for the beds and a chapel at the ‘chancel’ end.
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40.The vast church of the

abbey of Cluny (1088), in
Burgundy, was largely destroyed
at the French Revolution. Its plan
(below) is certain, and its
appearance in the early 12th
century has been reconstructed,
with its build-up of radiating
chapels, apse, chancel, two
transepts — both with apsed
chapels — and crossing. Cluny
was the mother-house of a
powerful monastic movement
working for reform and centralized
control. Architecturally, too, it
was innovative, already
experimenting with the

pointed arch.
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One monastery dominated all the rest through its energy and

missionary zeal: that of Cluny, in Burgundy. Under a series of
dynamic abbots, Cluny assumed a position of leadership, found-
ing daughter-houses (eventually there were over a thousand of
them) which owed obedience to the mother-house, a sort of
order-within-an-order. Reformers, the Cluniacs reinvigorated the
Benedictine Rule, searched out abuses, punished laxity.

The church at Cluny grew to be the largest in Europe. In 955
the original modest church (Cluny I) was replaced by a bigger, up-
to-date building (Cluny II), basilican in form, tunnel-vaulted, with
a tower at the crossing and two at the west end, and apsidal ends to
the chancel and aisles. The monastery kept on growing and by
1088 a new church was begun on a new site, which lasted until the
French Revolution. Cluny IIT was finished in 1121. It was over 600
feet long (counting the narthex). It had double aisles, two sets of
transepts, both with eastern chapels, and an apsidal east end with
radiating chapels. Like the pilgrimage churches, it was tunnel-
vaulted, but it did not renounce the clearstorey. Significant for the
future was the fact that its arcade arches were slightly pointed.
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41, 42. Pontigny (above) and
Fontenay (below), both in
Burgundy, are among the earliest
Cistercian foundations — 1114
and 1140 - and show the order’s
formal austerity. Fontenay keeps
its early pointed tunnel vault and
square east end; Pontigny was rib-
vaulted about 1170 and given an
apsed choir with flying buttresses
around 1185-1210.

Cluny was always renowned for music (the capitals of the choir,
still preserved, represent the ‘tones’ of medieval music), and the
setting-out of the church made use of various mystical number-
systems, including the so-called Pythagorean series of musical
numbers (2, 3, 4, 6, 8, 9, 12), thought to be the basis of all harmony
and beauty.

Cluny’s influence was at its peak in the early 12th century. But
wealth and power took their inevitable toll. The early ideals were
compromised, luxury was allowed to creep in, and by the time
Cluny IIT was finished the reformers were themselves ripe for
reform. St Bernard of Clairvaux, spokesman of the newly formed
Cistercian order, made bitter mockery of monks (who but the
Cluniacs?) who allowed themselves worldly, extravagant and
irrelevant ornament (‘monstrous harpies’ and ‘unclean apes’ — the
very things we now most enjoy).

Cistercian monasteries were austere and functional; they out-
lawed needless decoration but made use of any new technology
that served their purposes, including the pointed arch. In many
ways they are the precursors of Gothic.

The Cistercians’ concentration on essentials and their puri-
tanical avoidance of extraneous decoration were to win them the
favour of many modern architects. It is ironic, therefore, that since
they built mostly in wild, remote countryside, their ruined monas-

teries have become clichés of romantic and picturesque beauty.
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43. French Romanesque divides
easily into well-defined regional
schools. Burgundy could hardly

escape from the shadow of Cluny.

Paray-le-Monial (c. 1100) has
been called a ‘pocket edition’ of
Cluny.

Architecturally, the buildings’ merits are those of pure form.The
Cistercians favoured square, not apsidal, cast ends, two-storeyed
elevations, and often quadrant vaults (half-tunnels) over the aisles.

Citeaux, the mother-house (founded 1098) has vanished; Pontigny

(founded 1114) has been partly rebuilt; and the purest example of

the early Cistercian style is now Fontenay (1140), though 1t lacks
a clearstorey. The Cistercians proved immensely successful,
founding houses in every part of Europe (by 1200 there were near-
ly 700), and flourishing until the Reformation and beyond. A num-
ber of other monastic orders, following slightly different rules,
prospered at the same time but only the Carthusians (founded
1084) were sufficiently different architecturally to need a mention
here. They had no dormitories, but lived solitary lives in individ-
ual houses grouped around one or more cloisters.

Apart from these monastic buildings and the pilgrimage
churches, IFrench Romanesque is strongly regional, each area
being characterized by churches of a distinct type.

Burgundy, within the orbit of Cluny, could not escape its influ-
ence. Paray-le-Monial (¢. 1100)is almost a miniature version of it.
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44, 45. Burgundy led the rest of
Europe not only in architectural
experiment but also in the revival
of figure sculpture, mostly on

the tympana of portals and

the capitals of arcade piers.

At Autun (above) this is combined
with fluted pilasters that look back
to ancient Rome and pointed
arches that look forward to
Gothic. Vézelay (above right) is
equally outstanding for its
sculpture but retains the round
arch.

St Etienne at Nevers, a priory of Cluny, belongs to the same group.

Autun (¢. 1120) also has a three-storey elevation with a pointed
tunnel vault, but is chiefly remarkable for the very Roman look of
the full-scale fluted pilasters applied to the arcade piers (Cluny III
had small ones at triforium level), a reminder that Roman remains
were present throughout the Middle Ages and never ignored.
Burgundy is also important for the revival of figure sculpture,
itself classically inspired. The tympanum and capitals of Autun
are among its masterpieces. So are those of nearby Vézelay
(c. 1104), whose nave keeps to the round arch but dispenses with
galleries and employs groin vaults rather than a tunnel. Rib
vaulting, too, had begun to be an option in Burgundian churches
for aisles, porches, but not yet for major high vaults. In many
respects it is to Burgundy that we must look if seeking the origins
of Gothic.

Classical influences were strongest in Provence. The facade of
the church of St Gilles-du-Gard could almost be mistaken for a
Roman structure, with its Corinthian columns, flat entablature
and life-size figures of saints. To the west and north, in Aquitaine
and Anjou, we are in a different world, where there was an un-

explained fondness for domes. The otherwise unpretentious
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46. Provence was, and is, rich

in Roman remains, a feature

that had its effect on the local
Romanesque. At St Gilles-du-Gard
the facade (mid-12th century)

of a church since rebuilt is

almost Neoclassical in both its
architecture and its sculpture.

cathedral of Cahors has two; Angouléme had four; Périgueux
(tragically over-restored in the 19th century) has five, making it
the most Byzantine church west of St Mark’s, Venice. In Anjou the
bays are covered with dome-shaped rib vaults, functionally a logi-
cal solution, but disturbing to any fecling of spatial unity. (Angers
Cathedral is a late example, with vaults of ¢. 1150, but the lost
church of St Martin in the same city had them a century earlier.)
The Auvergne took its cue from the pilgrimage churches, but
for some reason raised the height of the transept bays nearest to
the crossing, so that the churches have ‘shoulders’ next to the
central tower. Supports are columnar, with big, dramatically
carved and originally brightly coloured figural capitals. In Poitou
we find yet another variant — tall naves with cylindrical piers sup-
porting a tunnel vault, flanked by aisles of the same height, e.g.
Notre Dame-la-Grande at Poitiers or St Savin-sur-Gartempe, the
latter still with its original painted decoration, comprising
‘marbled’ piers and large Old Testament scenes occupying the
wholelength of the nave vault.

The Romanesque of Normandy is again a separate story,
more so, indeed, than in other areas of France since it was an
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47, 48. Aquitaine and Anjou are
distinguished by unusual vaulting
techniques. Angouléme Cathedral
(above) has Byzantinesque domes
resting on pendentives. Angers
Cathedral (above right) employs
quadripartite vaults that rise in the
centre giving a domical effect.

49, The peculiarity of churches

in the Auvergne is the heightening
of the bays flanking the crossing
tower. Otherwise they follow the
arrangement of pilgrimage
churches (cf. ill. 37). Orcival
(right) is typical.
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50, 51. Normandy pursued a
path of its own, with large
churches having three-storey
interior elevations and twin towers
at the west end. St Etienne

at Caen (1068) was given spires
to its already tall towers in the
12th century (below) and
sexpartite rib vaults to its nave
(below right).

independent duchy inhabited by Norsemen who had only recently
adopted French language and culture. Norman churches impress
by their scale and their unadorned strength, but they do not
attempt technical innovation, spatial subtlety or decorative orna-
ment of a figural character. The two great churches of Caen, La
Trinité (1062) and St Etienne (1068), are basilicas with three-
storey elevations. Both originally had timber roofs and both
were given Gothic vaults in the following century. Both have two-
towered fagades (St Etienne’s was later heightened with spires).
The three elements of the interior elevation — arcade, gallery,
clearstorey — are almost equal in height. The abbey church of
Jumieges, near Rouen (1052), is similar, though the nave piers
alternate major and minor. It is tempting to align with these
churches certain others in northern France, in Picardy and
Champagne. The churches of Normandy are ambitious in scale
but they lack sophistication in their details, and show an almost
total unconcern with figural sculpture. Certain aspects, such as
the two-towered facade, were copied elsewhere in France. But
their main progeny was to be across the English Channel.

57

50, 51



52, 53. The development of
Romanesque in England.

Below: the north transept of
Winchester Cathedral (1079),
one of the earliest of major
Norman buildings, is plain,
unadorned, elemental.
Peterborough (opposite) does not
change the system but by now
(the 1120s) the proportions are
more sophisticated and the details
more refined. Alone of English
cathedrals, Peterborough has kept
its original painted wooden
ceiling.

The Normans in Britain

The Norman Conquest brought a complete restructuring of every
aspect of English life — administrative, financial, social, legal and
religious. The Domesday survey recorded the wealth and tax
capacity of every town, village and farm, while a chain of strong
castles, first of wood, later of stone, guaranteed unchallengeable
military control (the Saxons had built virtually no castles). The
religious restructuring was given equal, if not greater, priority;
certainly it must have consumed as much of the country’s
resources. A new church was provided for nearly every parish.
Saxon bishops were replaced by Normans, and the small Saxon
cathedrals in remote rural areas by vast new ones in the major
centres of population. It was one of the most intensive building
programmes that history can show.

In the thirty years after 1066, the following new cathedrals
were begun and carried near to completion: Canterbury,
Winchester, Durham, Chichester, Worcester, Lincoln, L.ondon
(Old St Paul’s), Norwich, Rochester, Gloucester and York. To
these we may add a number of equally ambitious abbey churches,
many of which subsequently became cathedrals: St Albans, Bury
St Edmunds, Tewkesbury. Most of the remaining British cathe-
drals followed in the two decades after 1100, including Southwell,
Peterborough, Chester, Ely, Hereford and Dunfermline.

Architecturally, the Normans took practically nothing from
their Anglo-Saxon predecessors. The scale, the style, often even
the stone, came from Normandy, as no doubt did the master-
masons. The cathedrals followed a formula already worked out in
France. They were exceptional only in their extreme length. All
had three-storey elevations, the arcade, gallery and clearstorey
given roughly equal emphasis (some exceptions are noted below).
The roofs were nearly always of wood. Figure sculpture was gen-
erally not attempted, and decoration was confined to a few
abstract motifs such as the zig-zag or chevron, billet and beak-
head. East ends soon gave up the apsidal plan and became straight.

All the buildings named here have been substantially altered
and added to in later times (this is more consistently true of
English great churches than those of any other country), and in
particular have been given Gothic vaults. The great exception is
Peterborough, where the painted Romanesque ceiling remains,
aunique survival.

In the matter of vaulting, Normandy and therefore England
were for long unadventurous. There is not a single high tunnel
vault in England; even groin vaults are used sparingly and on
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54, 55. Durham, begun in 1093,
is the most dramatic of English
cathedrals. Its situation, on a
promontory high above the
River Wear, guarded by the
ancient castle of the bishops, is
unsurpassed. Architecturally it
matches expectations. Its arcade
consists of compound piers
alternating with fat cylindrical
pillars incised with abstract
patterns. The choir vault, later
rebuilt, was originally similar to
that of the nave and was almost
certainly the earliest high

rib vault in Europe.

a small scale. Then suddenly, about 1100, England leaps ahead
with the first high rib vault in Europe. The present choir vault of
Durham is a replacement of about 1120, but it seems certain that
the original of the 1090s was similar to that of the nave, vaulted
about 1125, which remains intact. That is divided into double bays
by transverse arches which are slightly pointed. Two of the key
elements of the Gothic style are thus already present. Even flying
buttresses are prefigured in the half-arches beneath the gallery
roof which serve to support the vault at crucial points.

Durham is exceptional also in the design of its arcade. The
major piers are complex clusters of shafts, but the minor ones are
fat cylinders on which abstract patterns (zig-zags, lozenges, etc.)
are incised and were probably once picked out in colours. It is
not excessive to call Durham the locus classicus of English Roman-
esque, for its design quality, for its spectacular position on a cliff
overlooking the River Wear next to the bishop’s castle, and for its
almost perfect state of preservation.
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56, 57. Tall cylindrical piers are
one of the few regional variants
of English Romanesque. They
occur in several major churches
of the West Country, including
Tewkesbury Abbey (above)

and Gloucester Cathedral (above
right). Both have been given later
vaults.

The cylindrical pier comes into its own in a group of churches
centred on the West Country. At Gloucester, Hereford and

Tewkesbury they are immensely tall, pushing the gallery and
clearstorey into insignificance. At Oxford, the gallery is squeezed,
rather unhappily, inside such an arcade.

Fagades were often two-towered, as in Normandy (Durham,
Canterbury), but equally often had no tower, or one single one
(still to be seen at Ely). Lincoln is unusual in having three great
niches and a screen of blind arches running in front of two towers,
something which became a favourite solution in English Gothic.
There was usually a tower over the crossing.

During the mid- and late 12th century English Romanesque
grew more delicate and refined, with a wider repertoire of orna-
ment, but no important technical innovations were made. The
example of Durham’s rib vault was not followed until the rebuild-
ing of Canterbury (see the next chapter), and then the model was
continental, not English. In these later Romanesque buildings,
however, there is a sense of assurance, even of playfulness, that
contrasts with the severity of the early years: compare the
transepts of Winchester (1079), for instance — heavy, austere,
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58. The so-called Galilee porch
at the west end of Durham
Cathedral, addedin 1170 in a
decorative style characteristic of
late Romanesqgue.

almost grim — with the Galilee of Durham, a porch and chapel

built in front of the west fagade about 1170, using slender piers of

quatrefoil section and very pronounced chevron ornament in all
the arches. Rows of blind arcading, sometimes intersecting, are a
common decoration both internally and externally, e.g. at the west
end of Ely or the chapter house of Bristol.

Many late parish churches have the same vigour, though few
survive structurally intact and none (apart from a few fragments)
retain the vivid painted decoration that once covered their walls.
Ornament is usually concentrated on door surrounds, sometimes
with three or four concentric rows of zig-zags or twisted cable.
The same motifs occur on chancel arches, which thereby announce
the approach to the holiest part of the church. In rare cases figure
sculpture is attempted (e.g. Barfreston in Kent, or the Prior’s
Door at Ely), and here the influence seems clearly to be Bur-
gundian rather than Norman. Unique are the capitals in the late
Romanesque crypt of Canterbury, of which the source appears to
be manuscript illumination.
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59. The Transitional style in
England is marked by unrepeated
one-off experiments. The nave
elevation of Worksop Priory
(above) of about 1180 alternates
wide and narrow openings at
gallery level, undermining the
sense of strength and solidity that
had been the essence of
Romanesque.

60. Castle Hedingham, Essex
(above right), dates from about
1140. Norman castles consisted
of a strong usually square keep on
a mound (the motte) surrounded
by a wall of secondary defence
enclosing subsidiary buildings
(the bailey). The keep was not
intended as a residence, though it
often incorporated a ceremonial
hall. Entrance was at an upper
level reached by steps that

could be dismantled.

At the very end of the Romanesque period, between 1170 and

1200, we encounter a style known rather lamely as Transitional,
which incorporates Gothic elements, notably the pointed arch. It
reflects not so much a real transition, however, as a desire for nov-
elty. At Worksop, in Nottinghamshire, for instance, the gallery
alternates wide and narrow openings, the narrow ones over the
piers and under the clearstorey windows. This is an interesting
period, which abounds in rather eccentric ideas before succumbing
to the discipline of Gothic.

Norman keeps, the strongly fortified, typically square towers
at the centre of defensive works, tell the same architectural story,
from stark strength (the Tower of London, very much recon-
structed, or Colchester Castle) to elegant finesse (Castle Heding-
ham or Norwich). Most keeps had a large chamber on the upper
storey spanned by a wide arch: this, the most richly decorated part,
was the lord’s hall. One separately built hall survives at Oakham in
Rutland, with round-arched arcades. Westminster Hall in London
was originally of this type. Durham Castle retains a splendid,
over-decorated doorway into its hall.
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61.S. Ambrogio, Milan,
(founded by and later dedicated
to St Ambrose) was the most
important Italian church outside
Rome in the 11th century.
Lombardy was, in fact, the only
region of ltaly really interested
in structural experiment, and

S. Ambrogio’s rib-vaulted nave
(around 1090) marked an
important advance in building
technique.

\

Romanesque in the south: Italy and Spain

Italian Romanesque is even more regionally differentiated than
France, which is understandable in view of the fact that what is
now one country was so sharply divided politically and culturally.
We have space here to look only at five areas — Lombardy in the
north, Tuscany and Rome in the centre, and Apulia and Sicily in
the south.

In some ways 11th- and 12th-century architecture of Lom-
bardy belongs earlier in this chapter, since it was an important
influencein Germany and France. The double-ended plan (withan
apse at east and west) and the dwarf gallery under the eaves, later
popular in Germany, appear to have originated in Lombardy. The
motifs of the trefoil plan and twin towers flanking the apse, on the
other hand, seem to have been imported in the opposite direction.
S. Abbondio in Como (1063) has the two towers and also experi-
ments with rib vaulting in the chancel.

Rib vaults come into their own at S. Ambrogio, Milan. Here
the nave appears (the evidence is problematic) to have been vaulted
between 1080 and 1093, which would make it earlier than
Durham. S. Ambrogio, however, is much lower and has no clear-
storey, so the achievement is not quite so impressive. The vault is
domed-up, as in Anjou, though not so steeply. S. Ambrogio was
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62,63. AtS. Zeno, Verona

(far left), and S. Miniato al Monte,
Florence (left), the chancel is
raised up, leaving a space
underneath for a crypt. Typically,
both vary the rhythm of the
arcade, the first into two, the
second into three arches per bay.

64. Pisan Romanesque delighted
in rows of miniature arcading
covering every surface. The
famous group at Pisa — Baptistery,
Cathedral and Leaning Tower —
was planned together and built
from the late 11th century
onwards; the upper parts of the
Baptistery with their pointed
canopies are later, but in

keeping with the earlier design.

historically important, for it was here that the emperors were
crowned on their way to Rome. The church of S. Sigismondo at
nearby Rivolta d’Adda has similar domed-up rib vaults dated to
1089, though on a smaller scale. Others in the same area took up
the idea, and most of the 12th-century cathedrals — Parma,
Piacenza, Cremona, Verona, Ferrara — have rib vaults built after a
disastrous earthquake in 1117. Relatively low and wide in their
proportions, these churches lead without a break into [talian

Gothic (see the next chapter). The fact that many equally large

churches preferred roofs of timber was not necessarily a sign of

conservatism: S. Zeno at Verona (1123) has a highly sophisticated
wooden roof that is trefoil in section.

A feature of many of these buildings was a very tall, square bell
tower or campanile with a pyramidal roof and with the typical
feature of window openings increasing in number towards the top.
S. Zeno has a fine campanile; that of the abbey of Pomposa, with
nine storeys, is perhaps the most spectacular.

Across the Apennines, in Tuscany, we might be in another

world, where architects seem blissfully untroubled by thoughts of

vaulting or structural innovations of any kind. From an engineer-
ing point of view thereis no advance on Early Christian times—the
same long rows of columns (carrying round arches, not a flat
entablature), the same unadventurous wooden roofs. So classical,
indeed, are these churches that when Brunelleschi wanted to make
contact with ancient Rome he did not need to look much farther
than his own Florentine Romanesque.

The church of S. Miniato al Monte, Florence, was finished by
1062. Itsinterioris divided into three by diaphragm arches resting
on piers with attached demi-columns. Between these, longitudi-
nally, are columns supporting triple arches. The same rhythmic
arcade motif is applied to the slightly later facade. Both interior
and exterior are clad in patterned marble.

The same aesthetic is taken further in a much larger building,
Pisa Cathedral (1018), whose whole exterior is wrapped in minia-
ture arcading of exquisite white marble (the fagade not finished
until the 13th century), which migrates to the neighbouring
Baptistery (partly Gothic) and runs riot on the eight-tiered
campanile, the famous Leaning Tower. Pisa Cathedral, like San
Miniato al Monte, is wooden-roofed (the present one is not origi-
nal); the dome over the crossing was built later (1380). Several
contemporary churches in Pisa are almost replicas of the
Cathedral, and the style was adopted at nearby Lucca, retaining
the same essential features even when translated into Gothic.
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65. S. Clemente, in Rome, could
easily be mistaken for an Early
Christian church like S.Maria
Maggiore (ill. 15). It was in fact
built about 1100, but the marble
choir enclosure was retained
from an earlier building.

The architectural history of Rome between Early Christian

times and the Renaissance is curiously uneventful. The only
memorable buildings are a series of 12th-century churches, of
which S. Clemente and S. Maria in Cosmedin are the most
ambitious. They continue the earlier arrangement virtually un-
changed, with a colonnade below a clearstorey and wooden roof;
as in Tuscany, however, the columns are sometimes interspersed
with piers, and they support arches. Many of them have pic-
turesque brick campanili. S. Clemente is remarkable in preserving
much of its old furnishing from the previous building, including
the 6th-century marble screen enclosing the chancel within the
body of the church. Patterning in inlaid coloured stone and mar-
ble, derived from ancient Roman examples, is associated with the
Cosmati family (second half of the 12th century), who were
extremely prolific in Rome and widely copied throughout Europe.

Apulia, the heel of Italy, was, like England, conquered by the
Normans in the 11th century. Its architecture does indeed show
some memories of the north (not only Normandy), but was also
subject to influences from Lombardy, Byzantium and elsewhere.
The result is a series of buildings about which it is difficult to
generalize but which are of special interest because for so many
centuries afterwards the region remained poor and undeveloped,
leaving them remarkably intact, with their superb, if often savage
and unnerving, stone-carving and metalwork. The Norman
Crusaders who conquered this country — Tancred, Robert
Guiscard, Bohemond (whose mausoleum still stands at Canosa di
Puglia) — were not gentle characters, and in Apulia one feels close
to the harsh reality of early medieval Christianity.
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66, 67. Sicily uniquely combined
influences from the classical
world, northern Europe,
Byzantium and Islam.

Below: the apse of Monreale
Cathedral (1174) is decorated
with interlacing pointed arches
whose hybrid origins almost defy
analysis. Below right: the Palatine
Chapel, Palermo (1132). The
columns look to ancient Rome,
the stilted arches and pendant
wooden roof to Islam, and the
mosaics to Byzantium.

The carliest and largest of the Apulian churches is S. Nicola at
Bari (1039). Its interior generally conforms to a plain basilican
scheme. The aisles have groin vaults but the nave roof'is of wood.
Other Apulian churches follow S. Nicola fairly closely: Barletta,
Bitonto and Ruvo, all begun before 1200. One technical feature
that is almost unique to Apuliais the quadrant vault, a half-tunnel
vault that acts like a continuous buttress. (We have encountered
it once at St Philibert, Tournus.) It is used in the aisles of
Molfetta Cathedral (12th century) and in the smaller church of
S. Francesco, Trani.

The troubled history of Sicily in the early Middle Ages made it
the meeting place of three civilizations — Western European,
Byzantine and Islamic. The Normans conquered the island in
1061-91, but at their cosmopolitan court Muslim and Byzantine
artists were valued and welcomed. In 1194, together with most of
southern [taly, it became part of the Holy Roman Empire under
the Hohenstaufen.

From the Norman period the major monuments are the
Palatine Chapel (1132) in the royal palace of Palermo, and the
cathedrals of Cefal (1131) and Monreale (1174). They each
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take elements from all three civilizations, the Palatine Chapel —
a basilica with an arcade of stilted arches on classical columns —
more explicitly than the others. The side walls and east end are
decorated with Byzantine mosaics, while the wooden ceiling is a
masterpiece of Arabic carpentry.

Cefalli, on a much larger scale, has features that look to north-
ern Romanesque — the two-towered fagade (1240) filled with
miniature intersecting arches, the groin vault in the chancel and
tunnel vaults elsewhere. But Cefali’s nave, with arcades on
columns and a wooden roof, is more Byzantine, and the great
mosaic of Christ in the eastern apse completely so.

Monreale is essentially similar but more richly conceived.
Here too the mosaics of the interior are purely Byzantine, but the
exuberant intersecting arcades around the exterior of the east
end, picked out in two colours, are more Islamic than Romanesque.
Its very pretty cloister continues the mixture of styles, with
Romanesque capitals, miniature shafts inlaid with coloured mar-
bles in a style derived from Cosmati work in Rome, and stilted
arches.

Three smaller churches in Palermo, S. Giovanni degli Eremiti
(1182), the Martorana (1143) and S. Cataldo (1161), combine basi-
cally Byzantine schemes with Islamic domes. A unique secular
survival is the castle of La Zisa (1154), also in Palermo, built by
Muslim craftsmen for a Norman king, where an austere exterior
encloses an interior from The Thousand and One Nights.

Finally to the last outpost of medieval Europe, the Iberian
Peninsula. Charlemagne’s name will be forever associated with the
struggle against the Moors through the great legendary epic The
Song of Roland. Soon afterwards St James of Compostela gave his
supernatural aid. By the end of the 9th century the Christians had
advanced as far as the Douro and the upper Ebro. By 1050 they
were south of Avila, by 1100 across the Tagus, and by the late 12th
century two-thirds of Spain had been reconquered. It is against
this background of a never-ending crusade that Spanish architec-
ture must be seen. The tide of Romanesque, like the tide of war,
moves from north to south and ebbs out just beyond Toledo.

By the 10th century, Christian architects were drawing ideas
freely from their Muslim enemies, in particular the horseshoe
arch, which appears for instance in the very assured churches of
Santiago de Pefialba (919) and S. Maria de Lebena (924). Northern
Spain, though in many ways a frontier region, did absorb some
architectural innovations: both the churches just mentioned

are tunnel-vaulted, as is S. Pere de Roda (consecrated 1022,
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68. The monastery church of
Ripoll (completed in 1032) shows
no advance on Oid St Peter’s, on
which it seems to have been
based; here we are looking at the
east end with the choir apse in the
centre and the transept with its
chapels extending on either side.
Spanish Romanesque before
Santiago could be grand in
concept and spectacular in
decoration but remained
essentially conservative.

though perhaps finished later), which has quadrant vaults in

the aisles.

The largest church in Spain before the building of Santiago de
Compostela was that of the monastery of Ripoll (finished 1032).
Though lavish in its decoration, it was not adventurous technical-
ly, looking back to Old St Peter’s in Rome rather than to anything
more modern; it has double aisles, thick masonry piers supporting
a plain clearstorey, originally a wooden roof (the present vault is
modern), and a T-shaped eastern transept with chapels.

Santiago itself was, of course, the major monument of early
Romanesque in Spain. Because of its many links with France, it has
already been discussed in a French context, and indeed it stands
very much alone in Spain. Considering its size and fame, one
would expect it to have been more influential, but further French
influences seem to have come from other sources. One major
church, the cathedral of Pamplona, in the north-east, on which one
of the Santiago masons is known to have worked, is lost, so a vital
piece of evidence is missing. As we move east, towards the
Mediterranean seaboard of the Peninsula, French and Lombard
influences become more insistent. Seo de Urgel (1131) follows
Ripoll in its plan, but has more refined piers and clearstorey win-
dows and a tunnel vault. Its crossing carries the first of the
characteristically Spanish ribbed domes. Subsequent Catalan
architecture depends very much on French models, in particular
Cistercian churches, reaching forward into ‘half-Gothic’ — with
shafted piers, rib vaults and pointed arches. Examples are the
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69, 70. The proximity of the
Moors led to several idiosyncratic
features in Spanish Romanesque,
the octagonal crossing towers of
the Colegiata of S.Maria at Toro
(below) and elsewhere, and the
lobed ornament around the
windows. Moorish influence

is clearest of all at S.Miguel,
Almazan (below right), where
the ribs of the dome echo the
mosque at Cérdoba.

cathedrals of Tarragona (1171) and Lérida (1203), both of which
remained faithful to their original design throughout along build-
ing history.

A more distinctive form of Spanish Romanesque developed in
the central regions of Aragon, Le6n and Castile. Jaca Cathedral
(¢. 1054 is a basilican church with alternating supports, tunnel-
vaulted transepts and a ribbed dome over the crossing. It is tempt-
ing to relate these domes to Muslim precedent, which is clearly the
case at S. Miguel at Almazan (12th century), where the vault is
based on one bay of the mosque at Cérdoba.

[t is a scholarly pastime among Spanish historians of Roman-
esque to attempt to distinguish French features from those indige-
nous to Spain. But whatever the Spanish architects borrowed, they
made their own. S. Isidore at Leén (late 12th century) has a tunnel-
vaulted nave and transepts but lobed Moorish arches. The cathe-
dral of Ciudad Rodrigo (1165) has domed-up vaults reminiscent of
Anjou. S. Vicente at Avila (1109) has a rib-vaulted nave, but its
three apses project from the sheer, windowless wall of the transept
in a way that could only be Spanish.

Spanish Romanesque reaches its climax in the cathedrals of
Zamora and Salamanca. Both were begun about 1150 and both are
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structurally close to the Cistercian formula. Most remarkable are
their crossing domes. That of Zamora, raised on a single-storey
drum, originally had sixteen small windows, divided by sixteen
ribs inside and out. Soon after it was finished, four round turrets
were added at the corners, blocking four of the windows. (The
tower of S. Maria at Toro is almost a replica.) Both the main dome
and the turrets are covered with a scaly surface of overlapping cir-
cles. The crossing dome of the Old Cathedral at Salamanca, which
still stands modestly next to the vast new Gothic cathedral erect-
ed in the 16th century, has two storeys of windows but the same
corner turrets and the same scaly decoration on the outside, where
itrises to a stunted pyramid.

Many relatively marginal areas of Romanesque Europe
have had to be omitted from this survey, including Ireland (Cashel
of the Kings with Cormac’s Chapel, 12th century, within the
Norman orbit); Scandinavia (the unique and fascinating wooden
stave churches of Norway); Poland (which evolved an interesting
brick Romanesque of its own); and, most regrettably, the Holy
Land, where the military orders of the Knights Hospitallers and
Templars were responsible for many buildings powerfully expres-
sive of both the cross and the sword. Templar architecture, in
particular, had repercussions on Europe. As their name implies,
the Templars were the guardians of the Temple Mount in
Jerusalem. Here the most conspicuous building was the Muslim
Dome of the Rock, equated by the Crusaders with Solomon’s
Temple, which became the model for a whole series of round
Templar churches. (Somewhat confusingly, round churches are
also the hallmark of the Hospitallers, in their case based on the
church of the Holy Sepulchre, which the Muslims may well have
been copying when they built the Dome of the Rock.) Perhaps the
most impressive of all the Templar churches in Europe is that
at Tomar, in Portugal (1162), with a central octagonal arcade
surrounded by an aisle with sixteen ribs.

It may have been noticed that one more region which might
be expected to figure prominently is conspicuous by its absence,
and thatis Paris and its surroundings, in or near the Ile-de-France.
The reason seems to be that most of the religious centres there —
certainly St Denis, Chartres and Beauvais — already had major
cathedrals built in the Carolingian age and there was therefore
no need to rebuild or replace them. When that time did come,
however, in the mid- and late 12th century, it was precisely this
area that would consequently be most receptive to architectural
innovation. That story begins another chapter.
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Chapter 4:

71. Bourges Cathedral,

begun about 1195, is a perfect
expression of the Gothic impulse
to verticality, the articulation

of forces through line and the
integration of every element into
an overwhelming unity. Here we
are looking from the nave to the
inner aisle, which is so tall that

it has a complete three-storey
elevation of its own. Typical of the
subtlety of the Bourges master is
the way the wall above the piers
swells slightly, as if to suggest that
they continued upward within the
masonry.

The Gothic Centuries

The Gothic style has nothing to do with the Goths. It was a name
coined in the 17th century to describe a style that by then seemed
primitive and barbarous. But it stuck and is by now impossible to
replace.

How Gothic began
The change from Romanesque to Gothic is usually explained in
structural or engineering terms. And this is right. The combina-
tion of the pointed arch, the rib vault and the precisely placed but-
tress transformed the possibilities open to architects. The pointed
arch meant that spans of different widths could be given the same
height; the rib vault meant that thrusts could be channelled onto
specific points; and the buttress in its evolved form, the flying but-
tress, meant that these thrusts could be transferred to the ground
without the need for thick walls. The result was a system based on
forces held in equilibrium, a concept not completely new to archi-
tecture (it had been applied, for instance, at Hagia Sophia), but
never exploited so eagerly and deliberately. Each of these three
features had occurred in Romanesque, but in combination, and
articulated clearly by precise mouldings, they led not only to a new
structural approach but to anew way of conceiving spaces and vol-
umes which architects were quick to exploit. This in turn led to a
new aesthetic, an aesthetic of line rather than mass. In a Gothic
building not only is space defined by line, but this line seems to
possess dynamic force. Clearly articulated shafts rise from floor to
ceiling, meeting and mingling in the pattern of vaults and trac-
eried windows in a way that irresistibly suggests that this is how
the building stands up. The 19th-century French architect and
historian Viollet-le-Duc did in fact evolve a theory in which all
these members had a structural function. Modern engineers are
more doubtful. The important point is that they satisfy the eye:
they seem to be working, even if the role of some partsis a fiction.
Gothic architecture lasted for a very long time — from roughly
1150 to roughly 1550 — but during that time no fundamental
structural innovation took place. In the following pages we shall
see how the main phases of Gothic succeeded each other, and how
regional styles evolved differentiating the Gothic of France,
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England, Germany, Spain and Italy. All of these distinctions are
essentially matters of the variation of parts, multiplication of
vaulting ribs, enrichment of decoration, tracery and sculpture.

The great majority of buildings to be examined in this chapter
are churches and cathedrals. Christian worship was the driving
force for every cultural activity in the Middle Ages — philosophy,
art, architecture, literature and music. Preoccupied to the point of
obsession with the fate of the soul after death, medieval men and
women devoted a large part of their assets and their energy to the
glorification of God, to gratitude to Christ for his redeeming sacri-
fice and to endless appeals for intercession to the Virgin and the
saints. Architecture is at the centre of this mental world.

Until the 19th century, the great cathedrals and churches were
widely regarded as anonymous buildings which seemed in some
strange way to have arisen spontaneously from their social and
cultural background — through the ‘spirit of the age’. The way that
many cathedrals grew piecemeal over the centuries, accumulating
parts in a variety of styles (and indeed being admired all the more
for that reason by later generations), encouraged such a view. But
without question they were all begun to the design of a particular
professional master-mason (or, as we should say, architect), whose
name in many cases we now know; and the same applies to every
alteration and addition.

From the middle and end of the Gothic period we have draw-
ings prepared by architects for their patrons and workmen.
Presumably the same was true earlier, although in the actual
process of construction all the parts would be drawn out full-scale
on the floor. In the case of major buildings like cathedrals, which
might take a century or more to complete, the architect could
expect his work to be taken over by a successor, who would not
necessarily follow his original design. The choices open to the
second architect (and after him, the third and the fourth) were,
however, not unlimited. What had already been built largely
determined what could be built next. Strict systems of proportion
were learned as part of the architect’s training, based partly on
geometry, partly on what was known of the strength of materials,
and partly on a form of mystical numerology (no longer fully
understood). An architect who, for instance, inherited an arcade
of a certain height and bay-width could continue with a gallery
conforming to certain norms, divided into a certain number of
openings and leading to a certain formal progression on which the
next storey would have to be based. Much of this knowledge was

a professional secret which masons were forbidden to reveal to
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72. Above: detail from one of
the rare architect's drawings to
survive from the Middle Ages,
Matthéus Boblinger's design

for the tower of Ulm Minster,

¢. 1480. The tower was not built
until the 19th century, when the
original drawing was used.

73. Above right: a 12th-century
German miniature showing
masons at work. The heavy
stones, held by pincers, are
raised by cranes worked by
treadwheels.

outsiders. But at every stage, the architect could make a choice.

The result was a harmonious whole, though it might be the prod-
uctof many minds.

We cannot reconstruct this secret knowledge (or, more prop-
erly, these technical guidelines), but we can see its effects. The
building history of Chartres Cathedral has been analysed into
over thirty campaigns overseen by nine master-masons, some of
whom returned at intervals, and each of whom could at every
stage have decided differently from the way he did. But the end-
product is a building that conforms to consistent criteria, and
(apart from the disparate west towers) could easily have been
designed in one go from the ground up. Much later, at the end of
the 15th century, the designer of Bell Harry Tower at Canterbury,
having carried the work up to a certain point, told his patrons that
he could continue in one of two different ways, and gave them the
choice. In this case documentary evidence happens to survive, but
it must have occurred over and over again. In the absence of docu-
ments, the proportional and geometrical systems used by
medieval architects have to be deduced from the buildings them-
selves. The plans of St Maclou in Rouen and Orford Castle, in
Essex, have revealed an almost incredible complexity which only
careful measured drawing brings to light.

Numerous contemporary manuscript illustrations show

Gothic buildings under construction and the machinery that was
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74. The ambulatory of St Denis,
looking east (c. 1140). The way
the spaces are unified, flowing
into each other without partition
or division, has no precedent in
Romanesque architecture.

In Abbot Suger’s eyes, light had
a mystical quality symbolic of
the divine. ‘Bright is the noble
edifice’, he wrote, ‘which is
pervaded by the new light.’

available. The material was always high quality cut stone or in the
Baltic region, brick. Treadwheel cranes hoisted the stones to the
positions where they were needed — a few of them still survive,
walled up in the vaults that they had helped to build. Scaffolding
was primitive, and was preferably fixed progressively into the
completed parts of the building rather than resting on the ground.
A technique was evolved for building rib vaults without elaborate
centering, allowing the web or cell to be filled in between them.
Roofs were generally built before vaults, serving as protection for
the masons.

By far the most circumstantial account of the construction of
any medieval building is that left by the monk Gervase of
Canterbury in the 12th century. He tells how in 1174 fire had
destroyed the old choir of the cathedral a few years after the
murder of Thomas Becket; how the assembled monks sought
a master-mason; how they chose a Frenchman, William of Sens;
and how for six years he supervised the building of the present
choir. While the work was still in progress, William fell from
the scaffolding and was so badly injured that he had to retire. His
place was taken by another William, ‘the Englishman’, who car-
ried it to completion. Gervase does not say so, but it is quite clear
that the second William altered the design of the first. The whole
campaign was remarkably fast, lasting only about twelve years
altogether. We cannot be sure that the story of Canterbury was
typical, but there is no reason to think that it was exceptional.

The first Gothic century: France, 11501250

In the 1140s all the key elements of Gothic came together to pro-
duce a work that was recognizably new. By a general consensus of
historians, that work was the new east end of the abbey of St Denis,
Justoutside Paris, begun in 1140.

St Denis owes its importance not only to the fact that it was
technically and aesthetically innovative, but also to its prominence
and prestige. Whatever was built there would be noticed immedi-
ately and be influential everywhere. Its patron, Abbot Suger, was
one of the great men of France, Louis VII's chief adviser and
deputy, and his abbey one of the richest in Europe. Suger was not a
modest man, and he saw his new abbey church as ameans of assert-
ing his status. We are lucky to have his own account of the building
of St Denis — a unique document that brilliantly illuminates a
medieval churchman’s view of himself'and the world. Suger boasts
of the amount of money he spent, of the gold and jewels that
adorned the reliquaries, of the mystical significance of the
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75, 76. The experimental 12th
century: Notre Dame of Paris,
and Chartres Cathedral. The
original four-storey elevation of
Paris (late 1170s) was restored
by Viollet-le-Duc in three bays at
the crossing. By the time of
Chartres (1194) the three-storey
elevation was established, with
triforium subsidiary to arcade and
clearstorey.

77, 78. Opposite: the mature
13th century. Reims (left) and
Amiens both employ piers
consisting of columns with shafts
in the main directions, of which
one carries the vaulting shafts.
Reims (1211), the prestigious
coronation church of the French
kings, first used bar-tracery, to be
followed at once by Amiens
(1220). Amiens has a classic plan
(below), with short transepts and
a cluster of radiating chapels,
though the projecting Lady Chapel
is unusual.

coloured glass and the imagery of the saints, and of his cleverness
in finding all the right materials. But he does not describe the
architecture in detail, nor mention the architect. Presumably he
wanted the best, and he gotit.

For the time being, Suger left the old Carolingian nave stand-
ing, and added a chancel with a semicircular ambulatory and radi-
ating chapels. There are double aisles, the arches are pointed and
the bays rib-vaulted. Unfortunately, everything above the arcade
level was taken down and replaced after 1231, so that nothing is
known about the high vaults or whether flying buttresses were
used. What is certain, however, is that the building of St Denis was
the signal for a burst of major architectural activity that consoli-
dated the new style and produced a series of cathedrals which for
boldness, originality and imagination are unrivalled.

These cathedrals — all (with two exceptions, Coutances and
Bourges)in or close to the Ile-de-France region —are: Sens (begun
in 1143), Noyon (1145), Laon (1160), Paris (1163), Bourges
(1192), Chartres (1194), Reims (1211), Le Mans (choir, 1217),
Amiens (1220), Coutances (1235), and Beauvais (1247). Each is a
highly individual building, reflecting the ideas and personality
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of its master-mason, but they are all essentially variations on a

ptor common theme. They all (except Bourges) have cruciform plans,

7 with a nave, crossing, transepts and chancel with apsidal ending
(Laon was later altered to square). Sometimes the transepts pro-

Ject beyond the line of the aisles, sometimes not. In elevation they

are either three- or four-storeyed: that is, always with an arcade,

1 8
X]

gallery and clearstorey, and sometimes with an extra wall-

AN passage, or triforium, thrown in between gallery and clearstorey.

‘ | (These terms are not used consistently in architectural books. The

middle level between the arcade and the clearstorey is often called

a triforium. This becomes confusing when there are four storeys,

and it seems best to call the middle level a gallery when it is as wide

5 St as the aisle underneath and has a roof, and a triforium when it is

E Jjust a passage in the wall.) The arcade piers are either cylindrical

> or more typically comprise a cylinder with four shafts in the main

N\,
XA | directions, the line of the innermost shaft rising the whole height
of the building. Vaults are either quadripartite (each compart-
e ment, divided into four, covering one bay) or sexpartite (each com-
partment, divided into six, covering two bays). On the exterior
there are usually two towers at the west end; very often more
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79. Coutances, in Normandy,
lay outside the orbit of the
lle-de-France and its cathedral
incorporates several regional
peculiarities, including wall-
passages in front of the windows,
seen here in the ambulatory of
the mid-13th-century choir.

80. Beauvais (1248) marks the
end of the era that had begun
with St Denis just over 100 years
before. It is the highest of all
Gothic cathedrals. With an
appropriateness that seems
almost like retribution, its vault
collapsed in 1284, though
whether excessive height was

to blame has never been
established. This engraving
shows the chancel in its rebuilt
state. The crossing and transepts
were eventually completed in the
16th century, but the mave never.

towers were planned but never built (Chartres was to have nine,

Laon seven). Bourges, Le Mans and Coutances are exceptional in
having double aisles, of which the inner is higher than the outer
and is given a complete elevation of its own, an effect which at
Bourges is quite breathtaking, since there seem to be complete
churches on each side of the nave. Beauvais has the distinction of
being the highest Gothic cathedral ever built—so high in fact, that
its vault collapsed in 1284 and had to be rebuilt in a strengthened
form. It never progressed further than the crossing and stands
today as a vast but poignant witness to an unrealizable ambition.
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81, 82, 83. The evolution of the
French Gothic west front. Laon
(above, 1190) still retains
elements of Romanesque — the
round arches, the way the levels
of the central bay differ from those
of the towers and the deep,
cavernous porches projecting from
the wall. Three-dimensionality

is emphasized by the diagonally
placed tabernacles on the corners
of the towers from which oxen
peer out.

Amiens (opposite, 1220)
keeps the three deep porches and
gables but aligns the horizontals
and incorporates a sculptured
gallery of kings below the rose-
window (whose tracery dates
from the 15th century). This
pre-1914 photograph shows how
for centuries the great cathedrals
dominated their surroundings.

At Reims (above right, ¢.1255)
the central porch gable has begun
to invade the rose-window, and
the gallery of kings has risen to
the uppermost level.

By the middle of the 18th century, indeed, French Gothic had

become international, and for a while in the later 13th century itis

possible to find French features in almost every European country.
In Germany, Cologne (begun 1248 — only the choir and the base of
one tower were built in the Middle Ages) is virtually a French
building, while the masters of Regensburg, Magdeburg and
Limburg-an-der-Lahn had clearly been looking across the Rhine.
In Spain, Burgos and Toledo have decidedly French features,
and Leén may well have been designed by a Frenchman. At
Westminster Abbey the supposition is even stronger.

Among the most impressive features of these churches are
their west fronts — ceremonial entrances to the house of God. The
two-tower facade, taken over from the Romanesque of Normandy,
reflects the interior structure of nave and aisles, and provides the
setting for three or more deep porches filled with sculpture in the
form of free-standing figures and scenes in relief. Laon is a power-
ful early essay (its towers bizarrely peopled with oxen gazing out
over the countryside). Paris, Amiens and Reims take the form toits
climax.

This account has necessarily had to omit smaller-scale build-
ings, which are often the occasion of the most inventive designs
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84, 85. Tracery came into its own
in the 13th century, when the
Rayonnant style, epitomized by
the rose-window of the new south
transept of Notre Dame, Paris,
begun by Jean de Chelles in 1258
(above), made it a dominant
element in the total design.

The Sainte Chapelle, Paris

(above right), begun in 1242,

is a Rayonnant building whose
rose-window was replaced in
1485 in the Flamboyant style.

and the richest workmanship. Most notable of all is the Sainte

Chapelle, the private chapel of the kings of France (begun 1242),
built to house a relic of the Crown of Thorns, a cage of stained
glass glowing with colour and sculptured decoration. Its double
structure (dark lower chapel; high, light upper chapel) was copied
afew years later in London at the equally prestigious St Stephen’s
Chapel, Westminster.

After the middle of the 13th century in France, however, the
great age of experiment was over, and the process was to be one of
refinement. In one aspect only is development obvious, and that is
the design of window tracery, a feature that gives its name to the
succeeding styles. The earliest Gothic windows have no tracery.
Around the late 12th century, a form known as plate-tracery had
evolved — two paired lancets and a circle are punched through the
wall and set within a moulded frame; large rose-windows are made
in the same way. By about 1215, at Reims, the sections of wall are
reduced to mere lines of stones and we have arrived at bar-tracery.
As windows grew larger, bar-tracery grew more elaborate, but in
this first phase it is always based on a limited geometrical reper-
toire of pointed arches and circles, usually cusped. Rose-windows
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86. The unknown designer of

St Urbain at Troyes (begun in
1262) was an avid explorer of
new spatial effects. On the inside
he experimented with syncopated
tracery (i.e. one pattern over
another); on the outside he
created skeletal gables in front of
the window walls, and balanced
his south porch on buttresses
whose main attention seems to
be elsewhere.

(e.g. the transept ends of Notre Dame in Paris) provided the great-
est opportunity, with an ever-growing number of lights radiating
from the centre, giving its name to the classic phase of French
Gothic, Rayonnant.

The assured mystery of the Rayonnant style is characterized
by the way tracery becomes totally integrated into the whole
design, with hardly an inch to spare; by a readiness to experiment
with uneven numbers of lights, new shapes (triangles and squares
with curved sides) and double tracery; by eliminating mass, reduc-
ing the elements to a skeleton; and by glazing the triforium, as in
the rebuilt nave of St Denis (1231) and the choir of Amiens (1250).
And there were master-masons who craved to do things no one
had done before, like the designer of the choir and transept of St
Urbain at Troyes (1262) which is full of eccentricities including
syncopated double tracery and a porch that seems to grow out of
flying buttresses. In the mid-14th century this gave way to a style
in which the tracery bars weave and flicker like flames — the
Flamboyant style. The ultimate source of Flamboyant Gothic was
England, and to this country we must now turn.
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Gothic England

English masons were aware of what was happening in France
but they were slow to commit themselves to the new style in
cathedral-scale buildings until a Frenchman showed them the way.
This was William of Sens, already mentioned as the architect of
the new choir of Canterbury.

Canterbury Cathedral occupied as prominent a position in
England as St Denis did in France. Not only was it the seat of the
primate but from 1170 onwards it was a pilgrimage centre whose
shrine — of the murdered Thomas Becket — rivalled any in Christ-
endom. So it was not long before William’s innovations were being
taken up all over England. (William was not, in fact, given a com-
pletely free hand. He had to fit his new choir into the shell of the
old, a task that he managed with some ingenuity.) At Canterbury,
arches were pointed, vaults sexpartite, thrust balanced against
counter-thrust by concealed buttresses in the galleries.

It is extremely rare at this time to find comment on architec-
tural design, but the chronicler Gervase was clearly aware that the
choir was something new, and he tried hard to define what it was:

The pillars of the old and new work are alike in form and thickness
but different in length. FFor the new pillars were elongated by
about twelve feet. In the old capitals the work was plain, in the new
ones exquisite in sculpture. No marble columns were there, but
here are innumerable ones. There, in the circuit around the choir,
the vaults were plain, but here they are arch-ribbed and have key-
stones. There, there was a ceiling of wood decorated with excel-
lent painting, but here is a vault beautifully constructed of stone.
The new work is higher than the old. ..

The ‘marble columns’ that Gervase mentions are black Purbeck
marble; they serve to define the lines of shafts with great clarity.
This had some precedent in Flemish Romanesque (Tournai mar-
ble is also black) but not in France. It is, however, very much in the
spirit of Gothic and was destined to have a long life in England.
The story of cathedral building in England is harder to tell
than that in France, for one simple reason. Whereas in France
bishops were on the whole ready to demolish their old buildings
and start afresh, in England (mainly because they had spent a for-
tune not long before in building their Romanesque cathedrals)
they were more cautious — adding a new choir or modernizing a
nave, but rarely allowing a master-mason to realize a total vision.
There are only four English Gothic cathedrals that can be judged
in terms of a consistent aesthetic approach. All the others are
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87. The choir of Canterbury
Cathedral (1174), whose building
history can be followed in unique
detail in a contemporary account,
marked the decisive beginning

of Gothic architecture in England.
Its first architect was French,
William of Sens. The classically
inspired columns and sexpartite
rib vaulting (over the foreground
bays, not visible) come from
France; but much of the ornament
and the use of Purbeck marble are
English. The curious ‘pinched’
look is caused by the need to
retain Romanesque towers on
each side of the original apse,
beyond which the Trinity Chapel —
by Wiltiam the Englishman —
opens out to house the shrine of
St Thomas Becket.

hybrids — Romanesque structures with, for instance, a Gothic
vault (Gloucester, Norwich) or a Gothic crossing and choir (Ely),
or structures where Gothic rebuilding took place at widely sepa-
rated intervals (Canterbury). This does not make visiting an
Eng]ish cathedral less rewarding than visiting a French one, but it
does make it different.

The four ‘new’ major churches are Lincoln, Wells, Salisbury
and Westminster Abbey. They all belong to the first phase of
English Gothic, traditionally known as ‘Early English’. Of the
next phase, ‘Decorated’, there is Exeter apart from its Norman
towers, York apart fromits Early English transepts, and the choir
of Bristol. Of the third and most characteristically English, phase,
‘Perpendicular’, there is no complete example (except Bath, fin-
ished much later), only a remodelled choir (Gloucester) and two
rebuilt naves (Canterbury and Winchester). These stylistic labels,

invented in the early 19th century, serve well to distinguish the

three quite easily recognizable styles.
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88. At Wells, begun only a few
years after Canterbury, the
influence of France is considerably
less. Instead of emphasizing
verticality (compare Bourges,

for example, ill. 71), the English
designer seems to want to stress
the horizontal. No shafts rise from
floor to ceiling and the gallery
arcade runs from end to end
without a break. The ‘strainer
arches’ which brutally interrupt
this movement at the crossing
(we are looking east) were

added about 1338.

Early English is closest to French Gothic, though right from

the beginning English architects followed their own tastes.

While Canterbury choir was still under way, in 1180, a new
cathedral was begun at Wells. Although every element here is
Gothic, we are immediately aware that we are a long way from the
Ile-de-France and that many of the preferences that typified
English Romanesque still operate. By French standards the nave
is too long and too low. Horizontality, not verticality, is empha-
sized. The division into bays is blurred. The vaulting shafts,
instead of rising from the ground, begin just below the clearstorey,
while the gallery openings run without a break from one end of the
nave to the other. The internal height is only 67 feet/20m (Amiens
is 140 feet/43m). Clearly, the English designer was not aping any
French model. The same is true when one comes to the west front,
which, instead of signalling the entrance by vast gabled porches,
seems almost to conceal the fact that there are doors at all. It is a

screen for the display of sculpture.
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89, 90. Lincoln: the choir looking
west (below) and the nave looking
east (below right). The eccentric
‘crazy vault’ of the choir, with

its irregular, disturbing, rhythm,
developed into the first fully
formed tierceron vault of the nave.
A ridge rib now runs along its
whole length, again stressing

the horizontal.

In 1192 an even more ambitious building was begun at
Lincoln. Here the intention was progressively to demolish the old
Romanesque cathedral and replace it with a Gothic one. (This was
done, except that funds ran out when work reached the old west
front, which was allowed to remain.) The patron at Lincoln was
the energetic Bishop (later St) Hugh. As his architect he appointed
a man (probably called Geoftrey de Noiers) fully as exceptional as
himself. While keeping the basic stylistic vocabulary of
Canterbury, the Lincoln master indulges in a whole repertoire of
personal quirks: crocketted shafts inside other shafts, double over-
lapping miniature arcades along the aisle walls, and a strangely
proportioned polygonal east end (later destroyed to make way for
the Angel Choir). For the vault he chose neither quadripartite nor
sexpartite but a mixture of the two which results in an odd, asym-
metrical pattern, dubbed the ‘crazy vault’ by a modern historian,
never seen before and never repeated again. St Hugh’s architect
died before the cathedral was half built and the nave is the work of
his successor. Though not eccentric like the choir, it initiated two
novel features in the vault destined to have a long career in
England: the tierceron and the ridge rib. Tiercerons are extraribs,
extending from the wall to the crown of the vault: at Lincoln,
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91. Salisbury Cathedral, begun
in 1220: air view from the south-
east, and plan (opposite).
Whereas French Gothic sought to
merge all the parts into a single
whole, many English cathedrals
still seem to respond to the
Romanesque instinct to keep
these separate; compare

St Sernin, Toulouse (ill. 37).

The double transepts are another
feature popular in England.

instead of three ribs springing from the same point (the transverse
rib and two diagonals), we have seven. The ridge rib runs along the
crown of the vault from beginning to end. Like the treatment of
the gallery at Wells, both these features have the effect of playing
down the division into bays, so dear to the French, and making the
whole vessel one continuous space.

Salisbury, begun in 1220, is without quirks, an exercise in
formal logic, though just as English in its proportions. Purbeck
marble forms a major design feature, giving it a linear quality and
(combined with a total absence of sculpture or foliage capitals) a
certain plainness. On the exterior, however, Salisbury makes an
unforgettable impression, building up through a sequence of
clearly defined volumes to culminate in the great central tower
and spire.
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92. The choir of Westminster
Abbey (1246) marks a return to
French taste in its proportions and
many of its details such as tracery.
But as both coronation and burial
church of the Plantagenets, it was
unprecedentedly rich. Tracery is
doubled, and the spaces above
the arches are covered in intricate
diaper patterns.
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With Westminster Abbey (begun in 1246) French influence
reasserts itself. Its architect, called ‘Henry of Reyns’ in the docu-
ments, may well have come from Reims, which is its closest model.
Its patron, King Henry III, saw it as a demonstration of
Plantagenet prestige and with its wealth of sculptured decoration,
intricate mouldings, fine materials and double tracery it was prob-
ably one of the most expensive buildings of the Middle Ages. In
the choir stood the shrine of Edward the Confessor, which was to
be surrounded by the tombs of English kings. The proportions —
tall and narrow, with the emphasis on verticality — and the details
of arcade, gallery and clearstorey are close to French precedents,
and for the first time in England the windows are given tracery
corresponding to Rayonnant patterns in France, including the
great (though much restored) rose-windows at the ends of the
north and south transepts and the very latest innovation from
Reims, the so-called spherical triangle or triangle with convex
sides. Westminster is the culmination of the Early English style
and its influence can be traced in numberless churches and addi-
tions to cathedrals through the country, from the new choir at
Lincoln (the Angel Choir) to the Chapel of the Nine Altars at
Durham. Butalready by 1280 England was on the brink of a devel-
opment that would give it the architectural leadership of Europe —
the Decorated style.
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The nameis not inappropriate because the style is highly deco-
rated, but it does not tell the whole story. Gothic architecture
broke free from formal geometry and the logic of apparent func-
tion, and entered a world of untrammelled imagination that would
lead (though not in England) to an exuberance and an excess of
fantasy that would have seemed madness to the master of St Denis.

Lavishness of decoration was a symptom. In the classic first
phase of Gothic, ornament is a product of function, in that it serves
to mark and emphasize key points of structure: the capitals of
columns, corbels from which vaulting ribs spring, bosses where
the ribs meet. By the 1280s such enrichment is spreading to walls
and window-surrounds; altar reredoses become complex compo-
sitions full of statuary; wall-shafts can disappear into niches and
emerge the other side; vaulting ribs multiply from seven to nine
and then to eleven, so that they project over the interior space like
giant palm branches, and from these ribs (tiercerons) sprout yet
others (liernes) beginning and ending where fancy, not structure,
dictates; a new form of arch, the ogee, consisting of two S-curves,
begins to appear everywhere; the tracery of windows casts off
obvious obedience to the ruler and compass and begins to curve
and weave unpredictably, leaving shapes and spaces for which new
names (‘mouchettes’) have to be invented.

Most radical of all, space itself begins to be conceived in new
terms. When the central tower of Romanesque Ely collapsed in
1320, it was decided to rebuild it not as a conventional lantern
tower with straight sides, but as an octagon, cutting off the adjoin-
ing bays of the choir, transepts and nave with diagonal walls —
something without precedent in the history of Christian architec-
ture. For the retrochoir of Wells Cathedral the architect devised a
system of interlocking vaults that made nonsense of the very idea
of distinct bays. At Bristol in 1306, the master-mason made the
nave and aisles equal in height (i.e., no gallery or clearstorey), car-
rying the thrust of the vault across the aisles on little stone
bridges; in a nearby chapel he built a vault consisting only of ribs, a
skeleton withno fleshon it.

The Decorated style, the most exciting phase of Gothic, lasted
roughly seventy years, from 1280 to 1350. During or shortly
after that time, it seems fairly certain that architects from the con-
tinent visited England and were impressed by what they saw. But
England, as though wearied by the effort of imagination, turned to
a completely opposite style, the rectilinear Perpendicular, which —
astonishing as it can be on its own terms — seemed to contradict

everything that went before.
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93. Exeter Cathedral, the nave
(1328). Here the urge towards
unity is carried further than in
any French design. Clusters of
ribs like palm branches (eleven
springing from one point) virtually
abolish the division into separate
bays. This is a symptom of new
free-flowing spaces of the
Decorated style.

94, 95. The Ely octagon and the
aisles of Bristol are two of the
leaps of spatial imagination that
make the English Decorated style
unique. At Ely (below left) the
crossing area, damaged by the fall
of the tower, was thrown into a
single space covered by a wooden
octagonal lantern and lit by
diagonally placed windows. At
Bristol (below) the thrust of the
main vault is carried across the
choir aisles by miniature bridges
with complete vaults of their own.




96. The west front of

La Trinité, Venddme (1499)
represents the take over of
architecture by Flamboyant
tracery.

97. The cathedral of Albi, in the
Languedoc (below right, 1282),
was built in the aftermath of the
Albigensian wars; its closed
surface — seen here from the east —
evokes a fortress. The severity

was later relieved by a

Flamboyant south porch.
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How Gothic ended
The final phase of Gothic is a confusing story and there is no way
of simplifying it. This is because one can no longer make general
rules. Every European country goes its own way, apparently with-
out reference to the others. It is the period that is most neglected
by architectural historians, but in some ways the most exciting.
We return to France. The classic, international style estab-
lished by the series of cathedrals up to Beauvais continues to
develop, but without major changes. The proportion of window to
wallincreases. Beginning in the 14th century, Flamboyant tracery
blossoms into luxuriant growth (St Wulfran, Abbeville, and the
rose window added to the Samte Chapelle in 1485), but is not
reflected in the vaulting patterns, which remain stubbornly
quadripartite. Piers, however, abandon the simple forms and
become bundles of linear members. On the exterior, blank tracery
becomes ever more popular, reaching up into the towers in the
form of tall niches and elongated panels. The west front of La
Trinité at Vendéme or the south transept of Beauvais are so cov-
ered with Flamboyant patterns that it is hard to tell window from
wall. Rouen has two churches, St Ouen and St Maclou, which rival
English Decorated in both planning and decorative complexity.
(St Ouen was originally designed with diagonally turned west
towers, an experiment hardly ever repeated.)
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98. In 1337 the Romanesque
hoir of Gloucester Cathedral

as remodelled in the new
Perpendicular style. A grid of
racery and panelling was placed
pver the walls, a complex vault
built, and a vast new window
bpened up the east end.

99. Below right: looking west in
he nave of a typical East Anglian
erpendicular parish church,
KSaffron Walden, Essex (early 15th

There were also regional variations partially surviving from
the earlier local Romanesque. In the south-west, recently devas-
tated by the Albigensian wars, there are churches that look
like fortresses. The brick-built Albi Cathedral (1282) presents a
defensive face to the world, its buttressing system internalized in
the form of walls across what would be aisles. At the very end of
the period, when Renaissance motifs were already entering
French architecture, Gothic experienced a sort of late flowering,
with such exotic blooms as the pendant vaults of St Pierre at Caen
(choir 1518).

England, as we have seen, embraced the Perpendicular style.
As early as the 1830s, first the south transept and then the choir
of Gloucester Cathedral were remodelled by placing a stone
grid against the walls, concealing the Romanesque structure
and continuing into the vault in the form of a tight network of
ribs and across the vast east window in a pattern of straight
glazing bars extending the full height with straight mullions
crossing them. For whatever reason, the logic of Perpendicular
appealed to 14th-century England more than the exuberance
of Decorated. For two centuries, innumerable parish churches
(most notably in the rich wool counties of East Anglia and
Gloucestershire) followed the same formula: tall, wide arcades
with simple mouldings, often uninterrupted by capitals, and large,
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100. The rebuilt nave of
Canterbury Cathedral (1379) is
an epitome of the Perpendicular
style: lines are clean, spaces
uncomplicated, decoration
restrained. It is the total effect
that matters.

ip=

bright windows with rectilinear tracery. In cathedral building,

the naves of Winchester and Canterbury are the major works,
structures carefully organized to make the maximum effect at a
single glance. The effect of austerity is often offset by blind
panelling at dado level and sometimes even on the jambs and
soffits of arches. Two other features, apart from the rich decorative
effect of stained glass and colour, give Perpendicular some extra
glamour. One is towers: the central towers of Canterbury and
Gloucester or the west towers of many Somerset churches are
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101, 102. The fan vault was the
last creative invention of the
Perpendicular style. At King's
College Chapel, Cambridge
(below, ¢. 1515) it takes the
classic form of half-cones meeting
at the centre. In the Henry VII
Chapel, Westminster Abbey
(below right, 1503), full cones
with pendant bosses appear to
hang from the roof.

among the glories of the Middle Ages. The other is fan vaulting,
an exclusively English invention. Structurally, a fan vaultis a solid
stone ceiling carved into a pattern of radiating ribs in the form of
inverted half-cones. King’s College Chapel, Cambridge (complet-
ed in 1515), is the most lavish example. In special cases, pendant
bosses are suspended from the cones in apparent defiance of
gravity, as in Henry VII's Chapel at Westminster Abbey, begun
aslateas 1503.

In Germany, Romanesque did not surrender to Gothic until
well into the 13th century. The first innovatory ideas were all
French, but by the 14th century specifically German forms of
Gothic are clearly in evidence. Prague Cathedral, the most
ambitious church east of the Rhine, was begun by a Frenchman,
Matthew of Arras, but in 1356 was taken over and completely
transformed by Peter Parler, the most outstanding of a dynasty of
German architects. Unrestricted, he might have chosen the hall-
church form, the favourite German type throughout the 14th and
15th centuries. By giving up gallery and clearstorey, architects
risked depriving themselves of the soaring verticality of French
Gothic, but in fact the churches are often so high that this does not
happen, and they achieve unprecedented effects of width and
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103. Peter Parler took over
Prague Cathedral from the more
conservative Matthew of Arras in
1356, when he was only twenty-
three. His vaulting system —

the so-called scissors vault —
(1380s) is decorative rather than
functional. Note how the triforium
passage elegantly bends out to
accommodate the openings
through the piers.

104. Freiburg-im-Breisgau (above
right) has the most accomplished
of those German openwork spires
that came to completion in the
Middle Ages.

105. The choir of Cologne
Cathedral (1248), with its tall
clearstorey and glazed triforium,
belongs with the cathedrals of
the lle-de-France as the final
statement of the Rayonnant style.
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106. Only the lower part of
Cologne’s right-hand tower was
built in the Middle Ages, but the
design (c. 1300) survived and
was carried out in the mid-19th
century.

spaciousness. Hall-churches are almost universal in central and
eastern Europe, from St Elizabeth at Marburg (1257) to St
Stephen’s Cathedral in Vienna (¢. 1300 onwards), and in fine

parish churches such as Schwibisch Gmund (13851), Landshut,
Ulm, Soest and the two great churches of Nuremberg, St Sebald
(1861) and St Lorenz (1439). For the facades, German architects
particularly loved openwork spires, built at Freiburg-im-Breisgau
(¢. 1300) and intended (though not built until the 19th century) at
Cologne, Regensburg and Ulm.

One reason for the German fondness for hall-churches must
have been that they were more favourable to complex vaulting
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107, 108. The favourite German
Gothic ecclesiastical form was
the hall-church, in which the
aisles are as high as the nave.

It generated an amazing variety
of rib vaults, linked to the arcade
by spiral shafts, as at St Blasius,
Brunswick (above left) of 1474,
or blossoming into radiant petals
as in the nave of St Anne’s,
Annaberg (right), of 1525.

patterns, since ribs could spring in all directions instead of only

inwards. Vaulting is the outstanding feature of German late
Gothic. It is tempting to look for connections with English
Decorated (the ‘star vault’, common all over Germany, may derive
from English polygonal chapter-house vaults; and Peter Parler’s
‘scissors vault’ at Prague is anticipated — by pure chance? — at
Ottery St Mary in Devon), but the style soon takes oft into a world
of autonomous fantasy. Perhaps the most exquisitely beautiful is
that of St Anne’s at Annaberg in Saxony, of 1525, but it is by no
means the most extreme. At the Marktkirche at Halle the ribs fly
free from the vault; at St Mary’s in Ingolstadt (1520s) they twist
into stone pretzels and blossom into stone flowers; at Pirna, near
Dresden, one rib simply spirals off on an adventure of its own
without even a pretence of a destination. At Brunswick in 1474,
and in a few other churches, the unity of the design is reinforced by
twisting the columns, so that the ribs writhe away from them as if
they were prolongations of the pier mouldings. At the very end of
the 15th century a new variant was invented, in which ribs are
arbitrarily cut off in mid flight, a form taken to its limit by
Benedikt Ried, the virtuoso designer of St Barbara, Kutna Hora,
and the Vladislav Hall in Prague Castle. What began as an experi-
ment in structural engineering has ended as a game.
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109. In its final phase German
Gothic vaulting playfully draws
attention to its own artifice by
having ribs that overlap and are
arbitrarily chopped off when no
longer needed. The Vladislav

Hall of Prague Castle (1493) is
the masterpiece of Benedikt Ried.

110, 111. Bohemia, Silesia and
East Prussia, now parts of Poland,
produced their own forms of
vaulting. Below: nave aisle of St
Mary on the Sands, Breslau
(Wroclaw), showing so-called
jumping vaults, or triradials,
a system of triangular cells with
three ribs. Below right: St Mary,
Danzig (Gdansk), with ‘cellular’
vaults, in which ribs or groins are

 fashioned on the surface and

~ have no practical function.

The northern and eastern parts of the German lands have
vaulting features of their own. Silesia (now western Poland)
favoured a type called the jumping vault’, which consists of a
sequence of triangular compartments with three ribs radiating
from a boss, creating an irregular rhythm. In Bohemia ribs may be
dispensed with altogether; these ‘cellular’ vaults, of brick covered
with thick plaster (apparently the invention of Arnold of West-
phalia), look like crinkled paper. Both vaulting types were diffused
in central Europe. Absence of stone also led to the technically bold
use of brick in northern Germany, even for such details as glazing
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112. Characteristic Netherlandish
Gothic: the south transept of St
John, s'Hertogenbosch, ¢. 1430.
Most of the tracery, including

the eccentric inverted arches

on the heads of others, is a
reconstruction of the 19th
century, but accurate.

mullions. The brilliance and daring of some of these great brick
churches (e.g. Schwerin), many erected by the Franciscans and
Dominicans, with narrow windows 90 feet (27m) tall and gables
with brick tracery patterns of quite fairy-tale imagination, are
among the boldest achievements of medieval architecture.

The Gothic churches of Flanders and the Netherlands took the
classic French formula (still fairly intact at Utrecht, 1265) and
developed it in yet other ways. Arcade and clearstorey almost
squeeze out the middle storey, which becomes merely a band of
patterned masonry. Some of these churches are extremely ambi-
tious. Antwerp Cathedral has not just double but triple aisles and a

tower 403 feet (123m) high. Other towers went even higher.
Mechelen (Malines) would have had the tallest tower in the world,




113, 114. Two Italian churches
whose Gothic qualities are
compromised not only by the
width of the bays but also by the
use of tie-rods or beams:
Florence Cathedral (above, 1334
onwards), and SS. Giovanni e
Paolo in Venice (above right,
1260 onwards).
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at 550 feet (168m), but work stopped when it had gone half
way. St John at s"Hertogenbosch (begun . 1430) is notable for the
lavishness of its decoration, including the intricate tracery of the
south porch and the rows of tiny figures (all now restored) that sit
astride the flying buttresses. The region of Brabant also evolved
a particular ornamental motif, the ‘round-topped ogee’, whose
closest parallel is contemporary female head-dress.

Nothing can prevent the northern visitor’s first reaction to
Italian Gothic from being one of disappointment. It is not a ques-
tion of success or failure, but of a different aesthetic. Instead of the
complex spatial experience of northern cathedrals, with their
dark, close-set piers, their linear complexity and their overall feel-
ing of verticality, there is a spaciousness and a clarity that seem to
renounce all mystery and mysticism. The nave of Florence
Cathedral is much longer than that of Salisbury, but where
Salisbury is divided into ten bays, Florence has only four. The
result is that it feels shorter. There is also no suggestion of forces
held in balance. [talian architects had no objection to stretching
iron tie-rods across the main vessel to hold the two sides together,
something that contradicts the whole spirit of northern Gothic.
This applies in varying degrees to all the great Italian vaulted
churches — Siena Cathedral, S. Petronio at Bologna, S. Francesco
at Assisi, S. Maria Novella at Florence... All except one: Milan.
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115, 116. Milan Cathedral,
begun c¢. 1385, is unlike any
other church in Italy or indeed in
Europe. Its wide, spreading
proportions reflect the very tall
double aisles which considerably
reduce clearstorey lighting. The
ornate exterior (below) was
designed in the 1390s though
completed centuries later. Inside
(opposite), the rings of canopied
niches that take the place of
capitals frustrate the effect of
verticality which is the hallmark
of Northern Gothic.

The story of Milan Cathedral is immensely complicated. [tis a
northern cathedral on Italian soil — but is it really a northern
cathedral? [ts plan is not unusual: a nave with double aisles, almost
as wide asitis long, transepts with aisles, and a polygonal east end.
Both the nave and the inner aisles have clearstoreys, but so small
that they do little to make it lighter; it is as if the cathedral aspired
to be a hall-church. The main arcade piers are composite and their
vast capitals are surmounted by circlets of niches in which stand
over-life-size statues. The vaultis simple quadripartite. In the apse
the huge windows have patterns that are like Flamboyant tracery
stirred into a vortex. The exterior is a forest of pinnacles and stat-
ues culminating in an octagonal cupola over the crossing. The
material throughoutis white marble.

This great, weird building is the result of a century of argu-
ment, indecision and compromise followed by three centuries of
interrupted construction. It exemplifies all the problems of
medieval building methods, but also how they were solved. It was
begun about 1385. Within ten years the authorities began to have
doubts about its stability. A series of conferences were held.

106

115

116



il
3
i
:

Altogether some fifty architects, many from France and Germany,
including one of the Parler family, were consulted. The records of
these conferences give us our most detailed knowledge of masonic
techniques, the alternative ways of producing an elevation from a
plan (by basing it on a square, ‘ad quadratum’, or a triangle, ‘ad tri-
angulum’), and the diverse views of Italian, French and German
experts on such topics as buttressing and strength of materials.
Next, to Spain, a country to which many architectural roads
lead but from which none return. The earliest French-dominated
phase of Spanish Gothic has already been briefly mentioned. Leén
comes closest to the French ideal (and its full complement of
stained glass makes it comparable with Chartres). Toledo, which
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117. The western spires of Burgos
Cathedral were designed c. 1440
by ‘Juan de Colonia’ — Johannes of
Cologne - and it is clear that he
was inspired by drawings for the
then-unbuilt spires of that
cathedral (ill. 106).

118. Ledn is the most French of
Spanish cathedrals. Begun

¢. 1255, it is almost a textbook
example of the Rayonnant style.

119. The Chapel of the Constable,
Burgos (below right, 1482), by
Juan de Colonia’s son Simén. The
glazing of the centre of the vault is
a modern alteration.

closely tollowed it, has the Bourges feature of double aisles with
complete three-storey elevation to the inner aisle. But before long
other influences become apparent. The openwork spires of Burgos
were designed about 1440 by a Juan de Colonia’, i.c. Johannes of
Cologne, and he must surely have seen the drawings for the spires
— then unbuilt — of the cathedral in his native city. His son and
grandson stayed at Burgos, designing the richly decorated Chapel
of the Constable and the central tower, both quintessentially
Spanish. One should not forget that in Spain Christianity never
lost the character of a crusade. The southern part of the peninsula
remained in the hands of the Moors until the middle of the 14th

century (Granada, a lonely outpost, did not fall until 1492), and

this gives Spanish religious architecture an emotional intensity
that can still be felt.

When, in the south, Spanish Gothic acquired a true character
of its own, its most immediately noticeable feature is width — an
openness that does not sacrifice mystery because of the extreme
richness of decoration that covers the surfaces and because the
space became filled (or was filled until the disastrous reorderings
instigated by the Second Vatican Council of 1962—65) with screens
and grilles that reduce the interior to a series of shadowy reces-
sions. Window tracery and vaulting ribs are as exuberant as in
English Decorated, sometimes amounting to a frenzy that left its
legacy to Spanish Baroque.
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120, 121. Late Gothic in
Catalonia is marked by a
preference for extreme width.

S. Maria del Mar (above, 1324),
close to the port of Barcelona, is a
hall-church almost exactly as wide
as it is long, giving an impression
of spaciousness. The same
qualities are carried to their
extreme in the cathedral of Palma
de Mallorca (above right; begun in
1306, nave 1360). Here width is
matched by height, for the whole
nave was raised in the process of
building. Here we are looking
south-east; a great rose-window
fills the space between nave and
choir vaults.

122. Something similar to Palma
occurred at Gerona (right), where
in 1416 it was decided to scrap
the earlier scheme of the choir
(1312) and open out the whole
space into one very wide nave.




123. Seville (1402, finished
1518) is among the last Gothic
cathedrals and the largest. Its
width is emphasized by double
aisles, but the impression of
lowness given by the exterior is
belied by the soaring height of
the interior elevation.

il

The most typical of Spanish great churches are those where
the width of the central vessel and consequently the span of the
vault are pushed to the limits of structural possibility. The archi-
tects of Catalonia and Andalusia were particularly reckless in this
respect. T'wo churches in Barcelona — the cathedral and S. Maria
del Mar — prepare us for the cathedral of Palma de Mallorca, where
the builders took a fresh draught of inspiration after the east end
and when they came to the nave almost doubled the height and the
width. At Gerona, which had been begun in the early 14th century
in a conventional style with choir and aisles, gallery and clear-
storey, work was taken over in 1416 by Guillermo Boffiy, who,
with unprecedented bravado, threw the whole space into one — as
wide as choir and aisles together and much higher —and covered it
with the widest of all Gothic vaults. To stand at the west end and
look east is to see a demonstration model of one phase of Gothic
superseded by another.

The largest of Spanish cathedrals, and indeed the largest
medieval cathedral ever built, is that of Seville, begun as late as
1402 and not completed until 1518, with the explicit ambition, as
one of the building committee put it, of making ‘those who should
see it finished think we were mad’.
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124, 125. Two extreme — but
typically extreme — examples

of the last phase of Portuguese
Gothic, known as Manueline.
Above: the monastery church of
Belém, outside Lisbon (1499).
Above right: the chapter-house
window of the Cristo Monastery,
Tomar (c. 1520).

For the last flourish we must go to Portugal, where the Gothic

style, some would say, did finally take leave of its senses. Under
King Manuel I (1495—1521) the Portuguese empire in the Indies
enjoyed its greatest period of expansion. Suddenly enriched,
Portugal began to build churches and monasteries to reflect its
new wealth, in a style that came to be called ‘Manueline’. The
plers of arcades begin to twist like barley sugar, and imagery
drawn from exploration and the sea — anchors, seaweed, shells,
nets — proliferates. The window of the chapter house of the Cristo
Monastery at Tomar, as large as a three-storey house, is festooned
with such motifs. Most common of all is rope, which encircles
buildings as if they were giant parcels. At Viseu Cathedral the
vaulting ribs are rope, with knots as the bosses.

By the time this was built the Italian Renaissance was already
a century old and the new St Peter’s was rising in Rome.
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126. The citadel of Carcassonne,
in south-western France,
preserves its double circuit of
defensive walls. The inner ring
goes back to Merovingian times;
it was extended and added to up
to the 14th century and restored
in the 19th.

Secular and domestic

[tis not unfair to judge medieval architecture primarily in terms of

churches and cathedrals. Not only were they overwhelmingly the
major building type, commanding a large proportion of national
resources, but they were also the focus of experiment and change.
However, there were other objects of masonic skill and we should
look briefly at the wide range of non-religious buildings.

Castles were nearly as expensive as cathedrals, but their form
was governed by the science of defence more than the art of archi-
tecture. In early examples the tower is retained as a place of last
resort, situated at a point where the castle was most vulnerable. It
would be complemented by a ‘bailey’ defended by walls which
themselves incorporated towers. Outside there would be a moat or
dry ditch. In the 13th century the keep became less important and
the defenders relied more on the curtain walls, which might be
doubled, forming concentric rings. It was the gateways which now
became the most heavily fortified parts and were treated like keeps
themselves, as at Harlech in Wales. Every large town, too, had its
ring of walls punctuated by towers, a few of which impressively
survive today, from York in England to the north to Avila in Spain
to the south. Sometimes these defences, like castles, incorporated a
double or triple line of walls, still to be seen at Carcassonne in

south-western France.
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[1 27. The castle of Marienburg
now Malbork, Poland) was the
eadquarters of the Teutonic
nights, a Christian military order
aging war on the pagan Slavs.

1 28. Beaumaris on Anglesey
1283), never finished, was the
ost geometric of Edward I's
astles built to subjugate the
elsh.

129. Castel del Monte, the

mperor Frederick II's castle
n Apulia (1240), is the most
‘ormally perfect of such
Btructures. Its pedimented
Hoorway bears witness to

rederick’s classical ambitions,
hnticipating the Renaissance
by two centuries.

Every strong scat of power was fortified, but the most reveal-
ing castles are those built in areas of continuing war or unrest,
where royal resources had to be expended. Edward I's castles,
built to subdue the Welsh in the late 15th century — Harlech,
Conway, Caernarvon and Beaumaris, the last the most formally
perfect — are textbook examples of current strategic thinking.
That thinking came largely from the experience of the Crusaders
in the Holy Land, a testing ground for methods of warfare for
several centuries, and the site of some of the grandest of all castles,
such as the Hospitallers’ Krak des Chevaliers in Syria (13th cen-
tury). Less well known and more idiosyncratic are the castles
built by another military order, the Teutonic Knights, as part of
their campaign to Christianize the Slavs, culminating in the head-
quarters of the Grand Master at Marienburg (now Malbork, in
Poland), a huge complex of buildings that broods threateningly
over the flat plains of the Vistula. At the other end of Europe,
Spain’s long struggle against the Moors produced scores of
castles, once in the front line, now bare and empty in the dry
landscape of Castile. Spanish castles did not go through the same
evolution. They were usually compact, combining the functions of
stronghold and palace. In the remarkable castle of Bellver,
Mallorca (14th century), which seems to have been planned
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130. The great hall of Barcelona,
the Tinell, shows the same
passion for width as Catalan
ecclesiastical architecture.
Begun in 1359, it uses
diaphragm arches to support

a wooden roof.

131. Westminster Hall, London,
originally a Romanesque
structure, was transformed in
1394 by the addition of the
great hammerbeam roof by
Hugh Herland, one of the
glories of medieval carpentry.
The central section rests on the
hammerbeams whose ends are
ornamented with angels; the
wide arches unify the space
aesthetically.

almost as an exercise in abstract geometry, the two aspects are
clearly separated, the palace consisting of a circular courtyard
with a two-storey arcade, the stronghold of a smaller circular
tower linked only by a bridge, where the garrison lived. Elsewhere
the typical alcdzar (e.g. of Segovia or Toledo) is a single block rely-
ing for its strength largely on its site. The most spectacular is Coca
(Segovia), built of brick in the 15th century and decorated in such a
way as to make it clear that it was as much for show as for war.

This is not the place to analyse the military aspects of castles,
but we may draw attention to certain aesthetic qualities. It is
clear that where topography allowed architects did not suppress
their natural instinct for symmetry and proportion. The results
can have a powerful beauty of their own. The Emperor Frederick
IT's Castel del Monte in Apulia (1240) is a perfect octagon punctu-
ated by eight identical towers. In England, Warkworth Castle,
Northumberland (¢. 1400), has a complex Greek-cross plan, the
various rooms fitted into it, around and above each other, with
extraordinary ingenuity.

Castles during this period shared many of the functions of
palaces; residential and ceremonial parts of the building developed
alongside military. The 14th-century castle of the French kings at
Vincennes, just outside Paris, contained lavish reception rooms
and a chapel. Marienburg had a large chapel and splendid vaulted
halls. Very often great halls were constructed of wood within the
castle precincts and have not survived.

Palaces like those of Whitehall or Westminster in London or
the Vatican in Rome were not unified, designed structures but
random collections of buildings serving various purposes. The
Kremlin in Moscow 1s the best existing example. Only rarely
does a medieval palace survive in anything like its entirety. The
Palace of the Popes at Avignon (begun in 1834), where the popes
lived during their exile from Rome, is one. Another is the
Albrechtsburg at Meissen (1411) whose sequence of rooms
covered by fantastic late Gothic vaults by Arnold of Westphalia
brings it close to the Vladislav Hall in Prague.

Prague is one of a number of cases where a great hall has sur-
vived virtually on its own. Others are the hall of the Counts of
Poitiers in that city (13th and 14th centuries), Henry III's hall at
Winchester (1222), and the hall of the counts of Barcelona, the
Tinell (1359), a wide space spanned by diaphragm arches. Largest
is Westminster Hall, London, in the 12th century probably pro-
vided with two rows of posts down the middle but in the late 14th
century covered with the vast hammerbeam roof that we see today.
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132, 133. Monasteries were
among the most demanding of
architectural patrons, and their
buildings remain monuments of
sober imagination. The refectory
of Maulbronn, Germany (above,
1224), and the dormitory of
Poblet, Spain (above right, late
12th century), were both built for
Cistercian communities.

134. Right: the roof of the chapter
house of Wells, England

(c. 1280). Octagonal chapter
houses were peculiar to England,
giving spectacular opportunities
for the development of vaulting.




135. Trinity College, Cambridge,
in the 17th century was still close
to what it had been in the Middle
Ages. The Great Court is entered
through an elaborate gatehouse.
The chapel is on the right, with
the hall - its oriel window marking
the dais or high-table end and
balancing the asymmetrically
placed door — between the two
courts. (Wren’s much later library,
ill. 250, is in the far distance.)

The layout of monasteries remained the same as in Rom-

anesque times, and only a few of the communal buildings regis-

tered much change. Cloisters were given open tracery, some of it of

great claboration. The cloister of Lérida, in Spain, is rather taller
than the church to which it is attached. Refectories too grew
grander and were sometimes divided by a row of columns down
the middle supporting vaulting (c.g. Maulbronn, in Germany,
1224). Dormitories were rarely vaulted, but could have diaphragm
arches to hold up the roof, putting them almost on a level with the
halls of the nobility (e.g. Poblet, in Spain, late 12th century).

A peculiarity of English monasteries, and some non-monastic
communities, was the circular or octagonal chapter house, often
with a central column and a great umbrella of radiating ribs, as at
Wells (c. 1280). Infirmaries also grew in scale and quality, and
became the models for secular hospitals, of which examples
survive at Angers (1174) and Beaune (1443), both in France.

Inevitably, over the centuries, the old disciplines were relaxed.
The Cistercians forgot St Bernard. Abbots built themselves pala-
tial apartments. Towers, prohibited by the old rules, were allowed.
That of Fountains, in Yorkshire, built in the 16th century on the
eve of the Reformation, is like a parable of the sin of pride.

Universities and colleges were like secular monasteries,
always with a chapel, and often a cloister and domestic quarters
grouped around it. Most of the ancient universities of Europe have
lost their medieval buildings; England is lucky to have not only
fine examples at Oxford and Cambridge but also two schools for

younger students at Eton and Winchester.
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136. Civic pride was manifested
by lavish town halls, whose bell-
towers (campanili in Italian)
often rivalled cathedral spires as
dominant elements in the city.
That of Siena (1289) fronts onto
the great open space where the
medieval Palio is still held.

137, 138. Venice evolved a form
of lace-like secular Gothic that
was never used for churches

(and was therefore recommended
by Ruskin as suitable for 19th-
century civic buildings). Opposite,
below: the Doges' Palace (1343).
Below: the Ca’ d'Oro (1423),

a highly-wrought private palace.
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Finally, to civic and commercial buildings, town halls and
exchanges. The most splendid of these, naturally enough, are in
the free cities of Italy, I'landers and Germany, where communal
pride was strongest: in Italy the Palazzo Pubblico of Siena (begun

in 1289), the Palazzo Vecchio in Florence (1299) and the Doges’

Palace in Venice (begun in 13843); in Flanders the cloth hall of

Bruges, with its towering belfry (14th and 15th centuries), and
that of Ypres, dostm_yvd in the First World War but accurately
rebuilt, and the town hall of Leuven or Louvain (1448); in the

German sphere the town halls of Brunswick (14th and 15th cen-

turies) and Breslau (now Wroclaw, Poland). Spain has a number of

spectacular exchanges (lonjas): that of Valencia (1483) has rib

vaults carried on a double row of tall twisted columns.

Of grand private houses few survive, and of those even fewer of

major architectural importance. In France, the houses of the

financier Jacques Coeur in Bourges (1442) and of the Abbot of

Cluny in Paris (1485} bear witness to the luxury that the rich could
enjoy. Large numbers of houses belonging to the lesser gentry and

merchants remain, especially from the later Middle Ages, built of

stone, brick or (most commonly) timber. They follow standard
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139. The silk exchange (Lonja
de la Seda) of Valencia (1483)
comes close to Portuguese
Manueline style, with its
vigorously twisted columns
and complex vault.

140. The dense streets of pre-war
Danzig (Gdansk), with houses on
long, narrow plots, are typical of
medieval cities. The great parish
church of St Mary (seeill. 111)
rises high above the gabled roofs,
outscaling the towered town hall;
warehouses of the great Hanseatic
city are clustered on the island
across the river.

plans which persisted until the 16th and 17th centuries. The
nucleus was the hall, which had a raised dais at one end, where the
master dined (often lit by a bay window), and a screen at the other.
The entrance porch led into the passage formed by this screen,
and was therefore at one end, not in the middle, of the facade.
Doors led from this passage to the kitchen and buttery. At the
lord’s end a staircase led to his private apartments.

Town houses had simpler plans, often in England with over-
sailing upper storeys and in central Europe with a projecting oriel
called an Erke. The interiors of such houses were for convenience,
not for show, but the exteriors would be painted and decorated
and en masse presented a magnificent spectacle. Civic buildings
such as town halls would often belong to the same vernacular
tradition. Before 1939 Europe possessed many beautiful, virtually
intact medieval towns, Danzig (Gdarisk) and Nuremberg perhaps
the best of all. But they have been sadly depleted by war. Venice
remains, its fabric still largely late medieval, employing a parti-
cular local form of Gothic which was — uniquely — exclusively
secular: generally two upper storeys of intersecting ogee arches
enclosing lobed quatrefoils, lighting the gran salone. The Ca’ d'Oro

(1423), on the Grand Canal, represents the style at its best.
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Timeline showing the overlap between Gothic (in bold type) and Renaissance architecture
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Chapter 5:

141. Brunelleschi’s S. Spirito

in Florence was new in the
purity of its line, the harmony of
its proportions and the classical
correctness of its mouldings
and capitals. But in its basic
form it was wholly traditional.
Renaissance architecture was not
a sudden interruption of normal
usages, but an adaptation of the
Roman idiom to modern needs.

The Renaissance: Ancient Rome ‘Reborn’

The Renaissance brought about a sharp break in architectural
history, a break not only in style but in professional practice and
client expectation. This is not to say that the process was a sudden
one. It took two hundred years to spread across Europe. But wher-
ever and whenever it established itself, one entire tradition was
replaced by another. Renaissance architecture, it must not be for-
gotten, was only one aspect of a much larger cultural movement,
and cannot be understood in purely architectural terms.

In Italy, where it began, the break was less abrupt because the
two traditions were closer together. But even here, continuity of
practice was interrupted. Architects no longer learned their craft
from their masters, passing it on from one generation to the next.
Instead of inheriting a system of assumptions, beliefs and con-
ventions from their own past, they had to assimilate those of a
civilization separated from them by time, culture and religion, the
civilization of ancient Rome.

The Renaissance originated in the movement known as
humanism, which began in Italy in the 14th century as a revival of
interest in classical literature and philosophy. As it broadened
socially and intellectually it took in classical law, history, art
and architecture, until the ambition of humanist courts seemed to
be to re-create ancient Roman culture. Architects, therefore,
were obliged to become archaeologists and scholars. They read
Vitruvius, and measured classical ruins. They were no longer
practising master-masons, but intellectuals.

Florence: the Early Renaissance

Architecturally, the Renaissance is always taken to begin in 1418
with Brunelleschi’s dome of Florence Cathedral. This is slightly
odd because the dome owes practically nothing to classical archi-
tecture and a great deal to Gothic. A second oddity is why
Brunelleschi came to be chosen in the first place, since his training,
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43. The loggia of the Foundling
ospital in Florence, the
spedale degli Innocenti, built
imultaneously with the
athedral dome (1421), was
much purer exercise in the
lassical style. Between the
rches are the famous swaddled
abies in glazed terracotta
oundels by Luca della Robbia.

it could be built without ruinously expensive scaffolding.
Brunelleschi solved this problem, as well as inventing new hoist-
ing machines and conceiving the idea of tying the whole base
together with timber and iron ‘chains’.

Had Brunelleschi built nothing but the dome of Florence
Cathedral he would not be remembered as the father of Renais-
sance architecture. But his other works confirm that title. All are
in Florence: the loggia of the Foundling Hospital, the Old Sacristy
of'S. Lorenzo, the churches of S. Lorenzo and S. Spirito, the Pazzi
Chapel (probably), and the lantern and exedrae added to the dome
after it was finished. All show classical elements. The loggia and
the arcades of the two churches use fluted pilasters and columns
with Composite capitals; in the churches in addition there are slabs
of entablature (dosserets) above the capitals supporting round
arches and flat, coffered ceilings. The Old Sacristy and the Pazzi
Chapel have shallow domes on pendentives; the lantern and exe-
drae scroll-buttresses and egg-and-dart mouldings.

The classical vocabulary had never quite disappeared in the
Middle Ages. Volutes, Corinthian capitals, arcades of round arches
outlined in grey limestone or pietra serena, all have precedents in
Tuscan Romanesque, of which many examples survived in
Brunelleschi’s time; some still do (SS. Apostoli, S. Miniato al
Monte, the Baptistery). But, as ensembles, Brunelleschi’s build-
ings struck contemporaries as new, Roman in spirit, and part of
that ancient culture which they wished so passionately to join. In
the unfinished church of' S. Maria degli Angeli he experimented
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with a centralized sixteen-sided structure which reflected the
Renaissance preoccupation with geometry and proportional sys-
tems. Of course the architects of the Middle Ages had done the
same, but whereas masonic geometry had been esoteric and con-
cealed, that of the Renaissance was open, explicit, Euclidean.

The next generation is represented by a man from a quite
different background. Leon Battista Alberti was a scholar, fluent
in Latin and with some knowledge of Greek, well-read, trained
as a lawyer, and expert in all the accomplishments expected of
a 15th-century gentleman, including music and horsemanship.
A connoisseur of the arts, he made himself the leading authority
on Roman architecture. His book ‘on matters to do with building’,
Dere aedificatoria, became the modern Vitruvius, and inevitably he
was invited to design buildings himself.

Equally inevitably, Alberti approached the task from a position
quite unlike Brunelleschi’s. He was the first ‘architect’ in the
modern sense, that is, a man who makes a design on paper and
then leaves it to someone else, the contractor or clerk of works,
to build.

Alberti was a pioneer in a number of ways. He was the first
architectural theorist of modern times, the first to codify the rules
of classical architecture, the first to show how specific features of
Roman architecture (the orders, the triumphal arch, etc.) could be
adapted to modern requirements, the first to formulate the princi-
ple, so fundamental to the classical style, that in a harmonious
building ‘nothing could be added or taken away except for the
worse”. Unlike Brunelleschi, Alberti can be understood purely
and consistently in terms of Roman prototypes. His fagade
for the Palazzo Rucellai, in Florence, was the first to use the
orders — Doric, Ionic, Corinthian — superimposed in the ‘correct’
way. His remodelling of S. Francesco at Rimini as a memorial to
Sigismondo Malatesta applies the Roman triumphal arch motif —
here three equal arches — to the fagade of a church. In his fagade for
the Gothic church of S. Maria Novella, in Florence, he introduced
scroll-buttresses to mask the transition from high nave to low
aisles, another idea that was to have along life. The only two works
in which Alberti was not restricted by previously existing build-
ings were his two Mantuan churches, S. Andrea and S. Sebastiano.
The first, on a cathedral scale, features a triumphal arch motif (in
this case a large arch flanked by two smaller ones) on both the
facade and the interior elevations of the nave; this meant that
instead of an arcade with aisles behind, there was a series

of self-contained chapels whose solid walls functioned as the
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144, 145. Leon Battista Alberti,
most scholarly of Renaissance
architects, was particularly adept
at re-inventing ancient forms: the
triumphal arch as a church fagade
(S.Francesco, Rimini, 1446,
above) and the superimposed
orders on the front of a palace
(Palazzo Rucellai, also 1446,
above right).

buttresses supporting the big coffered vault (copied from Roman

baths). S. Sebastiano was not completed; it had a Greek-cross plan,
with square spaces in all four directions, fronted by a portico.

Albertidied in 1472. In the years that followed he was the most
powerful single influence on contemporaries and younger archi-
tects — men such as Michelozzo and Giuliano da Sangallo in
Florence, Bernardo Rossellino in Pienza, and Luciano Laurana in
Urbino. Michelozzo, in fact, was slightly older than Alberti. In the
1440s Cosimo de’ Medici employed him to build the Palazzo
Medici, a building close to the traditional Florentine palazzo (a
large town house rather than a palace in our sense), but with an
open arcade to the street — later filled in — and a wide projecting
cornice, and a courtyard surrounded by Brunelleschian arcades.
Giuliano da Sangallo is remembered for the small centralized
church of S. Maria delle Carceri at Prato, a clever combination of
Alberti’s S. Sebastiano and Brunelleschi’'s Pazzi Chapel.

Bernardo Rossellino had actually worked with Alberti; and
when Pope Pius Il commissioned him to build a whole miniature
city centre (named Pienza in his own honour), he seized an unpre-
cedented opportunity to put Alberti’s principles into practice. The
group comprises a cathedral, a town hall, a papal palace and an
episcopal palace, carefully graded — religious, civic, domestic —
according to a hierarchy explained by Alberti. At the same time
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acomparable ensemble was rising not far away at Urbino, redevel-
oped to express the power and taste of another autocrat, Duke
Federigo da Montefeltro. Federigo’s architect was Laurana, who,
though denied the same overall freedom in the site, designed a
palace that remains the most complete surviving setting for a
humanist court, with its graceful courtyard, cool rooms with giant
fireplaces, and intimate studiolo lined with marquetry panels.
Rome, soon to take over the architectural leadership of Europe,
could boast only one building to compare with these: the Palazzo
della Cancelleria, for which no architect has yet been discovered.
There are two orders of pilasters on the fagade and two courtyards
with two-storeyed arcades.

It must by now be obvious that, however fervently Ren-
aissance architects and patrons admired ancient Rome, their
buildings are not merely — indeed, not primarily — imitations of
classical ones. How could they be? Rulers and churchmen of 15th-
century Italy did not want temples, forums, amphitheatres or
baths. They wanted churches, public buildings and palazzi. The
classical style could only ever be an adaptation to unclassical uses.
In any case, Renaissance architects were not wholly under the
spell of the past; as we have seen, they were also fascinated by
something only indirectly connected with ancient Rome — geo-
metry. In church-building this led to a situation where geometry
was no longer the servant of ecclesiastical requirements, but their
master. The architects themselves saw no conflict since, in
Platonic theory, perfect forms (square, cube, circle, sphere) were
aspects of divine perfection. Ancient Rome and modern geometry
were to come together with intriguing results in the greatest of all

Renaissance architects, Donato Bramante.

Rome: the High Renaissance
In about 1500 Bramante moved to Rome from Milan. His own
background had been the court of Urbino, a centre of inquiry into
mathematics, perspective and the creation of ideal spaces, both fic-
tive and real. His early work as a painter and an architect reflects
these interests (S. Maria presso S. Satiro, Milan, was given a whole
choir in fake perspective — a built fictive space), and his friendship
with Leonardo, whom he had known in Milan, no doubt stimulat-
ed his ideas about centralized churches, evident in the domed
crossings he built for Pavia Cathedral and S. Maria delle Grazie,
Milan (1492).

But it was in Rome, at the age of 56, that his real career began.
Here, in the fourteen years that remained to him, he designed five
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146, 147. Two of Bramante's
first Roman experiments in the
classical language, begun in
1500 and 1502: the courtyard

of S. Maria della Pace (arch-plus-
entablature, pilaster-plus-column)
and the Tempietto of S. Pietro in
Montorio {(circular peristyle-plus-
pilaster).

buildings that were to set their mark on the whole subsequent his-
tory of architecture. They are the courtyard of S. Maria della Pace
(1500); the Tempietto of S. Pietro in Montorio (1502); the Bel-
vedere Courtyard in the Vatican (1503); the new basilica of St
Peter’s (begun in 1506); and the House of Raphael (¢. 15 10).

The first two are small in scale, but by looking at them in detail
one gains vivid insight into Bramante’s mind. At S. Maria della
Pace he built a courtyard with two storeys, the lower one consist-
ing of Doric piers supporting round arches, with applied Tonic

pilasters supporting a frieze above, the upper one of a flat entabla-

ture on Composite pilasters, subdivided by a smaller order of

Corinthian columns. At the corners, where the more usual method
was to close the arcades with a full pilaster, Bramante leaves a
mere thread to show where it would go if there were room.

The Tempietto, built as a Roman ‘memoria’ to a Christian
hero, St Peter, is Bramante’s most complete resolution of the two
cultures, and he found himself facing a series of problems to which
there were no conventional answers. [t takes the form of a round
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148. In the Palazzo Caprini or
House of Raphael (c. 1510,
acquired by the painter in 1517)
Bramante modelled the rusticated
ground floor on Roman shops
and for the upper used coupled
columns supporting a Doric frieze,
with pedimented windows
between. A comparison with the
Palazzo Rucellai (ill. 145) makes
clear how much more three-
dimensional and monumental
Bramante’s generation is than
Alberti’s.

cella surrounded by a circle of columns. Since the circumference of
the colonnade is greater than that of the wall inside it, the pilasters
(which are ‘projections’ of the columns onto the wall and therefore
of the same dimensions) have to be closer together. Between these
pilasters are doors and windows which, too, have to incorporate
their proper elements and observe proper proportions. Bramante
met these demands by, for instance, squeezing the window frames
into the depth of the openings. The building repays analysis on
these lines almost ad infinitum. When Serlio and Palladio came to
illustrate the masterpieces of ancient Rome as models for archi-
tects of their own time, they included this work as an honorary
classic. Bramante had challenged the Romans and equalled them.

Of the last three buildings on our list, one has been demolished
and the other two altered almost beyond recognition. The demol-
ished one is the House of Raphael (c. 1510), a town palace which
united elements from both ancient Roman and Italian traditions.
The ground floor, containing shops, was built of huge rusticated
blocks of masonry (actually concrete); the upper floor was a
smooth ashlar composition of paired Doric columns with entabla-
ture, separating large windows. Functional and elegant, the
design was taken up by Palladio and over the next three centuries
was adapted to a myriad of country houses and street fagades.
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149. Bramante's foundation
medal, issued in 1506, is one

of the few clues to his design

for St Peter’s. By drawing
inferences from this, and from a
plan by Bramante showing one
half of the building, Serlio and
later commentators were able to
reconstruct his presumed original
design as having four apses (one
of them the entrance), four corner
towers, a peristyle drum and a
hemispherical dome based on
that of the Pantheon.

The Belvedere Courtyard, commissioned by Pope Julius 11,
aimed to lend ancient Roman grandeur to the grounds of the
Vatican Palace by linking it to the Belvedere, a villa about 300
yards to the north. Bramante laid out a rectangular open space
divided into two by ramps and staircases to accommodate a rise in
ground level and ending in a semicircular exedra. The lower
courtyard had a three-storey elevation on the long sides (an open
arcade on a Doric order, then Ionic and Corinthian above), the
upper courtyard a single storey only. Some features, such as the
exedra, look back to Roman precedents, e.g. the temple-complex
of Palestrina (Praeneste); but in others, like the spiral staircase at
the northern end of the site, Bramante had to exercise his own
ingenuity.

Overshadowing all these works and preoccupying Bramante
for the last ten years of his life was the new St Peter’s. This project,
initiated in 1505 by Julius I1— to tear down and rebuild the mother
church of Christianity which had stood for over a thousand years —
still seems almost unbelievably presumptuous. But for Bramante
it meant a chance that few architects could ever dream of.

Unfortunately, the surviving documents establish neither the
pope’s exact brief nor Bramante’s definitive design. On the crucial
question of whether he intended a Latin-cross or Greek-cross
plan, the drawings are tantalizingly ambiguous. But most proba-
bly, as Serlio (for one) certainly believed, what he began was a cen-
tralized Greek-cross church, with four apsidal arms opening off a
domed central space. The scale was huge, but the interior was
ingeniously broken up by a series of chapels in the corners of the
cross. Four giant piers supported semicircular arches upon which
the dome rested — a hemisphere on a drum, rather like the
Tempietto. Work was begun in 1506 and carried up to the level of
the four main arches, but it is all now encased in the much more
massive masonry added by Michelangelo fifty years later. An idea
of Bramante’s exterior can be gained from the foundation medal,
and of the interior from Raphael’s School of Athens, where it is used
as a setting for the meeting of the great men of antiquity.

Bramante stands out as a man totally dedicated to architec-
ture, the very opposite of the dilettante. To him, more than to any
of his predecessors, the classical style was a discipline, a logical
system, which dictated its own formal solutions. At the same time,
it was both an art, a vehicle for the imagination, and a part of
the real world, in which patrons expected buildings to serve spe-
cific functions. Because classicism was being asked to perform
tasks for which it was never intended, almost all of Bramante’s
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commissions brought problems of reconciling these demands.
What should happen when two arcades meet at right angles?
‘What should happen to the relationship between intercolumnia-
tions and wall-openings when the building is circular? What
should happen to the hierarchy of the orders if they are being used
on a spiral staircase? None of these problems would have bothered
a Gothic architect. One cannot help thinking that they bothered
Bramante very much. Superficial attractiveness was not enough.
What he was striving for, as even Michelangelo, an unfriendly wit-
ness, recognized, was ‘the truth’.

The problem of Mannerism

The eighty or ninety vears after the death of Bramante in 1514
have long been a problematic area for architectural historians.
This is not because the facts are in dispute but because they are
subject to two contradictory interpretations. An older school of
thought, represented by Rudolf Wittkower and Nikolaus Pevsner
in the 1920s and '30s, held that in the first quarter of the 16th cen-
tury architecture and the other arts reached a point of balance and
harmony expressed to perfection by the generation of Raphael
and Bramante. The Reformation and in particular the Sack of
Rome (1526) induced a malaise and crisis of faith, epitomized in
the overwhelming personality of Michelangelo, who subverted
this harmony by rejecting the certainties of the High Renaissance
and substituting doubt, tension and distortion, leading the whole
of the next generation to follow him. This movement they called
Mannerism.

It must be admitted that Giorgio Vasari, Michelangelo’s dis-
ciple and biographer, does give some grounds for such ajudgment.
Of the Medici Chapel he says, ‘He made it very different from the
work regulated by measure, order and rule, which other men did
according to normal usage and following Vitruvius and the
ancients, to which he would not conform... Therefore the crafts-
men owe this man infinite and everlasting obligation, because he
broke the bonds and chains of usage they had always followed.” It
seems clear, nevertheless, that Vasari did not regard Michelangelo
as subverting the classical ‘rules’” but as taking them further,
extending them to discover new ‘beauties” and ‘graces’. Later
architects, similarly, saw themselves as elaborating and refining
the example of Bramante and ancient Rome, not as turning their
backs on it. A consensus now seems to be emerging which would
maintain that there never was a Golden Age of orthodoxy in which
the rules were clear and universally observed. From Brunelleschi
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150, 151. Mannerism frivolous
and serious. Buontalenti’s Porta
delle Suppliche at the Uffizi,
Florence (below, 1580), has a
classical pediment chopped in
half and reversed. Michelangelo's
Medici Chapel, also in Florence
(right, 1520), where many of the
architectural features — aedicules
squeezed between pilasters,
vacant plinths and flat niches
containing nothing but stone
garlands — seem to have no
function other than to intrigue
the eye and puzzle the mind.

onwards the process was one of continual experiment, adaptation
and innovation. Reverence for Vitruvius and Roman precedent
was never undermined but it never hardened into dogma. The two
most influential manuals of the century, Serlio’s Architettura
(Architecture, first part published in 1537) and Vignola’s Regola
det Cinque Ordini (Rule of the Five Orders, 1562) are both based
firmly on the authority of the ancients. But as Serlio, in fact,
remarks, ‘Nowadays men hanker after novelties, especially when
they are made by rule and reason’ (Book V1, 1. 23).

‘Novelties’ could take many forms, and not every architect
could resist the temptation to be outrageous. When Bernardo
Buontalenti, for instance, chopped a classical pediment in half and
swapped the two halves round over a doorway in the Uffizi in
Florence (1580), did he mean it to be amusing? One suspects that
he did, especially when one looks at some of his other works, such
as the altar stairs now in S. Stefano, Florence, which get narrower
and narrower towards the ends and finally curl up in a way that
simply mocks at function.

Michelangelo, it need hardly be said, was not this kind of
architect, though for him too function definitely mattered less
than form. By instinct a sculptor, he conceived buildings as compo-

sitions of solids and voids, projections and recessions, mouldings
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152. In the vestibule of the
Laurentian Library, Florence
(1524), Michelangelo seems
deliberately to create effects of
tension. The strangely overlapping
planes of the doorframe, the
columns recessed into the wall
and the consoles projecting in
front of it all provoke questions to
which there are no straightforward
answers.

153. The eccentricities of Giulio
Romano’s Palazzo del T¢, outside
Mantua (1526), are largely due
to the fact that it is a rural retreat
in a ‘rustic’ mode. Hence the
irregular rustication, the stones
dropping out of the entablature
and the large rough keystone in
the central arch.

and planes. Not until the very end of his career did he have to con-
cern himself with structure. His first work was the memorial
chapel of the Medici family in S. Lorenzo, Florence, begun in 1520
as the setting for the famous tombs. It is a small room balancing
Brunelleschi’s Old Sacristy on the other side of the church. His
contribution consists entirely of non-functional elements —
pilasters, tabernacles, niches, window frames — all of which are
designed with great care to produce effects that are not quite what
is expected and which critics from Vasari onwards have found dis-
turbing. The niches, for instance, do not quite fit the spaces
between the pilasters and their pediments have to overlap the capi-
tals. They also have odd rectangular recesses at the top, and when
these touch the segmental pediments, the latter jerk forward ‘as
if”, said John Summerson, ‘they had been given an electric shock’.
The same obsession with detail is what makes the vestibule of the
nearby Laurentian Library, begun four years later, so exciting. As
soon as one looks closely, questions arise. Why are the stairs in
three parallel flights with different numbers of steps? If the paired
consoles support the columns, why do they project in front of
them? If the columns support the wall, why are they recessed into
it? These are the archetypical questions of Mannerism.

During these same years Bramante’s achievements were being
developed by a group of highly gifted architects, all of whom had
contacts with Rome but of whom many settled and practised in
various cities of northern Italy: Raphael, Giulio Romano, Peruzzi,
the two Sangallos, Sanmicheli and Sansovino. Sharing many of the
same aesthetic values and using largely the same repertoire of
forms, they produced buildings that are strikingly different and
intriguingly individual.

Raphael knew Bramante and may have designed the little
church of S. Eligio degli Orefici in Rome with him. Unfinished but
influential was the Villa Madama, just outside Rome, a work
where classical inspiration and Renaissance invention met. Here,
as in his Vatican frescoes, Raphael was assisted by Giulio Romano;
the Villa Madama was clearly in Giulio’s mind when he designed
his first independent commission, the Palazzo del T¢ outside
Mantua. Begun in 1526, this is essentially a country villa, four
single-storey blocks around a square courtyard, with a big garden
court to one side. Because of its rustic connotations Giulio
indulges in such oddities as irregularly placed pilasters, patchy
rustication, and dropped sections of entablature as if the building

were falling into ruin.
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154, 155. The centralized church
of S.Maria della Consolazione

at Todi (below, begun in 1508),
a beautifully consistent exercise
in Bramantesque logic, would be
more widely admired if it were
attributed to a more eminent
architect than the obscure Cola
da Caprarola. It is known that
Peruzzi, designer of the strikingly
original Palazzo Massimo alle
Colonne (below right, 1532) also
worked on it.

Baldassare Peruzzi also belonged to the Bramante circle. He is
remembered for the Palazzo Massimo alle Colonne in Rome,
begun in 1532, which broke new ground by having a curved
fagade. The entrance, through a wide columned opening;, is flanked
by pilasters. Above this, the wall lacks any classical articulation
and has only oddly framed windows.

Antonio da Sangallo the Elder was Giuliano’s brother. His
great work is a pilgrimage church just outside the little town of
Montepulciano in Tuscany, the Madonna di S. Biagio (begun in
1518). It is very much in the Bramante tradition, a Greek-cross
plan with (freestanding) towers in the corners flanking the facade,
and an interior of severely Roman style. Close to it, in date and
location, is a more remarkable church in the same tradition,
S. Maria della Consolazione at Todi (begun in 1508), for which no
certain architect has been found. Leonardesque in its uncompro-
mising geometry, this very large church consists of a cubic central
space (in fact higher than a cube) opening into four equal apsidal
arms. Above it rises a high dome on a drum. Another member of
Bramante’s circle, Antonio da Sangallo the Younger (the son of a
third brother), remained in Rome and gained the commission for
the grandest of all Roman palaces, Palazzo Farnese (1513
onwards). The exterior renounces the orders, relying instead on
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1 56. Palazzo Bevilacqua, Verona,
by Sanmicheli (c. 1535), a
omplex facade that suggests but
Eubtly avoids exact symmetry.
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its large scale, its sequence of thirteen huge windows set in colon-
naded aedicules, and the expanse of smooth ashlar masonry. In the
courtyard, the Doric and Ionic orders support an entablature, with
arches threading through, like the Colosseum. The top storey and
the huge crowning cornice were finished after Sangallo’s death by
Michelangelo.

Michele Sanmicheli may have worked with the younger
Sangallo before returning in 1527 to his native Verona, then
Venetian territory. His three palaces there, each dating from the
1530s, are all varlations on the two-storey elevation of the House
of Raphael, with rusticated ground floors and orders of columns
or pilasters above. Palazzo Bevilacqua has the innovation of spiral-
ly fluted columns, sometimes seen as a symptom of Mannerism,
but in fact imitated from an ancient Roman arch only a few hun-
dred yards away. Sanmicheli’s only excursion into ecclesiastical
architecture, the circular Pellegrini Chapel (begun in 1529), also
in Verona, is an interesting adaptation of the Pantheon. Much
later, in the 1550s, he designed a palace in Venice, Palazzo
Grimani, which relies on a more straightforwardly Bramantesque

monumentality.
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157, 158. Two palaces that
translate the traditional Venetian
fagade (e.g. the Ca’ d'Oro,

ill. 138) into Renaissance idiom:

the Palazzo Grimani (c. 1556)
by Sanmicheli, and the Palazzo
Corner della Ca’ Grande (1537)
by Sansovino. Venetian
architecture keeps its own
instantly recognizable character
throughout all changes of style.

159. Sansovino’s masterpiece,
the Library of St Mark’s (begun
1536). Equally successful as a
building in its own right and as
a piece of townscape, it unites
the Piazza opposite St Mark's,
the Piazzetta opposite the
Doges' Palace (ill. 137) and
the waterfront.
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Palazzo Grimani stands out in Venice as the most uncompro-
mising example of the High Renaissance on the Grand Canal. It
was not the first. By 1550 Venice had long been familiar with the
new style, but the city never compromised its own regional char-
acter. This is true of all the Italian city-states, but is particularly
easy to see in Venice, which had also evolved its own exclusive
brand of Gothic. Venetian palaces, fronting onto water, almost
always have a triple entrance leading to an open ground-floor hall,
above which is the main state room (gran salone) with three large
windows. This pattern remained standard, whether dressed in
Gothic or Renaissance: Mauro Codussi’s Palazzo Vendramin-
Calergiof about 1500 had endowed it with three orders of columns
but retained Gothic-type windows; and Sansovino’s Palazzo
Corner della Ca” Grande (1537) had given it a definitely more
Roman look, with paired columns alternating with arched win-
dows, but the pattern is still unmistakably Venetian.

Jacopo Sansovino is the last of the Bramante circle. Born in
Florence, he went to Rome in 1505 and twenty years later to
Venice, where he became the leading architect until his death in
1570. His Library of St Mark’s, one of the grandest of all
Renaissance buildings, forms one side of the Piazzetta, opposite
the Doges’ Palace. Its two-storey elevation uses a whole range of
classical elements — Doric and Ionic orders supporting entabla-
tures, with smaller versions of the same orders running through
supporting arches — solving. all the problems with seemingly
effortless ease. Sansovino enriched every surface with carved
ornament, culminating in a huge frieze and balustrade.

While Sansovino’s building was under construction it was
being watched with fascinated attention by a young architect from
nearby Vicenza, upon whom a generous patron had bestowed the
poetic pseudonym of Palladio.

A developing Renaissance
Palladio was an architect of fertile imagination, with a firm grasp
of classical principles and an ability to produce buildings that were
both convenient and enjoyable to live in. What gives him his
unique place in the history of architecture, however, is none of
these qualities, but the fact that he was able to codify his methods
in a book, I Quattro Libri dell’Architettura (The Four Books of
Architecture, 1570) which became a manual for the rest of Europe,
and beyond, for two hundred years.

Palladio’s works consist of a major civic building, a theatre and

several town palaces in Vicenza; a large number of villas in the
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160. Palladio’s first commission
as to surround the old Palazzo
Comunale in Vicenza with a
klassical wrapping of columns
hnd arches — the Basilica (1549).
Taking the hint from Sansovino’s
Library in Venice (ill. 159), he
Hevised a system which by
koncealing the different bay-
Widths gave the building a
fnonumental regularity.

161. Palladio’s last building,
he Teatro Olimpico at Vicenza
1580), was an indoor version
bf a Roman theatre, built for a
bociety of learned classicists.

162. For his Vicentine palaces
Palladio invented a whole series
bf variations on the theme of
kolumn, loggia, frieze and
bedicule. His Palazzo Chiericati
1550s) was intended as part of
b ‘forum’, with the colonnade as
public space.

surrounding countryside; and three churches in Venice. All of
them use the classical vocabulary of the High Renaissance, mostly
without Mannerist eccentricities and mostly adapted to the fairly
modest budgets of his patrons.

The civic building 1s the Basilica of Vicenza; here the commis-
sion was to encase the old medieval hall in an up-to-date double
loggia. Palladio’s model was Sansovino’s Library, and the chief
motif is a combination of column-plus-entablature with a tripar-
tite arch-plus-lintel arrangement which came to be called, unjust-
ly, the ‘Palladian motif’. The theatre is the Teatro Olimpico, a
re-creation of a Roman theatre for alearned society, with perspec-
tive scenery probably devised but not actually installed by
Palladio. These two buildings mark the beginning and end of his
career (1549 and 1580).

The town palaces present a whole array of variations on the
two-storey facade: rusticated ground floor with columns or
pilasters above (Palazzo Porto, Palazzo Thiene), a giant order of
pilasters uniting both storeys (Palazzo Porto-Breganza, Palazzo
Valmarana), two tiers of engaged columns (Palazzo Barbarano) or
of free-standing columns (Palazzo Chiericati).
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163. Palladio's country villas
had to incorporate a house for
the owner and accommodation
for the farm and its workers.

The Villa Emo is among the more
modest, but dignified by a grand
approach and a classical portico
recessed into the body of the
building.

164. The Villa Capra, known as
he Villa Rotonda (c. 1550), was
a rich man’s summer-house, not
he centre of a farm. Palladio
made it completely symmetrical,
ith a domed circular hall in the
middle.

In the villas he was freer to plan in three dimensions and to
expound his proportional method most fully. Built for the patri-
cians of Venice partly as country retreats and partly as working
farms, they allowed Palladio to produce almost endlessly varied
settings where the humanist owners could imagine themselves
part of the world of Pliny or Cicero. His villas are in fact nothing
like their classical prototypes; he had succeeded in convincing
himself that the portico, a feature virtually confined in the ancient
world to temples, had been used on private houses. A large number
of his villas have it as a main feature (Villa Malcontenta, Villa
Chiericati). One variant was to construct it in two storeys and
recess it into the body of the house (Villa Cornaro, Villa Pisani).
A characteristic feature of the villas is their ranges of farm build-
ings (barchesse), which can be straight (Villa Barbaro, Villa Emo) or
curved (Villa Badoer). The interiors are planned according to a
carefully calculated but basically fairly simple system of ratios.
The Villa Rotonda is a particular four de force, with a circular cen-
tral hall and four identical porticoes. Impractical as such a plan
might seem, it was to engender more offspring than any other
Renaissance building.

The three Venetian churches, S. Giorgio Maggiore, Il Red-
entore and S. Francesco della Vigna, have the same merits of
clarity and invention. Palladio’s contribution to fagade design was
the combination of two pediments —a high one over a central por-
tico (corresponding to the nave inside), flanked by the fragmen-
tary ends of another broader, lower one (corresponding to the
aisles). This was both classical and rational and he used it on all
three churches. The interiors show similar logic, their parts clear-
ly defined by giant orders resting either on pedestals or on the
ground.

Palladio’s legacy passed to his pupil and follower Vincenzo
Scamozzi, who continued to build villas on the Venetian terra firma.
After that his style was overtaken by Baroque. Palladio’s day had
not yet come, and when it did, it was to be on non-Italian soil.

One other building solicits attention not so much for its own
merits as for the influence it was to have in another country,
France. This is the Certosa (Carthusian monastery) near Pavia, in
Lombardy, the fagade of which was under construction in the early
years of the 16th century. It is a huge screen of marble covered
with every conceivable form of ornament — pediments, friezes,
cornices, panels of relief-carving and statuary, much of it follow-
ing the Roman arabesque patterns made popular by Raphael.
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165, 166. Looking at St Peter’s in
Rome from the end opposite the
entrance, its lines unobscured by
the later nave, one can appreciate
Michelangelo’s vision: this is very
much how it would have been
seen from the Piazza, the dome
drawing the eye in a way that is
now impossible. The interior
(right) is dominated by Bernini's
huge baldacchino over the altar,
but the proportions, the giant
pilasters and the coffered tunnel
vault go back to Michelangelo.



167. The Campidoglio, the

ncient Capitol, symbolized the
prestige of the Roman Empire,

nd its development by
Michelangelo from 1546 was a
political statement. The pavement

lesign and some details of the two
palace fagades were modified

fter Michelangelo's death, but
he grandeur of his concept (seen
here in an 18th-century painting)
urvives.

Finally we return to Rome and the unfinished story of St
Peter’s. Bramante was succeeded as architect in charge by
Raphael, under whom the idea of a centralized plan, never popular
with the clergy, seems to have been given up and designs for a nave
prepared, though nothing much was done. After Raphael came
Peruzzi and Antonio da Sangallo the Younger. Very little progress
was made under them either, though both produced drawings for
the building’s completion. In 1547 Michelangelo took over. He
returned to Bramante’s Greek-cross plan but changed the propor-
tions by thickening the piers and walls, an essential precaution to
bear the weight of the dome. By the time of his death work had
progressed as far as the drum.

The other notable late work of Michelangelo is the replanning
of the Capitol, or Campidoglio, as the secular counterpart of the
Vatican. Partly incorporating existing buildings, his design was
for a wedge-shaped space, entered by a monumental flight of
steps and centred upon the ancient Roman equestrian statue of
Marcus Aurelius. On either side he placed the Palazzo dei
Conservatori and the Palazzo Capitolano (not built until the 17th
century), both of which have powerful facades using, for the first
time, a giant order of pilasters, i.e. an order rising through two
storeys.
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Between Michelangelo’s death in 1564 and the last years of the
century the leading Roman architect was Giacomo Barozzi da
Vignola. His buildings include the first church with an oval plan
(S. Anna dei Palafrenieri, 1565) and the mother church of the
Jesuit Order, the Gesii (1568), which, by being the model for Jesuit
churches everywhere, became extremely influential. [t looks back
to Alberti’s S. Andrea at Mantua in having a wide tunnel-vaulted
nave flanked not by aisles but by internal buttresses forming
chapels. The fagade, designed by Vignola’s younger contemporary
Giacomo della Porta, was equally influential, especially in its use of
scroll-buttresses to hide the aisle roofs; replicas of it too are found
all over the world. On. the outskirts of Rome, Vignola built the
Villa Giulia for Pope Julius IIT (1551), a continuation of the
tradition begun by Raphael’s Villa Madama, freely using classical
elements to make varied elevations and intriguing spaces, and at
Caprarola, north of Rome, he finished the Villa Farnese (1559), a
fortress-like palace on a pentagonal plan with a circular courtyard.

What is called Mannerism is perhaps best seen as a necessary
phase of exploration and experiment before a coherent new style
could emerge. Up to Vignola’'s time it still made sense to expound
the classical ‘rules’, and in fact Vignola did so in his book. After
1600 they no longer had any prescriptive force (though they
would later). Doric, Ionic, and Corinthian, entablature, frieze and
cornice, were tokens to be manipulated at the architect’s whim. It
was fitting that the man who did finally finish St Peter’s by build-
ing the present nave and facade was Carlo Maderno, the last of the
[talian Mannerists and the first master of the Baroque.

Before going on to follow the spread of the Renaissance, in the
sense of arevival of classicism, outside Italy, we must pause to look
briefly at another aspect of architecture in which Italy provided
the model for the rest of Europe but which had nothing to do with
ancient Rome: the science of fortification. By the 15th century the
use of gunpowder and the development of cannon had rendered all
medieval castles obsolete. Defences now had to consist of massive
earth ramparts to absorb cannon-balls, and from which artillery
could fire on an attacking force without itself being exposed. The
solution to this problem was the star-bastion, the invention of
which is generally credited to Sanmicheli. Whole towns, as well as
isolated strongholds, had to be surrounded by earthworks
designed as a series of blunt arrowheads, with gun-emplacements
in the re-entrant angles, recessed so that they were protected from
hostile gunfire but so sited that they could cover the flanks of the

ramparts with a continuous barrage. There were generally a dozen
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168. The city of Lucca, in
northern ltaly, has preserved its

ring of Renaissance fortifications,

including the star-bastions
protecting gun-emplacements.

or so such bastions around a town. [t was a system enormously
wasteful of space, but by the 16th century almost every large town
in Europe was so protected. Most Renaissance architects were
called upon to design them, a task which they embraced willingly,
perhaps because the bastions possessed a pure mathematical beau-
ty unseen, and unwanted, in any other aspect of building. In the
19th century, when this system too had become militarily obso-
lete, they were nearly all demolished, to be replaced by spacious
new roads (the word boulevard, originally a rampart or ‘bulwark’,
thus gained a new meaning). But a few remain: in Italy the walls of
Lucca and Palmanova, in England those of Berwick-on-Tweed, in
Malta those of Valletta, and in France the numerous places-fortes of
the great 17th-century engineer Vauban, for instance at Neuf-
Brisach on the Rhine.

The Renaissance outside Italy: Eastern and Central Europe

In Italy, Renaissance architecture had been a natural growth. In
all other countries it was an exotic import. Italy was its only
source, and there were only three ways for it to become known:
by Italian architects going abroad, by foreign architects or patrons
coming to Italy, or by the distribution of illustrated books such

as those by Serlio, Vignola and Palladio. Other countries caught
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169, 170. The Bakdcz Chapel of
Esztergom Cathedral, Hungary
(above left), is among the
earliest and purest examples of
Renaissance architecture outside
Italy. Begun in 15086, it is fully
equal to Florentine standards.

In Russia, the Cathedral of St
Michael in the Kremlin (above
right) combines an ltalianate
elevation with Byzantine domes.

up with the Italian Renaissance, as it were, at different points,

understood it in many different ways and found in it many differ-
ent possibilities.

One of the surprises of history is how quickly the Renaissance
was adopted in Eastern Europe. There are records of Italian archi-
tects in Hungary from the early 15th century onwards, but the
story really begins around 1460, when an enlightened humanist,
King Matthias Corvinus, assembled a whole company of Italian
painters, sculptors and architects (notably Chimenti Camicia,
a Florentine) to work on his palaces at Buda and Visegrad.
Fragments that remain show that these must have been as sophis-
ticated as any palaces in Italy. After his death in 1490, patronage of
Renaissance architects was continued by Tamas Bakécz, arch-
bishop of Esztergom, who visited Italy several times. His chapel in
Esztergom Cathedral, begun in 1506, survives more or less intact,
although in the 19th century it was actually moved bodily and
incorporated into a new cathedral. The architect’s name is not
known, but he was presumably Italian; an Italian sculptor cer-
tainly carved the altar. The chapel is square, with tunnel-vaulted
recesses and a domed ceiling; the style is wholly Florentine and
the material red marble.

How the Hungarian Renaissance would have developed we
shall never know. The Turkish victory at Mohécs in 1526 and
the subsequent occupation of Buda removed Hungary from
Christendom for several centuries.
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171. In the Vladislav Hall in
Prague Castle (1493) the playfully
perverse Renaissance doorways
were designed by the same man
who built the Gothic vault (see
also ill. 109) - the extraordinary
Benedikt Ried.

172. Below right: the Sigismund
- Chapel, Cracow Cathedral

(1521), by the Florentine

Bartolommeo Berrecci.

Had Russia enjoyed a humanist tsar there might have been a
similar tale to tell of Moscow. But Ivan I was no Matthias
Corvinus. He did, however, poach one of Matthias’s architects,
Aristotele Fioravanti from Bologna, in 1474, though one wonders
why, since the latter was not permitted to show the Russians
what the Renaissance could do but instead made to conform
to Russian traditions. The Cathedral of the Dormition in the
Kremlin is his, but one would never know it. Twenty years later
came Pietro Solari, who built the Faceted Palace, next to the
Dormition, with the kind of diamond-rustication fashionable in
Ferrara and elsewhere. Finally in 1504 came an architect called
‘Alevis’ (Alvise?), who built the Cathedral of St Michael, opposite
the Dormition, where the full Renaissance style is finally allowed
to appear (though with five domes on tall drums). After that,
Russia turned its back on the West for two hundred years.

Bohemia, too, owed its earliest Renaissance architecture to the
example of Hungary. In the 1490s Vladislav II, of the Jagellonian
dynasty, ruler of united Bohemia and Hungary, summoned
Benedikt Ried to Buda tolearn the new style. We have already met
Ried as the wizard of late Gothic. He seems to have been one of
those architects who can never leave things alone. Having played
games with Gothic, he now played games with classicism, and in
the Vladislav Hall of Prague Castle (1493) he did not scruple to
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mix them together. The exterior windows look fairly orthodox
Florentine, but on the inside Ried placed classical columns with
spiral fluting, and even fluted square piers which twist between
base and Corinthian capital by 90°. This would have been
extremely bold even in Mannerist [taly.

Later Renaissance buildings in Prague look old-fashioned by
comparison. The Villa Belvedere, begun in 1538, is the result of a
collaboration between an Italian, Paolo della Stella, who built the
arcaded loggia, and a German, Bonifaz Wohlmut, who built the
more sober upper storey. A similar combination of national talents
produced Hvezda Castle (1555), just outside Prague, the first of
the star plans that were to be a feature of Eastern European
Baroque.

The trail now leads to the capital of Poland, Cracow, where
another member of the Jagellon family, Sigismund, took up
residence in 1502. During the next twenty years we find two
Florentine architects working there — ‘Franciscus Florentinus’
and Bartolommeo Berrecci. The first had the task of modernizing
the old Wawel Castle, the Polish royal residence. In the courtyard
he constructed a three-storeyed loggia, the lower two storeys
arcaded, and the third, double-height, given a series of very tall
shafts like masts. The general impression is hardly Italianate, but
it was copied at many other Polish castles.

Berrecci, an architect of much purer Florentine taste, received
the commission for the Sigismund Chapel in the Cathedral on the
Wawel, begun in 1521. Cubic in shape, it is surmounted by a dome
on an octagonal drum with circular windows and has arched
recesses on three sides holding the altar and royal tombs. The
tomb effigies themselves, the statues in niches flanking them,
and the relief carving that covers every surface including the
dome are of the highest quality. This exquisite little building is
as fine as anything in Italy, and nothing else like it exists north
of the Alps.

In Germany and in England Renaissance architecture received
a guarded welcome. Two reasons are given for this. One is that
after the Reformation the general hostility towards Catholicism
discouraged Italians from seeking employment at Protestant
courts (and architecture, unlike scholarship, cannot live by books
alone). The other is that the Gothic tradition was still strong and
many of its greatest glories, as we have already seen, were created
after 1500. However caused, this separation marks the beginning
of a split along religious lines that was to affect architecture until
the late 18th century.

154



173. To the builder of the
Ottheinrichsbau of Heidelberg
Castle, orthodox Italian
Renaissance architecture would
have seemed boringly austere.

So he added rusticated pilasters,
caryatids, scrolls and ornaments —
all ultimately classical in origin
but applied with no thought of
classical discipline.

The Fuggers of Augsburg, bankers and lovers of art, were the
Medici of the north. In 1509, ten years before Luther’s revolt,
Jakob Fugger commissioned his family chapel in St Anna’s, the
first example of Renaissance architecture in the German lands.
For its plain classical piers, round arches and marble decoration
the architect, Sebastian Loscher, looked to Venice, but he could not
bring himself to renounce a Gothicrib vault.

Thereafter, the 16th century can show only a very meagre
crop of true Renaissance buildings. The Stadtresidenz or town
palace of Landshut (1536) is a very respectable exercise in High
Renaissance classicism, with a (rear) fagade using Tuscan pilasters
over a rusticated ground storey and a courtyard with a Corinthian
order over a graceful Doric arcade. The interiors too are of high
[talianate quality. Here the architect does seem to have been
[talian —‘Meister Sigismund’ from Mantua —as were his stuccoists
and painters.

For the rest, up to the last twenty years of the century, it is
a matter of watching the gradual infiltration of Renaissance fea-
tures divorced from any sympathy with the fundamental princi-
ples of Renaissance architecture. The effect is often incongruous,
as when a steep German gable is filled with rows of attached
classical columns. The courtyard facade of the Ottheinrichsbau of
Heidelberg Castle (1556) is a sort of anthology of bizarre Italian
Mannerist motifs piled on top of one another. ‘The best of such
exercises is the two-storeyed loggia added to the Rathaus (town
hall) of Cologne in 1567, probably by the Netherlander Cornelis
Floris, which combines two orders of columns supporting an

entablature with arches inside them.
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174. In Flanders, for most of

the 16th century, the italian
Renaissance was the source of a
whole new repertoire of ornament
but not a new concept of building.
The centre of Cornelis Floris’s
Stadhuis (town hall) of Antwerp
(1571) transforms the traditional
Flemish gable into a tiered
composition of coupled columns,
niches, statues and aedicules.

By the 1580s, however, the Catholic south of Germany was

ready for a full-scale demonstration of the new style. St Michael's
in Munich, begun in 1583, is the first really grand classical church
north of the Alps. Erected for the Jesuits, it closely follows the
model of Vignola's Gesu, then nearing completion in Rome. The
architect was probably Frederik Sustris, [talian-trained.

At Augsburg Elias Holl brought an up-to-date Mannerist
style to his Rathaus of 1615. He was not a very inspiring architect,
though the interior has one magnificent room, the Goldener Saal.
The mysterious Englischebau (‘English building’) of Heidelberg
Castle, of 1613, shows an altogether more refined touch and has
been attributed to Inigo Jones. One would like to believe it.

Architecture in the Netherlands and Flanders is closely linked
to that of Germany. Cornelis Floris was responsible for the pala-
tial Stadhuis of Antwerp, begun in 1571, where classical columns,
pediments and niches are liberally applied to a building that is
essentially unclassical.

The Netherlands have a particular significance for England.
partly because of the wave of immigrant craftsmen who settled in
London to escape the Counter-Reformation and partly because of
the number of books published there, notably those by Vredeman
de Vries (1583) and Wendel Dietterlin (1593 and 1594), which
were widely used as models for such things as screens, tombs and
chimneypieces. These books popularized a particular type of deco-
ration called ‘strapwork’ which derived from the French School of
Fontainebleau (see below) and ultimately from the circle of
Raphael. It has come to be called Mannerist, but has little in
common with Mannerism as defined in the contextof Italy.
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England, France and Spain: problems of adaptation

If Germany moved only slowly in the direction of the Renaissance
s

England was virtually stationary. At the beginning of Henry

VIII's reign, in 1509, one might have predicted otherwise. He

invited a number of Italian painters and sculptors to London, the

most notable being Pietro Torrigiano, who made the tomb of his

175, 176. Two up-to-date English
houses of the second half of the

father Henry VII, and they introduced Renaissance details into

16th century, Wollaton (below) Hampton Court and Nonsuch palaces. The builder of Longleat, in

and Longleat (bottom). Both use
Renaissance motifs freely,

Wiltshire, after 1554, was sufficiently up-to-date to incorporate

probably derived from France, classical pilasters in the fagade. In the reign of Henry’s daughter
and both obey the laws of Elizabeth, Robert Smythson certainly had access to Italian books

symmetry. But neither renounces
the big quasi-Perpendicular

and based the plan of Wollaton Hall, Nottinghamshire, on Poggio

windows. Reale, near Naples, which he found in Serlio. In 1563 John Shute
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177. The hall range of Kirby Hall,
Northamptonshire (1570). Its use
of Renaissance features like the
long fluted fonic pilasters is
already quite sophisticated, but
the windows remain very English.
(The round-headed window in the
porch is a later, 17th-century,
addition.)

178. With Inigo Jones’s
Banqueting House, London
(1619), the Renaissance

appears in England fully formed.
The building’s proportions, its use
of attached columns in the centre
and pilasters at the sides (doubled
at the ends), its alternation of
triangular and segmental
pediments and its garlanded frieze
all show a confident familiarity
with Italian models.

published his First and Chief Groundes of Architecture, the first
architectural manual in IEnglish. Based entirely on Vitruvius and
Serlio, and showing no awareness of any actual building, it was of
little practical help. No Italian architect came to England and no
English architect went to Italy.

The result is that although a large number of spectacular
houses were built between 1550 and 1610, and although they
break free in many respects from medieval convention, they
cannot really count as part of the mainstream of Renaissance
architecture. They owe their effect to their great expanses of win-
dow, an inheritance from the Perpendicular style (e.g. Hardwick
Hall, Derbyshire, 1590), their naive use of Italianate ornament
(e.g. the huge obelisk at Burghley House, Northamptonshire, of
1577) and their atmospheric interiors, including that specifically
English feature, the long gallery. There was also a quite conscious
nostalgia for the Middle Ages (the architectural equivalent of
Spenser’s Faerie Queen), encouraged by the Tudors as part of their
political ideology. Only two buildings showed any real awareness
of what classicism meant. One was Old Somerset House, in
London (1547), which had a frontispiece making use of the three
orders with a triumphal arch motif as the base (long destroyed).
The other is Kirby Hall, Northamptonshire, begun in 1570, which
features an order of giant pilasters, though without any attempt
at an entablature and combined with traditional Tudor grid-
windows and details copied from Serlio.

All this changed dramatically with the advent of Inigo Jones,
who (it is not too much to say) single-handedly dragged England
to the forefront of architectural fashion.

Jones began as a designer of sets and costumes for court
masques. He visited Italy twice, the second time staying for over a
year as part of the household of the Earl of Arundel. He saw Milan,
Padua, Rome, Naples and, most importantly, Vicenza and Venice.
The works of Palladio made the greatest impression on him;
he met Scamozzi and made detailed notes in his copy of the Quattro
Libri. Back home, in 1615, he was appointed Surveyor of the
King’s Works and was therefore the unrivalled leader of his pro-
fession.

Jones’s dependence on Palladiois very direct but never slavish.
His works are totally original essays in the Palladian manner, in
every way worthy of their models. The Banqueting House in
Whitehall, London (1619) —all that was built of an intended huge
new palace —is a formal composition with superimposed Ionic and
Corinthian orders, columns for the four centre bays, pilasters for
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179. The Queen’s House,
Greenwich (begun 1616), Inigo
Jones's version of a Palladian
villa, was long in building. The
left-hand side was originally open
in the middle with a road running
between the two halves; the gap
was filled by Jones's successor
John Webb as late as 1662.

180. The chateaux of Frangois I's
reign along the Loire betray

an innate romanticism quite
remote from classical values.

At Chambord ltalianate elements
cluster into a northern fairy-tale
skyline.

the slightly recessed sides, and an ornate frieze of garlands,
crowned by a balustrade. In the London of the 1620s it must have
stood out from its neighbours like a visitor from another world.
At Greenwich, the Queen’s House (begun in 1616 but not finished,
toamodified design, until shortly before the Civil War in 1635)isa
neat Palladian villa with a first-floor loggia of lonic columns and
a cubic hall with a gallery. Three other highly influential London
works are the Queen’s Chapel at St James’s, the ‘Piazza’ of Covent

Garden (the first London square), with its barn-like church of

St Paul’s, and the additions to Old St Paul’s Cathedral — destroyed
in the Great Fire — which included a portico of giant Corinthian
columns. His commissions outside London are harder to docu-
ment, but they probably included Wilton House, Wiltshire. Inigo
Jones is one of the truly crucial figures in the history of archi-
tecture. It was through him that Palladianism found a new
home in England, and from England that it set out to conquer the
world.

In France contacts with [taly were far closer than they were in
England. Between 1494 and 1525 three French kings — Charles
VIII, Louis XII and Frangois [ —actually invaded Italy. They were
successful to the extent of conquering the Duchy of Milan and
holding it for twenty-five years, but came to a disastrous end at the
Battle of Pavia. During those years, however, Frenchmen had
become familiar with the architecture of the region, and especially
with the Certosa of Pavia, a familiarity that bore fruit in the lavish
palaces erected by Francois I — the Chiteau de Madrid outside
Paris, Chambord, and parts of Blois and Fontainebleau — where
Italianate ornament is applied to buildings that otherwise remain
in the medieval French tradition. Similarly hybrid forms can be
seen in ecclesiastical architecture. At Caen, the choir of the late
Gothic church of St Pierre (finished in 1528) is covered inside and
out with rich Italianate ornament. In Paris, a few years later, the
church of St Eustache seems at first sight purely Gothic, and it is
only when one looks closely that one sees that the piers are fluted
pilasters and have Corinthian capitals, the arches round, and the
string-courses classical cornices, a bizarre re-creation of one style
in the idiom of another.

A much more decisive impact came from the influx of artists
from Italy into France. In 1530 Rosso Fiorentino arrived; in 1532
Francesco Primaticcio; in 1536 the French architect Philibert
Delorme returned from three years’ intensive architectural study
in Rome; and in 1541 came Sebastiano Serlio. These men brought
adegree of professional expertise that was not available elsewhere
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181. The church of St Eustache
in Paris was begun in 1532
clearly by a Frenchman used to
the Gothic tradition, but reputedly
with the advice of an Italian
woodcarver turned architect,
Domenico da Cortona, who also
worked at Chambord. The result
is a strange hybrid in which
classical pilasters, capitals and
entablatures seems to be taking
partin a medieval charade.

in northern Europe. Rosso and Primaticcio were set to work by
Frangois I on his chateau at Fontainebleau, where Gilles Le Breton
had just previously made the first attempt to translate the Italian
Renaissance into French. Here they decorated the Galerie
Francois [ (1533—40), combining life-size stucco figures and
painted panels, thereby creating the French equivalent of
Mannerism, the School of Fontainebleau. Primaticcio went on to
design a whole new wing of the palace in 1568, and a remarkable
circular mausoleum at St Denis, never finished and later demol-
ished. Serlio, whom we have met as the author of an influential
book, designed a chateau, Ancy-le-Franc (1546), with a courtyard
that looks back, distantly, to Bramante’s Belvedere.

Philibert Delorme was in a sense the French Inigo Jones,
though considerably less lucky in the survival of his buildings. His
first work, the chateau of St Maur, has been demolished. So has the
chateau of Anet (1550) except for its entrance, its chapel —an inter-
esting experiment in centralized planning — and its frontispiece, a
composition using three orders superimposed, now re-erected in
Paris. In 1564 Catherine de Médicis commissioned the palace of
the Tuileries from him and he built a central domed pavilion
flanked by wings, all demolished after 1870. Delorme made a con-
scious effort to naturalize the Renaissance and make it French, an
ambition expressed in his book, L'Architecture (1561), in which he
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182. With Philibert Delorme and
Pierre Lescot French architects
began to design confidently in
an authentic Renaissance style,
though Lescot’s main work,

the first wing of the new Louvre
(1546), is recognizably French
in its sculptural decoration and
pitched roof.

advocated a new ‘French order’ to be added to the classical ones,
and which he actually used at the Tuileries.

The most important commission of all was given to a less
interesting architect than Delorme, Pierre Lescot. The Paris
Louvre was a medieval fortress. Francois I decided to pull it down
and replace it, a project which grew until it encompassed some-
thing four times the size of the old Louvre. Lescot’s part of the
courtyard (begun in 1546) is roughly one-eighth of the present
Cour Carrée but it set the style for all the rest, and continued to be
a model even into the 19th century. Horizontally it consists of an
arcaded ground storey, a middle storey of large classically framed
windows, and an attic (all three with Corinthian and Composite
pilasters), crowned by a high French roof. Vertically it is articulat-
ed by three pavilions using the triumphal arch motif with free-
standing columns and big segmental pediments. Sculpture, by the
greatest of French Renaissance sculptors, Jean Goujon, is used
lavishly and the whole effect is extremely rich.

Under Henri IV (who died in 1610) the emphasis turned to
urban planning on a grand scale. In Paris he began the Place
Dauphine and the Place Royale (now Place des Vosges, the inspira-
tion for Jones’s Covent Garden) and planned the even more

ambitious semicircular Place de France, never realized.
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183, 184, Spain, land of
extremes. Salamanca University
(above, 1516) displays the
earliest phase of the Renaissance,
the Plateresque, essentially a
decorative style, where classical
elements jostle wildly with Gothic
and Moorish. This was followed
by its complete opposite, the
austere classicism of Charles V’s
palace at Granada (above right,
1526).

If a dynamic and healthy Gothic tradition were a barrier to the

acceptance of the Renaissance style, then it is surprising that it
ever took root in Spain at all. Two of the largest Gothic cathedrals,
Salamanca and Segovia, were begunin 1512 and 1522 respectively
and not finished until the end of the century. The central tower of
Burgos was completed only in 1568. These are not thelast, wilting
flowers of an exhausted style, but as proud and inventive as any-
thing that had gone before.

Nevertheless, the situation in Spain was not a simple or confi-
dent one. In fact it was more confused than in any other European
country. Architects found themselves faced with the choice of a
number of styles, and could submit designs for the same project in
Gothic, classical or Plateresque.

‘Plateresque’ is the term used for the style current between
about 1475 and 1550. Literally it means ‘in the manner of silver-
smiths” work’, and refers to the ornate altars, crosses, reliquaries
and shrines made from the abundant silver now arriving from the
New World. These objects, created by virtuoso silversmiths, were
loaded with decoration combining Gothic, Mudéjar (Moorish)
and classical motifs in a sort of frenzied horror vacuiz, and the
fashion soon passed into architecture. To come across really
extravagant Plateresque in the streets of Spanish towns is a mild
shock to the aesthetic system. Crockets, finials, shields, cherubs,
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185, 186. Mature Renaissance of
Spain and Portugal. Below: the
east end of Granada Cathedral
(1528), a ten-sided rotunda
resting on deep coffered arches.
Below right: the new cloister of
the Cristo Monastery, Tomar
(1554), barely behind the latest
Italian developments.

candelabra and horseshoe arches may be spread across a whole
tagade like one of the huge altars (retablos) of a Spanish church.
Look, for instance, at the College of San Gregorio at Valladolid
(1492) or the front of Salamanca University (1516).

Suddenly all this clamour falls silent. In 1526 the Emperor
Charles V decided to build a palace in the precincts of the newly
conquered Alhambra, the Moorish palace at Granada. His archi-
tect, Pedro Machuca, had studied in Rome as a painter under
Raphael, but must also have come into contact with Bramante. His
palace is square in plan, and its main fagade has a three-bay two-
storeyed centre marked by coupled Doric and Ionic columns on
pedestals. The sides have rusticated masonry below and lonic
pilasters above, with round windows lighting mezzanines at both
levels. The courtyard is also square, but built into it is a two-
storeyed circular open colonnade of Doric and Ionic columns.

Simultaneously, a few hundred yards away, the new Granada
Cathedral was being built. Begun in 1523 to a Gothic design, it
was taken over in 1528 by Diego de Siloé and continued in
Renaissance style. At the east end Siloé completely transformed
the design he had inherited by building a ten-sided chancel
entered through massive coftered arches and crowned by a dome.
The example of Granada was quickly followed at Malaga and Jaén.
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187. The Escorial, Philip II's huge
palace-monastery not far from
Madrid (begun in 1562}, stamped
the seal of austerity upon decades
of Spanish architecture. This
schematized bird's-eye view
shows its division into courtyards
and the great domed church that
broods over the centre.

The trend towards sobriety was reinforced by the personality
of Charles’s successor, Philip II. In 1562 he initiated the great
work of his reign, the Escorial, a few miles outside Madrid.
Conceived on a vast scale (a rectangle 670 feet by 530), this was to
be at once palace, monastery and mausoleum, the symbol of the
Spanish monarchy as champion of Catholic Europe —and of much
else, including the Temple of Jerusalem and the gridiron of St
Lawrence, which is suggested by its plan of rectangular court-
yards. As his architect Philip chose Juan Bautista de Toledo, a
Spaniard with experience in Naples. He drew up the plans and
began the building, but died in 1567, to be succeeded by Juan de
Herrera. Herrera was responsible for the interior elevations and
for the church, but the general character of the Escorial, and in
particular its grim, monotonous, overpowering facade, had
already been fixed by Toledo. It was, however, clearly what Philip
wanted. In a letter to Herrera he said: ‘Above all, do not forget
what I have told you — simplicity of form, severity in the whole,
nobility without arrogance, majesty without ostentation.’

From a distance, it is the dome and twin towers of the church,
the last part to be built, that impress. Basically a square, this is
divided internally into nine bays with a dome in the middle, a
vestibule on the entrance side and a choir for the friars opposite.
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An upper gallery or tribune communicates with the king’s apart-
ments in the palace. In the cryptis the spacious mausoleum, burial
place of the Spanish kings. The Escorial was the first of the royal
palaces of Europe to be built as a grand architectural statement,
ancestor of Caserta, Versailles, the Winter Palace in St Petersburg
and countless others, replacing the rambling collections of build-
ings, like Whitehall Palace or the Kremlin, which had previously
served as centres of government.

For many decades Spanish architecture lay in the Escorial’s
gloomy shadow. Of Herrera’s later buildings the most interesting
was his design for Valladolid Cathedral which was never carried
through but which later influenced the strange rectangular, multi-
domed church of the Pilar at Zaragoza.

In Portugal a similar revolution in taste was overthrowing
Manueline and replacing it with its complete opposite, the ‘Plain
Style’ as it has been christened. Gone is every vestige of fun and
fantasy; Roman austerity rules. Paradoxically (or perhaps under-
standably) the new manner was first seen at Tomar, where the
chapter-house window had taken Manueline about as far as it
would go. The little Conceigdo Chapel by Jodo de Castilho, builtin
the 1530s, consists of two bare colonnades with flat entablature
supporting a tunnel vault. And in the Cristo Monastery itself a
new cloister was added in 1554 by Diogo de Torralva consisting of
a two-storeyed loggia with the ‘Palladian motif” straight from
Sansovino’s Library in Venice.

It is in the context of Spanish and Portuguese architecture
that we must look for the first time across the Atlantic. Mexico
and the Caribbean islands had been conquered by the Spaniards
at a time when the Renaissance had hardly made an impact, and
the first churches there are Gothic, e.g. the cathedral of Santo
Domingo (1512). By the 1560s classical columns, coffered vaults
and domes had reached the New World at Mérida in Yucatan.
Around the same time ambitious cathedrals were begun in several
Mexican cities — Guadalajara, Mexico City and Puebla, the latter
another offspring of Herrera’'s Valladolid. In Peru during the
1580s the cathedrals of Lima and Cuzco also show awareness of
the latest innovations of Diego de Siloé and Herrera.

In tracing the story of Renaissance architecture in Spain and
the north, we have been watching a speeded-up version of events
in Italy. What had taken two hundred years to develop there was
compressed into one hundred or less. But by 1600 the attention of
Western Europe was firmly fixed upon Italy and was ready almost
at once to receive anew gospel: the Baroque.
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Chapter 6:

188, 189. A Catholic and a
Protestant church under
construction at the same time,
the 1740s. Above and opposite,
above: Vierzehnheiligen in
Bavaria by Balthasar Neumann.
Opposite, below: the King's
Chapel, Boston, USA, by Peter
Harrison. Doctrinal division leads
to architectural division. Does it
make sense to call both Baroque?

Baroque and Anti-Baroque

By the end of the 16th century the Catholic Church was recover-
ing from the damage inflicted on it by Luther and the defection of
many parts of northern Europe, and was beginning to regain the
initiative. The Council of Trent (1545—63) had clarified doctrine
and reformed abuses. New, aggressive religious orders, notably
the Jesuits, set out to win back what had been lost and to
evangelize America and Asia, and in this cause all the arts were
conscripted. The message was one of rejoicing — the miracle of
salvation, the benevolent intercession of the Virgin and saints, and
the ultimate ecstasy of heaven. Baroque (a word originally applied
pejoratively, meaning ‘a misshapen pearl’) evolved to meet the
needs of this movement. It is essentially the style of the Counter-
Reformation.

The Protestant countries had no such motivation. Rejecting
much of the supernatural side of worship (the cult of the Virgin,
the invocation of saints, the veneration of relics and the use of
images), they stressed moral purity, faith and good works, and had
a puritanical hatred of ‘idolatry’. Can a style that reflects these val-
ues ever be genuinely Baroque? In a sense this is merely a question
of terminology. But not entirely. The difference between a
Catholic churchin Bavaria of the 1740s (say Vierzehnheiligen)and
a Protestant church in New England of exactly the same date (say
the King’s Chapel, Boston) is very obvious. One factor is certainly
the absence in the latter of painting and sculpture. But even with-
out that, the architecture itself expresses a sobriety and austerity
totally at odds with the heightened emotion of the Catholic exam-
ple. Is it unfair to call this ‘anti-Baroque’, as it was certainly anti-
Catholic? On the other hand, we must be careful not to confuse
aesthetic feeling with religious. The Baroque style was powerfully
attractive to many architects of an undoubtedly anti-Catholic per-
suasion, for instance Georg Bihr, builder of the Frauenkirche in
Dresden. Even Wren and Hawksmoor had a Baroque side which
perhaps they would have liked to indulge more than they did.
What is interesting is that hostility to Baroque, outliving any
overtly religious prejudice, persisted among Anglo-Saxon
Protestant historians and art critics until well into the 20th

century.
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190. S. Giorgio Maggiore,
Venice, begun 1565 by Palladio
but completed as late as 1610,
retains High Renaissance
values embodied in a logical
hierarchy of elements. Full
columns on pedestals support
a main pediment reflecting the
nave, pilasters on the ground
support the half-pediments
reflecting the aisles.

191. In Giacomo della Porta’s
fagade of the Gesu, Rome
{opposite below, 1571),
Renaissance values are
challenged and logic defied. One

pilaster hides behind another, and

in the central bay two complete
ensembles — one with pilasters
and segmental pediment, the
other with demi-columns and
triangular pediment — are
squeezed together.

192. By the time of Martino
Longhi’s SS. Vincenzo ed
Anastasio, Rome (right, 1645),
a new logic has emerged, in
which drama overrides function.

-

Baroque in Italy: the seed-bed

The transition from Mannerism to Baroque is not immediately
obvious. The same forms are used, grouped in roughly the same
way. The difference lies in emphasis and overall effect. Compare
three church fagades. The High Renaissance facade of Palladio’s
S. Giorgio Maggiore in Venice (designed in 1565) speaks of repose
and stability; each part is clearly defined and each has its function.
In Giacomo della Porta’s Mannerist fagade of the Gest in Rome
(1571) those qualities are dissipated and, to an extent, negated; the
parts are distinct, but their roles are duplicated, their identities
blurred. The Baroque facade of Longhi’s SS. Vincenzo ed Anas-
tasio in Rome (164:5) regains clarity of purpose, but now allied to a

dynamism that overrides logic. How is this done? By subordinat-

ing the whole classical system to the single-minded expression of

energy and movement. The columns no longer pretend to support
a load, but hammer out their sforzand: like repeated chords in an
orchestra; the entablature responds to the same insistent rhythm;
while in the grand climax of the triple pediment, cherubs and
angels lift a cardinal’s hat to heaven. Is this architecture, sculpture
or opera? Vitruvius would have fled in horror.
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193. Carlo Maderno’s fagade

of S. Susanna, Rome (1597) is
worth a careful comparison with
the Gesu. The same elements are
present, but organized with clarity
and a sense of purpose. The
whole ground storey, except for
the flanking aisles, is given full
columns, the upper storey
pilasters. A segmented pediment
covers the door, and a triangular
one the frame in which it is
placed.

The first clear statement of the Baroque in architecture is
Carlo Maderno’s fagade of S. Susanna in Rome (1597), where he
took the conventional Gesu-type format and gave it depth and
emphasis by bringing the centre forward and modulating from
pilasters to full columns. In the year that this was finished
Maderno was appointed architect to St Peter’s with the task of
building the nave and the facade. This was the most prestigious
architectural post in the world, but it was a distinctly unenviable
one. Whatever was done would contradict Michelangelo’s inten-
tions and obscure the view of his dome, yet it had to be conditioned
by what he had already built. In the event Maderno neither suc-
ceeded nor wholly failed. His nave preserves the scale and main
elements of Michelangelo’s crossing and transepts. For the fagade
he used a giant order of Corinthian columns, though its grandeur
is marred by two papal requirements. One was to incorporate the
Benediction Loggia in the centre, the other to add two towers at
the sides, which were begun but for structural reasons abandoned,
so that their lower storeys merely prolong the fagade to the detri-
ment of the proportions.

The generation after Maderno produced three architects of
genius, born within three years of each other and all working in
Rome: Pietro da Cortona (born 1596), Gianlorenzo Bernini (born
1598) and Francesco Borromini (born 1599).
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194, 195. Roman Baroque at

its most fertile. Below left:

S. Maria della Pace (1650) by
Pietro da Cortona, a complex play
of convex and concave, the upper
wall swelling in a tense curve new
to architectural form which
Cortona seems to have invented.
Below right: Bernini's S. Andrea al
Quirinale (1658); the oval nave is
expressed on the outside behind
the monumental porch.

Pietro da Cortona, equally renowned as a painter and an archi-
tect, designed one complete church and the fagades of two more.
The first, SS. Martina e Luca, has a Greek-cross plan with apsidal
arms, strongly articulated internally by clusters of Tonic columns
and pilasters. Its fagade, in two storeys, is anchored left and right
by double pilasters, but between them the wall swells out in a shal-
low curve, as if responding to pressure from within, Even more
three-dimensional is the fagade of' S. Maria della Pace. Against a
concave wall, the porch projects in a strong half-circle of columns,
while above it a composition similar to that of SS. Martina ¢ Luca
contains a window and a big segmental pediment which (like com-
parable forms in Michelangelo’s Medici Chapel) seems too big for
the space into which it has to fit. At S. Maria in Via Lata, Cortona
renounces this effect of contained pressure and builds a monumen-
tal front that looks back to Late Antique.

Longer-lived and even more versatile was Gianlorenzo
Bernini. Success came easily to Bernini. He became architect to
St Peter’s in 1629 at the age of thirty-one. His first talent was
sculpture, and his architecture remained strongly sculptural.
Works such as the baldacchino over the high altar of St Peter’s
and the Cathedra Petri beyond belong equally to both arts. His
church of S. Andrea al Quirinale uses a favourite Baroque plan,

the oval (a circle with direction), which is exposed on the exterior
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196. Maderno’s facade to St Peter’s created a
problem that was brilliantly solved by Bernini's
Piazza, which masterfully moulds the open
space by two ovoid colonnades and then funnels
it between two angled lines which seem to make
the church both closer and narrower.

197. Bernini's first design for the east front of the
Louvre (1665). A wonderfully theatrical concept
playing off convex against concave curves, it was
sabotaged by Louis XIV's minister Colbert over
such mundane objections as the fact that the
king's apartments would be too noisy.
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198, 199. Borromini's church of
S. Carlo alle Quattro Fontane
(1638, fagade 1665) compresses
all his inventive genius into a

tiny compass. In the interior the
straight sections of entablature
represent the basic double triangle
of the plan. The altar standsin a
semicircular apse, with segmental
curves left and right. The fagade
is again based on a play of curves,
producing an undulating line
imbued with energy.

and from which the heavy rectilinear porch with its semicircular
‘porchlet” seems somehow propelled. The interior, luminous with
coloured marble, is peopled with angels, putti and saints, whose
gestures reinforce the impression of movement. Bernini's instinct
for the drama of architecture is perhaps most fully realized in the
huge elliptical colonnade he builtin front of St Peter’s. If anything
can save Maderno’s fagade, this does. The massiveness and
strength of the four-deep Doric colonnade, combined with the
oval shape that it encloses, create an unforgettable impression
of power. In 1665, Louis XIV invited Bernini to Paris to design
the east front of the Louvre (the side facing the city). Bernini
made three designs, none of which was built. The first involved
a combination of convex and concave forms. It was to have its
influence elsewhere.

Francesco Borromini made his architectural debut with S.
Carlo alle Quattro Fontane (1638). It immediately manifests two
aspects of his artistic personality — his fascination with geometry
and his endless inventiveness of detail. The plan is based on two
equilateral triangles joined to form a diamond or lozenge shape, of
which only the central sections of each side survive as straight
lines. The two acute and two obtuse angles of the lozenge are
rounded into curves, producing a wavy motion that combines
logic and caprice, and is strongly expressed by applied Composite
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200. Borromini's S. lvo della ' JRRTY N HOU ORI

(W 11t vs WAL

Sapienza (1648) is as small as

S. Carlo (ills 198, 199) but
equally rich in spatial ideas. Here
we are looking up into the vault,
where the way in which the six
points of two interlocking triangles
are smoothed into alternating
convex and concave curves is
made effortlessly clear.

columns and an architrave that breaks at each crucial point.
Pendentive-like shapes rise from the straight sections to support
an oval dome, patterned with crosses and octagons copied from
a Roman pavement and ending in a lantern with, at the apex, the
triangle of the Trinity where all conflicts are resolved.

The church of S. Ivo della Sapienza, the university church of
Rome, again bases its plan on two equilateral triangles, this time
superimposed to form a six-pointed star. Three of its points are
chopped off with concave curves, the other three rounded into con-
vex semicircles. The resulting shape is articulated by the orders
(Corinthian pilasters) and a strong entablature, resolved into a

circle in the vault.

Borromini’s exteriors reflect the complexity within. The
facade of S. Carlo undulates with a concave—convex—concave
rhythm. His oratory of S. Filippo Neri is a long, shallow concave
curve. Above the dome of S. Ivo rises the most extraordinary
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201. The Spanish Steps in Rome
(1723), by Alessandro Specchi
and Francesco de Sanctis,
connect the Piazza di Spagna,
with its Bernini fountain, to the
church of S. Trinita dei Monti —

a typical piece of Baroque city
planning.

steeplein Rome, a spiral that looks back to the medieval allegory of
the Hill of Knowledge. But perhaps the most influential aspect of
Borromini’s work is his detailing. Following in the direct line of
Michelangelo he invents endless versions of window-surround,
door-frame, baluster-shape, pediment, niche, cornice and garland.
Circulating as drawings and eventually published, these forms
swept through Europe in the early 18th century and can be found
everywhere from Poland to Portugal.

Francesco Borromini, lonely, obsessive and neurotic, who
lived under the shadow of Bernini and who eventually committed
suicide, was one of those key figures who seem to sum up the past
from long before they were born and to determine the future long
after they are dead. A Borromini building is inexhaustible, an
imaginative adventure which never palls with repetition and
which can never be completely known.

In Rome, during the later 17th and early 18th centuries, inter-
est shifted from the individual building to its effect in the larger

urban ensemble. Grand projects included the Piazza del Popolo
(1662—79) with its twin churches, the Spanish Steps (1723), the
Piazza S. Ignazio (1727) and the Trevi Fountain (1732). This

201



202. Longhena’s S. Maria della
Salute, Venice (1631) is the
dominant accent at the entrance
to the Grand Canal. Here is
Barogue drama at its most
rhetorical — eight sides, sixteen
scroll-buttresses and a single
dome, visible from every angle.

ambition, to transform a whole city into Baroque drama, was
taken up even more keenly in other parts of Italy. In Sicily, an island
prone to earthquakes and volcanic eruptions, Messina, Catania
and Noto were rebuilt as Baroque showpieces. In the capital
Palermo and the villas in its neighbourhood, Baroque reaches
some of its most bizarre extremes. Naples, politically linked with
Sicily, boasts an architect with an unusual speciality, Ferdinando
Sanfelice, builder of staircases. The staircase is a feature particu-
larly congenial to the Baroque spirit, with its complexity (many of
Sanfelice’s are double or triple staircases), its sense of movement,
and its infinite number of possibilities for spaces flowing into
each other. Perhaps the grandest Baroque gesture of all is the
church of S. Maria della Salute at the entrance to the Grand Canal,
in Venice, commissioned from Baldassare Longhena in 1631,
which is essentially a huge dome, supported by scroll-buttresses

on an octagonal base.
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203, 204. Guarini's two Turinese
domes of 1667 and 1668, the
Chapel of the Holy Shroud and
the church of S. Lorenzo, explored

new realms of spatial imagination.

The first rests on a triangular
base and rises into a network of
segmental arches. The second
must have been inspired by
Islamic vaulting (compare an
example from Romanesque
Spain, ill. 70).

Finally the legacy of Borromini passed to an area hitherto an

architectural backwater, the north-western province of Piedmont.
Here Turin had become the capital of a new dynasty and during
the early 17th century began to be developed in a vigorously up-
to-date style. In the hundred years from 1666 to 1770, it was the
setting for the careers of three very remarkable men — Guarini,
Juvarraand Vittone.

Guarino Guarini’s domes over the Chapel of the Holy Shroud
and the church of S. Lorenzo are like nothing seen before or since.
The chapel (1667), which is circular in plan, is turned into a trian-
gle by three arches, upon which sits a circular drum articulated by
six arches and six niches. On the crowns of each pair of adjacent
arches rests a shallow segmental arch, six in all; on the crown of
those six another six, and so on, getting smaller and higher each
time until the whole ends in a circle. By turning a hemisphere into
a series of steps in this way, Guarini is able to admit light through
small, invisible windows at every stage. S. Lorenzo (1668) is
equally extraordinary. Here the dome is spanned by eight ribs,
which, however, do not cross at the centre but are deflected, leav-
Ing an open octagonal space which rises into a lantern. Here too,
between the ribs, are opportunities for the admission of light.
Guarini was a student of both geometry and Gothic architecture
(and, it seems, Islamic) and he brings to the Baroque something of
the tension and linear complexity of that style. His major secular
work, the Palazzo Carignano in Turin, shows that he must have
known Bernini’s design for the Louvre.
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205. Filippo Juvarra combined
a vigorous Barogue energy with
an instinct for discipline that
has to be called Neoclassical.
His circular church of the Superga
(1717), poised on a hilltop
outside Turin, makes a calmly
monumental statement, though
the details, especially of the side
pavilions terminating the
monastery wings, are
unrestrainedly Barogue. The tall
dome, widely set towers, and
unusually deep portico ensure
its legibility from a distance.

Filippo Juvarra’s imagination also had its theatrical side; this
comes out strongly in his designs for stage sets, which focus espe-
cially on diagonal views, but it submits to a classical restraint in his
actual architecture, notably the Queen’s palace in Turin, the
Palazzo Madama (1718). His country castle, Stupinigi (1729), cen-
tres upon a high domed hall from which four diagonally set wings
diverge. And on a hill overlooking Turin rises the dome of his
great monastic church, the Superga (1717), with its circular nave
and thrusting Corinthian portico. Juvarra was a very prolific
architect, highly accomplished in several styles, working in and
absorbing influences from France, Germany and elsewhere.

The last of the trio, Bernardo Vittone, is in some ways the
most intriguing because he points forward most clearly to the way
Baroque was developing in Central Europe. Working only in
Piedmont, and mostly in small country towns and villages, he pro-
duced a series of dazzling variations on the theme of the dome,
making the manipulation of light the governing principle of the
whole design. In the sanctuary of Vallinotto (1738), S. Bernardino
at Chieri (1740), S. Chiara at Bra (1742) and S. Croce at Villanova
di Mondovi (1755), the spectator, gazing upwards, sees domes
within domes, receding vistas of space, lit through apertures in
unexpected places that seem to have no structural explanation, so
that the parts of the building are no longer distinct but merge into
one another. More flamboyant than Borromini’'s, more playful
than Guarini’s, Vittone’s churches radiate a quality of sheer virtu-
osity that has few parallels in the whole history of architecture.
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206. ‘The interior consists of one
single storey surmounted by three
vaults, one above the other, all
perforated and open; thus the

eye of the visitor roams freely
from space to space...” — Bernardo
Vittone on his church at Vallinotto
(1738). In the vaulting he is
clearly developing ideas that
originated with Guarini (cf. ill.
204).

Central and Eastern Europe: the flowering
For the architects of Central Europe, Baroque was Gothic reborn.
All the mystery and movement, the fluidity and freedom, the

dynamic lyrical energy that the Renaissance had banished could
now return in anew guise.

The first phase of Central European Baroque, up to 1700, is
marked by exchanges between Italy and the north. Some northern
architects went south (Fischer von Erlach and Hildebrandt).
More often Italian architects travelled north — Santino Solari to
build Salzburg Cathedral, Carlo Lurago that of Passau, Carlo
Antonio Carlone the monastery of St Florian. A large proportion
came from the Swiss cantons of the Ticino, Grisons and
Vorarlberg, which had hardly experienced the Renaissance, and

where north and south could mingle. In these years we can see a
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207. Fischer von Erlach’s
Karlskirche, Vienna (1716) is a
strange, not altogether successful,
amalgam of Baroque imagination
and classical scholarship. The
two columns (replicas of Trajan’s
Column in Rome) stand for the
Habsburg emblem of the Pillars
of Hercules, the ancient world’s
image for the Straits of Gibraltar,
limits of the known world.

distinctive new type of Baroque emerging, at first more in the

stucco decoration than in the structure itself. Then the stucco
element seems, as it were, to take over, and the whole building is
conceived in terms of moulded volumes and spaces. Stucco, in fact,
becomes the universal material. Inside, and often outside too, we
see nothing but stucco, scagliola (imitation marble), paint and
gilding.

From the first half of the 18th century there is a very large
number of outstandingly beautiful Baroque churches, palaces and
houses all over Bavaria, Franconia, Bohemia, Austria and Poland,
many of them on a small scale and serving small communities,
often built by local architects or by one of the families of mason-
architects — the Thumbs, the Beers, the Dientzenhofers, the
Zimmermanns and the Asams — who came to dominate the scene
as such dynasties had done in the Middle A ges.

At the beginning of the story of Austrian Baroque stands the
commanding figure of Johann Bernhard Fischer von Erlach,
imperial architect to the court of Vienna. Fischer had spent several
formative years in Italy and he remained something of a Roman —
in both senses, the Rome of the Caesars and that of the popes —all
his life. His knowledge of classical buildings was profound (he
wrote the first history of architecture). In his most scholarly worlk,
the Karlskirche in Vienna (1716), he employed Trajan’s Column,
doubled, to symbolize the emperor’s power, and the portico of the
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208. The firm structural rhythm
and opulent decoration of Fischer
von Erlach’s Imperial Library,
Vienna (1722), place it in the
category of Baroque. The tripartite
division is richly decorated but
clearly defined.

Pantheon combined with a dome that looks to Michelangelo or
Cortona. What he learned from Bernini and Borromini was put to
imaginative use in the great hall of Vranov Castle, Bohemia
(1690), the elector’s chapel in Wroclaw Cathedral (1715) and the
Karlskirche, all based on the oval, and in his two Salzburg church-
es with convex-and-concave fagades. Nor did scale daunt him. His
original design for the imperial palace of Schénbrunn outside
Vienna would have out-Versailled Versailles; even the reduced and
altered version is impressively grand. Perhaps his most perfect
work is the Imperial Library in Vienna (1722), a high, light room,
divided into three sections by arches and columns and into two

storeys by a gallery that advances and recedes around a series of
bays. Lined with finely carved cases, it is as much a celebration of

learning as a repository for books, and inspired imitations as far

away as Coimbra in Portugal.
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209. For Baroque architects the
staircase was an art form,
offering limitless opportunities for
the manipulation of space. At
Pommersfelden, Bavaria, by
Lukas von Hildebrandt (1711),
the staircase is allotted a whole
galleried hall.

Both Vienna and the second Habsburg capital, Prague, are
cities of palaces built for the Austro-Hungarian nobility by
Fischer, his successor Lukas von Hildebrandt and others; they
include the Clam-Galas Palace in Prague, and the palace of
Prince Eugene and the Upper and Lower Belvedere in Vienna.
In the German lands outside Austria there was even greater
demand; political division is often good for architects. Every
prince and prince-bishop needed a princely residence; these
can still astonish by their scale, verve and vitality — Schloss
Pommersfelden in Bavaria (Hildebrandt, 1711), Mirabell at
Salzburg (also Hildebrandt, 1715), or the Wiirzburg Residenz
(Neumann, 1737). The components of palaces became fairly

standardized. They had to include state apartments for resident
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210. Bruchsal, by Balthasar
Neumann (1731), has a double
flight of curved steps leading to an
open platform, glimpsed top right
in this photograph, which is
unexpectedly flooded with light.

It has been miraculously restored
after destruction in the war.

nobility, including an audience chamber and perhaps a throne

room,; the approach to these rooms was via monumental halls and
staircases. The staircase is indeed the Baroque structure par excel-
lence. Those by Neumann at Briihl (1728) or Bruchsal (1731),
enriched with sculpture and painting, and carefully lit to increase
in brightness as one ascends, offer a sequential unfolding of
intriguing possibilities, like a Bach slow movement.

By now we have reached the latest stage of the Baroque, which
has come to be known as Rococo. To call Rococo essentially a
decorative style implies a distinction between architecture and
decoration. As an assumption this is clearly false; as a fact itis very
often true. In France, where the style originated, it was largely in
the hands of men who did not build the rooms they decorated. In
Germany and Central Europe, structure and decoration were
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211. In Frangois Cuvilliés's interior
of the Amalienburg, in Munich
(below right) of 1734, the
decorative motifs overflow their
limits, dissolving space and
delicately creeping across confines
in unpredictable ways that
demand a new name: Rococo.

usually conceived as a unity, though in fact most of the elements by
which we define Rococo are decorative ones: lively, asymmetrical,
completely unclassical forms based on fantastic rockwork (rocazlle
means rockery), shells, foliage, feathers, spiders’ webs and insects.
The Rococo line is thin, airy, curling, meandering; colours are
light, blues, greens and yellows being favourites against a back-
ground of brilliant white; delicate stucco ornament invades every
surface, obscuring structure and defying logic. There is some-
thing irresistibly light-hearted, even frivolous, about Rococo, so
that one is surprised, almost shocked, to find it in the palaces of
archbishops and on the altars of churches. (What can one say, for
instance, to a pulpit in the form of a fully-rigged ship, complete
with mast, sails and anchor, or a cherub creeping away with St
Augustine’s hat?) But it completely dominated Catholic Central
Europe and even the strictly Protestant courts of Prussia and
Saxony. Four outstanding masterpieces which illustrate both the

range and the achievement of Rococo are the Amalienburg at
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212. Dresden was a Protestant
capital but its art and architecture
were wholeheartedly Baroque.
The Frauenkirche, by

Georg Bahr, begun in 1726, is
Protestant only in its emphasis
on preaching rather than the
administration of the sacraments;
indeed its interior, with its tiers of
galleries, was more like a theatre
than a church. Completely
destroyed in 1945, it was
reconstructed from 1997
onwards.



213. The Zwinger in Dresden,
begunin 1711, is the parade-
ground of an unbuilt palace with
pavilions at the ends serving as
orangeries. Its architect, Daniel
Mathaeus Poppelmann, had
studied the palaces and gardens
of Rome and Vienna. (The far
side, formerly open, was closed in
the 19th century by Gottfried
Semper’s ponderous museum.)

Munich built for the Elector of Bavaria by Frangois Cuvilliés
(1784), a series of small rooms decorated with the lightest of
touches; the Kaisersaal in the Residenz of the Bishop of Wiirzburg
by Balthasar Neumann (1744), with almost neurotically detailed
stuccowork by Antonio Bossi and ceiling frescoes by Giambattista
Tiepolo; and, across the religious divide, the palace of Sans Souci
at Potsdam (1745), built for the notably unfrivolous Protestant
King of Prussia, Frederick the Great, by Georg Wenceslaus von
Knobelsdorff; and the Zwinger, a ceremonial parade-ground for
the Elector of Saxony at Dresden designed by Daniel Mathaeus
Poppelmann (1711), a layout of pavilions and enclosing walls full
of sculpture, graceful or grotesque, by Balthasar Permoser. None
can be judged by purely architectural criteria, and that is perhaps
the key to Rococo; it dissolves categories at every level.

Two new building types proved particularly responsive to
Baroque and Rococo magic: theatres and monastic libraries. The
first was predictable. The modern proscenium theatre originated
in Venice in the 17th century, and soon began to be a feature of

German court life. Two of the most spectacular are those at
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214. The Margrave of Bayreuth’s
court theatre (1748), an exquisite
building with a surprisingly large
stage, was designed by Giuseppe
Galli-Bibiena, one of a famous
ltalian theatrical dynasty. We are
looking from the stage towards
the Margrave’s box.

215. Libraries, both secular and
monastic, were transformed into
temples of learning by a profusion
of painting and sculpture.

That of Admont abbey, Austria,
was begun in 1742 by Gotthard
Hayberger. A series of domed
spaces with the books in curved
recesses, it follows the tripartite
scheme of Fischer von Erlach’s
Vienna library (ill. 208).




216. Jakob Prandtauer’s
monastery of Melk (1702) takes
dramatic advantage of its site
overlooking the Danube, the front
of its courtyard left open to expose
the towered fagade of the church.
The two arms hold the Marble
Hall and the Library, while behind
stretch the monastic buildings,
larger than many palaces.




217. Austria and southern
Germany, which remained
fervently Catholic, saw the
building or rebuilding of large
numbers of monasteries, many
on an enormous scale. Lukas von
Hildebrandt’s design for Gottweig
(1719) represents an ideal, never
realized in this form but not an
exaggeration.

Bayreuth (designed by Italians, Giuseppe and Carlo Galli-Bibiena,
in 1748) and the Residenztheater in Munich by Cuvilliés (1751).
With its promise of warmth and gaiety, Baroque remained the
style for theatres until well into the 20th century. Monastic
libraries suggest a rather different image, but they are if anything
even gayer than theatres. At Waldsassen in Saxony, St Gall in
Switzerland and Admont in Austria, ecstatic putti holding up
balustrades, celestial visions in the painted ceilings, and the cease-
less undulation of panelling and woodwork seduced the eye more
(surely) than they concentrated the mind.

But it is the churches that are the real glory of Central
European Baroque, a creative flowering paralleled only by the late

Middle Ages and never to be paralleled again. The sheer scale of

building is extraordinary. The Austrian monasteries of Melk,
by Jakob Prandtauer (1702), and Gottweig, by Hildebrandt and
others (1719), to choose two out of dozens, are as large as small
towns, so that today it is difficult to find uses for them. Clergy and
architects seemed to be united in the search for originality and
impressive effect, producing endless subtle and complex spaces, as
if each commission were a challenge to build something that had
never been seen before.
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218. The church of Stadl Paura,
Austria, dedicated to the Holy
Trinity, has three sides, three
towers (one is in the foreground
here), and three apses. The date
is 1714, the architect Johann
Michael Prunner.

Sometimes special requirements gave opportunities for an

unusual plan — triangular, for instance, to symbolize the Trinity, as
at the Kappel, Waldsassen, in Germany by Georg Dientzenhofer
(1685), or Stadl Paura in Austria by Johann Michael Prunner
(1714). At Einsiedeln, in Switzerland, by Hans Georg Kuen and
Caspar Moosbrugger (1703), an existing shrine had to be accom-
modated right inside the entrance so that the first bay of the nave
became a circle. At Vierzehnheiligen (‘Fourteen Saints’) of 1743,
the church had to accommodate a pilgrimage altar on the spot, so
Neumann made the centre into an oval, opening into another oval,
with smaller circles in between. Here, as at his church of
Neresheim (1747), also in Germany, these ovals are defined (in a
straight-sided building) by rows of columns behind which are
aisles. Often the aisles are so narrow as to be little more than pas-
sageways, but they enable the interior to be divided and composed
in ways that cannot be guessed from outside. Two churches by
Dominikus Zimmermann (Steinhausen, 1728, and Die Wies,
1746) do express the oval on the exterior, but here too, columns,
single or coupled, circumscribe narrow aisles, so that the interior
space is made complex.

But the plan is merely the beginning. Our actual experience of
these churches depends on the way the elevations are handled, the
details of the stucco, the balance of colours, the figurative sculp-
ture, and the capricious variety of window shapes. If one looks for
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219. The pilgrimage church of
Die Wies (‘the meadow’) by
Dominikus and Johann Baptist
Zimmermann (1746). An oval
nave, defined by coupled
columns, opens onto an elongated
chancel. Coloured scagliola (false
marble), stucco, gilding, statuary
and light proclaim the symbolic
message and induce heightened
emotion.

sources, many can be found in Borromini and Guarini, but the total
effect is quite different. This is above all an architecture of move-
ment, leading the eye on in unbroken sequences, so that columns,
capitals, arches, vaults and windows merge into one another with-
out distinction. Somewhere in the remote background is the clas-
sical vocabulary of the orders, but now uninhibitedly swaying and
dancing as if intoxicated with the divine spirit.

With the Asam brothers, Cosmas Damian and Egid Quirin,
dramatic effect is taken more literally and becomes a form of
sacred theatre. The altars of their two major churches, Rohr and
Weltenburg, Germany, are back-lit illusionistic tableaux of the
Assumption of the Virgin and St George and the Dragon. The tiny
church of St John Nepomuk which they built at their own expense
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220, 221. The Asam brothers,
Cosmas Damian and Egid Quirin,
both practised architecture as well
as being respectively a painter and
a sculptor. At Weltenburg (top,
1718), St George strides forward
at the far end in a blaze of light to
strike down the Dragon. At St
John Nepomuk (right, 1733),

a tiny church built next to the
brothers’ house in Munich, the
Trinity hovers over the altar.




222. In Bohemia, Johann Santini
produced not only Baroque
churches and palaces of amazing
variety and brilliance, but also a
kind of ‘Gothic Baroque’ for his

restorations of medieval churches.

This is part of his vault for
Kladruby, a Cistercian abbey
(1712).

in Munich (17383) combines restless architectural elements with a

vision of the Trinity hovering miraculously over the altar lit by
concealed coloured light.

The genius of Bohemian Baroque is Johann Santini (or
Santini-Aichel). He represents not only one of the supreme peaks
of the style but also its innate affinity with Gothic. Two of his
major commissions were restorations of large Gothic churches,
Sedlec and Kladruby. Santini made no attempt at historical imita-
tion but instead created a fantasy of Gothic vaulting in stucco. In
his own original churches he uses all the devices of Baroque plan-
ning with extraordinary ingenuity — Rajhrad (1722) consists of
interpenetrating oval, octagon and rectangle — often incorporat-
ing Gothic elements with no sense of strain. His most famous
work is the little pilgrimage chapel near Zdar (1719), a centralized
building based on the star symbolic of St John Nepomuk, distantly
comparable to Borromini’s S. Ivo but with a star vault.

National boundaries have never had much relevance to the
arts in Central Europe, and the same styles, even the same archi-
tects, turn up over a wide area. The numerous Dientzenhofer
brothers — particularly Georg, Johann and Christoph, and the lat-
ter’s son Kilian Ignaz — practised in Germany, Austria, Bohemia
and Poland. Their favourite stylistic trick was a plan that involves
transverse ovals which merge together and in the vault intersect

(Brevnov, near Prague, 1708; Banz in Bavaria, 1710).
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223, 224. The most original
of all Santini’'s works is the
chapel of St John Nepomuk
near Zdér (1719), which
stands in a ten-sided
enclosure with chapels and
protective arcades for pilgrims.
lts pentagonal star plan, which
produces the most intriguing
shapes both within and
without, is based on the
symbol of the martyred saint,
much venerated during the
Counter-Reformation.

225. Johann Dientzenhofer

belonged to a family of architects

who worked all over central
Europe. His church at Banz,
Germany (1710), grows from
three intersecting ovals which

determine both the wall elevation

and the vaulting.
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226. Poland in the 18th century
was an integral part of Catholic
Europe and a country where
architects from Germany and
Italy could look for patronage.

St Anne at Lubartéw (1738) by
Paolo Antonio Fontana has a plan
as ingenious as anywhere further
west. In the photograph we are
looking north-east, with a
‘transept’ on the left and the
domed chancel on the right.

In Poland the lead of both Italy and Central Europe was being
followed by the middle of the 17th century. The oval —hallmark of
the Baroque — is used over and over again, from Klimontéw by
Laurentius Muretto de Sent (1643) to Tarnopdl by Augustus,
Count Moszynski (1770), with many variants. St Anne at Lubar-
téw by Paolo Antonio Fontana (1738) is an imaginative compound
of oval and Greek cross, leaving diagonal chapels in the arms.

Further east still, in Russia, Baroque produced yet different
progeny by marrying into the Byzantine tradition. Peter the
Great had founded St Petersburg in 1700 but it was not until the
reign of his daughter, the Empress Elizabeth, that the city could
boast architecture of a European standard. Bartolommeo Rastrelli
had been brought to Russia from Italy as a small child. For the
Empress he built the country palace of Tsarskoe Selo (1749) and
the Winter Palace in town (1754), both in a graceful Rococo style
using external colour and plentiful gold leaf. His most imaginative
work is the Smolny Convent (1748), consisting of a domed church
that evokes both Catholic Italy and Orthodox Russia, rising froma
courtyard enclosed by low symmetrical curving wings. In the
same hybrid styleis the very appealing church of St Nicholas, blue,
white and gold, with five cupolas, by his pupil S. I. Chevakinski
(1753).
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227. In the long facade of the
Winter Palace, St Petersburg
(1754), Rastrelli avoided
monotony by dividing the
composition into a series of
projections and recessions, by
articulating it with columns and
pretty Rococo ornament and by
providing an animated skyline of
statuary. In the distance is the
Admiralty (ill. 257).

228. Rastrelli's Smolny Convent
in St Petersburg (1748) is a
Baroque version of the Byzantine
and Orthodox arrangement,

in which a free-standing church
is surrounded by ranges of
monastic buildings. Here they
weave around it echoing its own
Greek-cross plan.




229. The Sanctuary, Ocotlan,
Mexico (c. 1745} looks to the
Churrigueresque style of Spain,
taken if possible to even more
disconcerting extremes. The rose-
window over the door seems

to be exploding.

Spain, Portugal and Latin America: the exotic harvest
Reading discussions of Spanish Baroque by non-Spaniards, one
soon comes across words like ‘frenetic’, ‘tortured’, even ‘neurotic’.
Much Spanish religious art does indeed express pain. Are we justi-
fied in finding the same quality in the architecture that goes with
it? Certainly it is not soothing; it is not joyful, it is not —as Central
European Baroque is — legato. Itis disturbing, sharp-edged, stacca-
to. But beneath the differences runs the same underlying connec-
tion with Gothic. The most extreme phase of Spanish Baroque,
Churrigueresque, joins hands across the Renaissance divide with
Plateresque (and is in fact partly a deliberate revival of it).
Austerity was already relaxing in the early 17th century;
Sebastian de la Plaza’s Bernardas church at Alcald (1617) has an
oval nave and oval chapels. Fagades also become more exuberant,
often (as previously in Gothic) with a lavishly decorated centre
between two plain towers, so-called refablos fagades, which reach
their apogee in Spanish America, e.g. Ocotlan in Mexico (mid-
18th century). The most splendid Baroque fagade in Spain is that
added by Fernando de Casas in 1738 to the old Romanesque
cathedral of Santiago de Compostela.
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230. In 1738 the old cathedral of
Santiago de Compostela (ill. 36)
was given a richly Baroque fagade
by Fernando de Casas y Navoa.
The two towers are still the
original Romanesque but
disguised out of recognition by
their exuberant upper storeys.

Identifiably Italian forms were slowly adopted in the penin-
sula. Both Borromini and Guarini were influential (the latter
designed a church in Lisbon, though he seems not to have gone
there). Two pupils ot Bernini, Giovanni Battista Contini and Carlo
Fontana, worked in Spain, but a specifically Spanish Baroque
appears in the work of Leonardo de Figueroa, Francisco Hurtado
and the Churriguera family, who gave their name to the style.

Spanish Baroque churches are rich in spatial effects, often of a
quite dramatic kind — such as the view through from the nave to a
raised compartment behind the high altar known as the camarin,
where the sacrament, a relic, or a specially holy statue was kept,
usually reached by double flights of steps; or Narciso Tomé’s
“Transparente’ at Toledo, a theatrical fableau involving the inser-
tion of a window in the vault of a Gothic cathedral. But generally
speaking, plans are not as varied as in Central Europe. The impact,
which can be overwhelming, comes from the stone or stucco deco-
ration, which is immediately recognizable and uniquely Spanish.

The most famous proponents of the style were the
Churriguera brothers, José Benito, Joaquin and Alberto, who
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practised between 1690 and 1750. Their work includes the plan-
ning of Nuevo Bastin, a new town which broke with the
Renaissance gridiron tradition (¢. 1709-13), the Plaza Mayor at
Salamanca (1729 onwards), the fagade of Valladolid Cathedral
(1729), S. Sebastian at Salamanca (1731) and churches at Orgaz
and Rueda. Ironically, none of these is what would immediately be
called ‘Churrigueresque’. That name is now applied to more
extreme works built by architects who were the brothers’ rivals,
for instance Pedro de Ribera, whose portal of the Hospicio de S.
Fernando in Madrid (1722) is typical: the doorway almost disap-
pears beneath writhing curves, niches, stone drapery and estipites —

231. The Churrigueresque style column shafts which diminish towards the bottom like terms, their
could be carried no further than outline dissolved by ornament.

LD SE SISy E thg Char_terhqgse The ultimate example of this style is the sacristy of the
of Granada. In spite of its initial . . . .
impact, this is by no means Charterhouse in Granada (mid-18th century), for which no archi-
an undisciplined style. The tect’s name can with any confidence be given. Architecturally this

gradations of complexity are
carefully calculated, as is the .
telling use of totally plain surfaces. remote resemblance to classical capitals, but the piers are totally

is a normal room with arches and clearstorey. The capitals bear a
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232. Barogue ‘scenographia’
achieves dramatic effects in
certain Portuguese hill-top
sanctuaries, reached by
monumental flights of stairs,
such as the Bom Jesus at
Braga (above, 1723).

233. Above right:
Churrigueresque in a small
Spanish church at Priego de
Cérdoba. Particularly typical are
the multiple mouldings separated
by a deep, calligraphic groove,
and the jagged shapes suggestive
of electric shocks.

encased in white stucco which seems to defy the eye to rest on it.

Sharp, zig-zag lines; volutes that look like compressed springs;
deep, shadowy mouldings separating part from part; jutting cor-
nices that float above voids — everything conveys a sense of hectic,
heightened emotion, yet everything is subjected to theiron laws of
symmetry and repetition. This mesmerizing, technically demand-
ing style became highly popular in Andalusia, and can be found in
dozens of village churches that barely merit a mention in the
guidebooks. The small town of Priego de Cérdoba has six of them,
tiny masterpieces of febrile precision.

One of the most uncanny conjunctions in architectural hist-
ory is the meeting of Spanish Baroque and the Aztecs. Many of
the adjectives that have been used for Churrigueresque Spain
apply with even greater force to Montezuma’s Mexico, with an
added dimension (to Western eyes, at least) of barbaric and blood-
curdling violence. It is highly unlikely that the Spanish architects
noticed any affinity with what they found in Mexico. But did none
of the converts feel faintly at home in their new surroundings,
which were often the work of native craftsmen?
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Spanish-American architecture soon started to stray from its
European models. The fagade of Zacatecas Cathedral in Mexico
(finished in 1752), for instance, is hard to imagine in Spain. Itis a
three-storeyed elevation, with triple columns flanking a doorway
on the ground floor and a rose-window above. Above this is a
solid attic-cum-pediment with a row of statues in niches. Every
square inch of the surface — not only the decorative elements but
the flat wall surfaces —is covered with tightly compressed foliage
ornament. The fagade of the Sagrario Metropolitano in Mexico
City (1749), by Lorenzo Rodriguez, makes a similar impression,
though this time the forms are candelabrum shapes and estipites,
swelling, climbing and reproducing themselves in a proliferation
of mouldings that has been aptly christened ‘ultrabaroque’.

Architecture in South America was even less subject to
European authority, producing a number of regional variations,
especially in the fagades, towers and domes of both churches and
secular buildings, that must have looked distinctly bizarre to visi-
tors from the homeland; for instance the massive cathedral of
Cérdoba, Argentina (begun in 1687 by Merguete and Blanqui), a
huge mountain of stone whose dome seems to crush everything
beneath it.

Portuguese Baroque is recognizably distinct from Spanish,
and was bequeathed to the Portuguese colony of Brazil. Oval and
octagonal plans are not uncommon (the Clerigos church in Porto,
1732, by Niccold Nasoni, or the Bom Jesus at Barcelos, 1701, by
Jodo Antufies) and became even more widespread in Brazil
(Rosano Chapel, Ouro Preto, 1784, by José Araujo).

A new feature of Counter-Reformation religion was the sacro
monte, a processional way up a steep slope marked by sculptured
representations of episodes in Christ’s Passion. The most realistic
tableaux are Italian, but the most architecturally remarkable en-
sembles are in Portugal, at Braga and Lamego, where staircases on
a Cecil B. de Mille scale lead up to the hilltop sanctuaries.

The vast monastery-palace of Mafra (begun in 1717 by J. £
Ludovice) is Portugal’'s Baroque answer to Spain’s Renaissance
Escorial, but its Baroque qualities are restrained, and it differs
from its model mainly in bringing the church forward and incor-
porating its two-towered facade into the very long main front of
the building, the high dome rising behind it. More Rococo and
much more relaxed is the palace of Queluz (begun in 1747, by a
pupil of Ludovice), sheathed in the characteristic blue-and-white
Portuguese tiles.

201

232




234. Among Frangois Mansart’s
early buildings is Ste Marie-de-la-
Visitation in Paris (plan above,
1632). In the photograph (below)
we look up into the domes of the
nave and one of the oval chapels.

235. Below right: a later work by
Mansart, the Val-de-Grace in Paris
(1645). A difficult man, Mansart
was dismissed when it was half
built, and the upper parts are due
to Lemercier and Le Muet.

France: a special case

French Baroque notoriously evades definition. Its very existence
has been seriously questioned. One reason is that however
intrigued French architects may have been by such features as
domes, curved walls and the massing of columns for dramatic
effect, there was always an element of ambivalence and divided
loyalties. In Paris, for instance, the traditional form of the large
town house, a courtyard with frontispiece to the street and corps de
logis (main dwelling) behind, remained unchanged, though very
occasionally the courtyard walls curved. The high-pitched French
roof, which had survived the Renaissance, was still only rarely dis-
placed by the flat top and balustrade. The orders, too, retained
their hierarchy and formal roles: the fagades of St Gervais (1616)
and St Paul-St Louis (1627) are Baroque only in their sense of
mass, notin their movement.

In 1624 Lescot’s fragmentary Cour Carrée of the Louvre
was continued by Jacques Lemercier in a way that aptly embodies
French architectural attitudes. He matched Lescot's wing with
an identical one, and between the two built a tall pavilion, the

Pavillon de I'Horloge, the top storey of which is crowned by
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236. The Collége des Quatre
Nations, now the Institut de
France (1662), by Louis Le Vau is
the most Roman of all Parisian
Baroque buildings, with its central
domed chapel and concave
wings.

237. Nicolas Fouquet's mansion
of Vaux-le-Vicomte (1657) was
calculated, all too successfully,
to make a king jealous. With its
two-storeyed oval salon in the
centre and high slate roofs, it
combines ltalian and French
cslements to create an
archetypically French effect.

a double pediment — segmental inside triangular. Virtually the
same design was later carried around the other three sides by Le
Vau (the top storey altered under Napoleon). Given an entirely free
hand, Lemercier, who had studied in Rome, could be more overtly
Baroque. His church of the Sorbonne (1635) has a fagade and dome
both strongly Italianate in style and meant to be seen together.

Arguably the purest Baroque building in France is Frangois
Mansart’s Ste Marie-de-la-Visitation in Paris (1632), with its
high dome (the first in France), its dynamic curving lines, and the
interpenetrating spaces of the circular nave and oval chapels. His
church of the Val-de-Grace (begun in 1645, soon taken over by
Lemercier) is also clearly aware of the Italian precedent; its fagade
has the scrolls of the Gesli, and multiplies them as real buttresses
all down the nave, and its dome (due largely to Pierre Le Muet) is
one of the few that can successtully challenge that of St Peter’s.
Mansart’s proposed Bourbon mausoleum at St Denis (1665)
would have surpassed both these. His secular buildings are less
flamboyant but full of tense detail. The Orléans wing of Blois
(1635) and the chateau of Maisons (1642) show him at his fastidi-
ous best, the classical elements freely but never wilfully handled.

Louis Le Vau, who has been mentioned in connection with the
Louvre, was a less gifted but more diplomatic (and more showy)
architect than Mansart and consequently more successful. His
College des Quatre Nations (1662), opposite the Louvre, with an
oval chapel crowned by a high dome between two projecting seg-
mental wings, is something that Bernini would not have been
ashamed of. (When Bernini came to Paris three years later, Le Vau
was one of those who made him feel unwelcome.)

Le Vau's career had taken off in 1657 when he was commis-
sioned to design the showpiece chateau of Vaux-le-Vicomte for
Fouquet, Louis XIV’s first minister. This is a splendidly confident
building, unmistakably Baroque and unmistakably French. Its
large oval salon is expressed on the curved garden front and in
a high oval dome, flanked by wings with giant lonic pilasters.
When Fouquet fell, the Sun-King took over not only Le Vau but
the painter Charles Le Brun and the garden designer André Le
Notre. Transferred to Versailles, this team constructed a palace
that was to influence every monarchy in Europe for over a hundred

Yyears.
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238. The garden front of Le Vau’s
Versailles (1669) had projecting
pavilions at the ends and a
recessed centre, which Jules
Hardouin-Mansart filled in with
his Galerie des Glaces (1678),
carefully matching the earlier
elevations. The long wings at

the sides are also by him.

Le Vau's Versailles still exists, though partly disguised by
later building. The garden front had a recessed centre between
two projecting wings; the wings survive but the centre is now
occupied by the Galerie des Glaces. The elevation is not so very
different from Vaux-le-Vicomte but the flat roof and balustrade
bring it into the mainstream of classicism. In the interior Le Vau's
most spectacular room, the Escalier des Ambassadeurs, has
been destroyed. In its grandeur and in its confident management
of scale, L.e Vau’s Versailles determined the future extensions
of the palace itself and anticipated the way Baroque would
develop towards classicism. When Mansart's great-nephew, Jules
Hardouin-Mansart, came to take over in 1678, he was not so
successful in avoiding monotony.

Hardouin-Mansart was, however, responsible for the last
great monument of the Baroque in Paris, the church of the
I[nvalides (1680). Here he found a panache that eluded him else-
where — a vast, wonderfully inventive dome rivalling that of the
Val-de-Grace, and an interior which, even disfigured by the exca-
vation of Napoleon’s tomb in the 19th century, is an experience to
remember with free-standing columns Jeading into openings on
the diagonal. On a much smaller scale, but equally ingenious geo-
metrically, is the chapel that Libéral Bruant designed in 1669 for
the hospital of the Salpétriere. For practical reasons this had to be
divided into eight discrete sections; Bruant’s solution is essential-
ly Baroque, using a Greek-cross plan with square spaces in the
corners, all opening onto a central octagon.

A further indicator of the classicism that was to dominate the
18th century is the east front of the Louvre, which was finally built
in 166770 to the design of Claude Perrault, a gentleman architect
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239. Jules Hardouin-Mansart's
church of the Invalides, in Paris
(1680), dependent as it is on
ideas of his great-uncle Frangois
Mansart, is close to Roman
Baroque, the dome a clever
adaptation of St Peter’s (ill. 165).

240. The east front of the Louvre,
for which Bernini had been
summoned from [taly (ill. 197),
was finally begun in 1667 to
designs by Claude Perrault, or a
‘committee of which he was the
chair. It has distinctly Baroque
qualities, e.g. the rhythm of the
‘coupled columns, but the overall
effect is classical, pointing forward
to the future.

who was possibly aided by Le Vau. It is a brilliant concept.
Grandeur is achieved by the long row of giant Corinthian
columns, while on the skyline the high roof'is abandoned for the
straight balustrade. Although it lacks the excitement of Bernini's
play of concave and convex, dramatic movement (the Baroque ele-
ment) is retained in the coupling of the columns and the recession
into depth behind them to a wall articulated originally only by
niches (later changed to windows). The centre and end pavilions
are the most classical part and the most imitated in the years
tocome.
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241. The church of St Didier

at Asfeld in France (1680) is a
mystery. The strange rotunda on
the right is the choir with the
much narrower domed nave on
the left. Unlike other churches in
the region, it is built of brick.

Outside Paris, Baroque continued to find favour well into
the 18th century. The decade of 1680-90 saw the creation of the
highly eccentric, indeed unique, church of St Didier at Asfeld
in Champagne. Its plan has been compared to a hand-mirror.
Entered via the ‘handle’, it opens out into a large central space
which seems to be circular but s in fact pentagonal. From the out-
side one sees five concave curves through which five convex
chapels protrude. Who designed it? The name of Guarini has been
mooted, and he was certainly in Paris in 1662 building the now-
destroyed church of Ste-Anne-la-Royale.

Provincial France is rich in buildings of this period whose
elements have to be called Baroque and which still give pleasure as
they were intended to: window-surrounds like the title-pages of
books inhabited by mermaids and fat angels, rusticated doorways
guarded by giants with clubs, fagcades loaded — overloaded — with
huge sculptured garlands, official buildings proclaiming fantastic
stone heraldry, like the six-foot-high griffins on the Hotel des
Monnaies in Avignon. Only rarely, however, is the plan, the man-
agement of space, as adventurous as in Italy or Central Europe. In
the south of France, close to the Italian orbit, the oval plan kept its
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devotees — as at the chapel in the middle of the Vieille Charité at
Marseilles (1679, by Pierre Puget), St Pons at Nice (1705), or the
chapel of the Oratoire at Avignon (1730). At Lyons, amid the ris-
ing classical tide, the church of St Bruno by Ferdinand Delamonce
(1735) has a crossing that is pure Baroque, with transepts seen
through open apsidal walls.

Rococo, which has been defined in a German context, actually
originated in France in the 1720s, but in that country remained
most characteristically a style for secular interior decoration. Only
rarely did it escape from these limitations to assert itself as fully-
fledged architecture. French fidelity to classicism did not waver
but grew steadily stronger as the 18th century progressed. Rococo
acts as a muted counterpoint to classicism, all the more appealing
because of the contrast, appearing in the form of isolated accents,
subtle touches which soften, but do not transform, the prevailing
austerity. In Ange-Jacques Gabriel's Pavillon Francais at
Versailles (1749), for instance, an otherwise classically correct
facade has little Rococo flourishes over the windows and doors.

The most consistent example of French Rococo is found in
Lorraine, which had been made into a small client kingdom for
Stanislas Leszczynski, the father of Louis XV’s queen, to console
him for losing the throne of Poland. Between 1735 and his death in
1766, he and his architect Emmanuel Héré turned his capital
Nancy into an architectural ensemble of great finesse. Atits centre
are three monumental spaces. The Place Royale (now Place
Stanislas), its corners closed by gates of the most sophisticated
Rococo wrought ironwork, leads via a trinmphal arch into a long
tree-lined space, the Place de la Carriere, an old tilting-yard,
which in turn opens out into another place closed to left and right
by curved colonnades, the Hémicycle. The surrounding palatial
buildings belonged to the court and administration. In Stanislas’s
second city, Lunéville, Héré built one of the few French churches
that can truly be called Rococo, the Abbaye de St Jacques, with two
flamboyant round towers topped by saints and a sculptured cen-
trepiece with floating figures surrounding a huge clock.

But it is as a style for interiors and furniture — also known as
the style Louis XV — that French Rococo comes into its own. This is
a subject that cannot be pursued here, but a visit to the state rooms
at Versailles (1787, by Jacques Verberckt) or to the Hotel de
Soubise in Paris (1736, by Germain Boffrand) is enough to show
why it conquered the whole of Europe.
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242. Notre Dame-du-Bon-
Secours, Brussels (1664), by Jan
Courtvriendt, looking up into the
six-sided dome of the nave with
chapels and choir opening off it.

243. Baroque space is not a
matter of architecture only.
Richness of texture, variety of
materials, profusion of painting
and sculpture, all produce a
charged and heightened
atmosphere, as in the Lady
Chapel of St Charles Borromeo,
Antwerp (1615), by Pieter
Huyssens, which still owes a
lot to Flemish Mannerism.

Flanders and the Netherlands

Nothing better illustrates the effect of religious division upon
architectural style than the contrast between Catholic Flanders
and the Protestant Netherlands in the early 17th century.
Generally speaking, architecture continued to be led by church
building in Catholic countries but lost that role in Protestant ones.
(This fact is obscured in England by the large number of churches
rebuilt in London after the Great Fire and the subsequent growth
of the city — relatively few were built outside London — and in
America by the need to provide churches where none existed.)

In Flanders the Jesuit plan (see p. 150) and fagade found wide-
spread favour, and occasionally an architect would attempt some-
thing more ambitious in the management of space. St Peter’s at
Ghent (begun in 1629, architect unknown) embodies Jesuit ele-
ments but brings the dome forward to cover the western bays of
the nave so that it reads with the fagade. The first dome north of
the Alps was that of Scherpenheuvel, in Belgium (begun in 1609
by Wenceslas Cobergher), a highly unusual church with a seven-
sided plan symbolizing the Seven Sorrows and Seven Joys of
Mary. Two interesting churches from the spatial point of view are
Notre Dame-du-Bon-Secours in Brussels (begun in 1664 by Jan
Courtvriendt) and Our Lady of Hanswijk in Mechelen (begun in
1663 by Lucas Faydherbe). The first has a six-sided plan produc-
ing complex relationships between nave, choir and chapels; the
second combines the centralized and longitudinal plan by making
the centre swell outinto acircle of ten piers below a high dome.

Far more frequently, however, Baroque in Flanders depends
for its effect on profusion of ornament and richness of materials.
The result is a combination of architecture and sculpture in which
each reinforces the other but which can be almost claustrophobic
in the way every element clamours for attention at the same time.
The fagade of St Michael at Leuven (Louvain) of 1650 shows this
on an exterior; the Premonstratensian abbey of Averbode (1664,
by Jean van der Eyndes) in an interior. By its very nature, the style
is at its most intense in small spaces. The Lady Chapel in the
church of St Charles Borromeo in Antwerp (begun in 1615 by the
Jesuit architect Pieter Huyssens) is a modest-sized room with a
coffered tunnel vault. It is lined with pale marble, the cornice and
picture frames outlined in black. Into these are set paintings and
between them panels of red and yellow marble. Finely detailed
life-size statues of saints and virtues line the walls, standing on
elaborately sculpted brackets. The altar rail is a network of foliage
and fruit in white stone. There are three confessionals in polished
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244 Protestant Netherlands: the
Mauritshuis, The Hague (1633,
probably by Jacob van Campen),
a forward-looking palace for
Prince Maurice of Nassau,

expressive of dignity and restraint.

245, Catholic Flanders: the
Grand’ Place, Brussels, lined with
the houses of the guilds and rich
burghers, mostly built after war
damage in 1695, in a style by
then nearly out of date.

wood, the partitions shaped into winged seraphim. Abstract and
figural, flat and three-dimensional, static and climactic, this kind
of space is archetypically Baroque. Not by chance is this the age of
magnificent tombs and fantastic pulpits.

To the traveller, Flemish Baroque is more immediately appar-
ent in urban fagades. It became fashionable to elaborate the gable-
ends of houses with scrolls, niches, pediments, obelisks and
heraldic devices, which still make walking through towns like
Antwerp and Bruges an absorbing experience. Most splendid of
all is the Grand’ Place in Brussels, rebuilt after a bombardment in
1695, where each house seeks to outdo its neighbour in richness
(many have gilded details) and invention.

The Protestant Netherlands saw no such boom in church
building. Existing Gothic churches were stripped of their images
and much of their furnishings and turned into the bare white-
washed rooms that they remain today. New churches were simple
brick boxes that became the model for Nonconformist meeting-
houses in Britain and America. The Nieuwe Kirk in Haarlem
(1645, by Jacob van Campen) is a typical example. One of the best
buildings in this style is not a church but the Spanish and
Portuguese Synagogue in Amsterdam (1670, by Daniel Stalpaert),
copied a few years later for the same community in London. The
most Baroque features in Dutch churches are the tombs, which fol-
lowed those of Flanders in their lavish use of black and white mar-
ble and expressive sculpture.

Secular architecture is equally sober — for instance, the Huis
ten Bosch (1650, by Pieter Post) or the Mauritshuis (1633, proba-
bly by Van Campen), both in The Hague. Even the royal palace of
Het Loo (1685, by Jacob Roman and Daniel Marot) keeps to this
style, which appealed to William of Orange and was followed in
his English palaces when he became King William I11. Only in the
gables did Baroque bravura fly free, and the skylines of Leiden or
Amsterdam are nearly as spectacular as anything in Flanders.

England and North America

English architecture after Jones went through a phase that is con-
ventionally called Baroque, but has so little in common with what
has been described hitherto that the termis perhaps more mislead-
ing than helpful. Apart from garden buildings, how many English
domes are there? Three. How many oval churches? None. How
many convex or concave facades? None. English Baroque is a style
not of movement but of eccentric solidity.
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The only exception —a major, unequivocally Baroque English
building —is one that was never built: Wren’s ‘Great Model’ for St
Paul’s. This superb design, a Greek cross surmounted by a dome,
the arms connected by concave walls, would have put England in
the mainstream of European architecture and possibly changed
the course of English architectural history. In the event, Wren was
forced by the clergy to conform to the normal Latin-cross plan.
The dome remained dominant, though its dramatic impact was
weakened by being deprived of the contrasting curve of the sus-
taining walls. To light the redesigned nave and choir Wren had to
resort to clearstoreys which, in order to provide the right visual
base for the dome, are concealed behind screen walls articulated by
giant niches. The effect is successful and the charge of ‘dishonesty’
levelled against Wren in the 19th century is not worth consider-
ing. Inside, the opening out of the space under the dome, achieved
by cutting off the last bays of the adjoining aisles diagonally (just
as at the Ely octagon centuries before) is a calculatedly thrilling
experience.

Wren is the perfect example of the gentleman architect. He
was by profession a university mathematician.The geometrical
play that had been frustrated at St Paul’s could be indulged on a
smaller scale in the fifty-two City churches that had to be rebuilt
after the Great Fire of London in 1666. At St Stephen, Walbrook,
Wren inscribed a circle inside a Greek cross, prolonged by one bay
at the west end, thus ingeniously combining the centralized and
longitudinal plan. In other cases (St Mary, Abchurch, or St
Swithin, Cannon Street), he managed to fit a circular ceiling into a
square. One of the most interesting was demolished in the 19th
century, St Benet Fink, whose plan was an elongated decagon
approximating to an oval. The rest are rectangles of differing
shapes and sizes divided internally into basilican or square spaces
by arcades, often with galleries. Within the constraints imposed
by the sites they show remarkable variety and with their original
fittings were buildings of considerable charm.
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