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 INTRODUCTION 

I. ARCHITECTURE IN SEVENTEENTH-CENTURY ENGLAND 

What happened after Inigo Jones introduced Italian classicism to 

English architecture in the early seventeenth century? What 

happened before classicism was picked up by Lord Burlington in 

the early eighteenth century? And how did that classicism develop 

into the famous picturesque movement of the eighteenth century 

with its emphasis on the Sublime? I cannot answer all these 

questions but they were at the beginning of this quest into 

seventeenth-century English architecture. In between these stylistic 

changes there were two architects who seem to have been cherished 

by historians as rebellious children. Nicholas Hawksmoor and John 

Vanbrugh’s architecture is difficult to fit within the architectural 

history of seventeenth- and eighteenth-century England. Their 

architecture, and the works and writings of their contemporaries, 

have a particular tendency in common to emphasize visuality. As 

early as in 1624 Sir Henry Wotton (1568 – 1639) wrote in his 

treatise on architecture: 

I have seen a garden […] into which the first 

Acesse was a high walke like a Tarrace, from 

whence might bee taken a generall view of 

the whole Plott below but rather in a 

delightfull confusion, then with any plaine 

distinction of the pieces. From this the 
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Beholder descending many steps, was 

afterwards conveyed againe, by severall 

mountings and valings, to various 

entertainements of his sent, and sight: which 

I shall not neede to describe (for that were 

poeticall) let me onely note this, that every 

one of these diversities, was as if hee had 

beene Magically transported into a new 

Garden.1 

The Elements of Architecture is one of the first architectural 

treatises in the English language to introduce classical Italian 

architecture. As we shall see, this treatise shows a remarkable 

amount of attention to the relation between the beholder and the 

building. The treatise was intended for patrons and aristocracy, not 

the builder, and taught the reader how to impress visitors of a 

building with the right, carefully directed image. Wotton’s remarks 

on a garden, in which he was transported from experience into 

experience and vision into vision seems to forebode the work and 

thoughts of the picturesque movement of the eighteenth century and 

the writings of Joseph Addison (1672-1719) in The Spectator in 

1712. Nearly a century after Wotton published his treatise Addison 

wrote: 

Our Sight is the most perfect and most 

delightful of all our Senses. It fills the Mind 

with the largest Variety of Ideas, converses 

with its Objects at the greatest Distance, and 

continues the longest in Action without 

                                                 
1 Wotton, The Elements of Architecture, pp. 109-110. 
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being tired or satiated with its proper 

Enjoyments. The Sense of Feeling can indeed 

give us a Notion of Extention, Shape, and all 

other Ideas that enter at the Eye, except 

Colours; but at the same time it is very much 

streightned and confined in its Operations, to 

the Number, Bulk, and Distance of its 

particular Objects. Our Sight seems designed 

to supply all these Defects, and may be 

considered as a more delicate and diffusive 

Kind of Touch, that spreads its self over an 

infinite Multitude of Bodies, comprehends 

the largest Figures, and brings into our reach 

some of the most remote Parts of the 

Universe.2 

Of course we cannot put these two writers side by side as if the 

intervening century with its ground-breaking thinkers such as 

Newton and Hobbes, and architects such as Wren and Hawksmoor, 

never existed. But these quotations from two English writers do 

highlight the theme of this book: English seventeenth- century 

architecture and rhetorical visuality.  The emphasis on the viewer, 

or the audience (to speak in theatrical terms), runs through many 

architectural books and writings from the seventeenth and early 

eighteenth century. To continue our anachronistic parallel of 

Wotton and Addison we can find, for example, a passage in Wotton 

where he mentioned the concealment of technique and theory in 

order to touch the viewer strongest. He wrote: 

                                                 
2 Addison, ‘The Pleasures of the Imagination’, p. 368. 
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In truth a sound piece of good Art, where the 

Materials being but ordinarie stone, without 

any garnishment of sculpture, doe yet ravish 

the Beholder, (and hee knowes not how) by a 

secret Harmony in the Proportions.3 

This concealment of the technique in order to produce an even 

stronger and persuasive image for the viewer can also be found in 

the rhetorical threatise On the Sublime by the first century Greek 

author Longinus, who as we will see was widely read in 17th-

century England, when he wrote: “The artfulness of the trick is no 

longer obvious in its brilliant setting of beauty and grandeur, and 

thus avoids all suspicion. [...]”.4 In most rhetorical handbooks  it is 

stressed that art must be concealed by nature.5 Joseph Addison 

echoes the same again a century later: 

We are struck, we know not how, with the 

Symmetry of any thing we see, and 

immediately assent to the Beauty of an 

Object, without enquiring into the particular 

Causes and Occasions of it.6 

Visuality or the relation between the work of art or the building and 

the viewer are the main themes of this book and the building stones 

for a new approach to interpreting English seventeenth-century 

architecture. Addison’s stress on visuality and associations can also 

be found in  the writings of his contemporary Sir John Vanbrugh 

(1664-1726), in particular in the letter to the Duchess of 

Marlborough written in 1709 in which he pleads for the 
                                                 
3 Wotton, The Elements of Architecture, p. 12. 
4 Longinus, On the Sublime, pp. 17, 231-3. 
5 Vickers (1989), p. 314. 
6 Addison, ‘The Pleasures of the Imagination’, pp. 369. 
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preservation of an old manor house on the site of Blenheim Palace. 

He stresses the evocative power the ancient manor house exercises 

upon the visitor’s mind and commented on the value of history: 

There is perhaps no one thing, which the 

most Polite part of Mankind have more 

universally agreed in; than the Vallue they 

have ever set upon the Remains of distant 

Times. Nor amongst the Severall kinds of 

those Antiquitys, are there any so much 

regarded, as those of Buildings; Some for 

their Magnificence, or Curious 

Workmanship; and others, as they move 

more lively and pleasing Reflections (than 

History without their Aid can do) On the 

Persons who have Inhabited them; On the 

Remarkable things which have been 

transacted in them, Or the extraordinary 

Occasions of Erecting them.7 

The extended meaning of a building for patron and public is also 

clear in Vanbrugh’s famous ‘Proposals about Building ye New 

Churches’, a recommendation for the commissioners of the 1711 

Church Building Act in which Vanbrugh emphasized even more 

clearly the visual power of architecture: 

That amongst the several kinds of Buildings 

by which Great Citys are Adorn’d; Churches, 

have in all Ages, and with all Religions been 

placed in the first Rank. No Expence has ever 

                                                 
7 Vanbrugh, ‘Reasons Offer’d, p. 302. 
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been thought too much for them; Their 

Magnificence has been esteem’d a pious 

expression of the Peoples great and profound 

Veneration towards their Deitys, And the 

contemplation of that Magnificence has at 

the same time augmented that Veneration.8 

We will see that Nicholas Hawksmoor (c. 1661-1736), Vanbrugh’s 

partner in two large commissions, but also Hawksmoor’s teacher 

Sir Christopher Wren (1632-1723), emphasized the visual power of 

their architecture in their writings. It encourages us to approach 

their architecture with this in mind and to analyse rhetorical 

methods of shaping and directing the relation between the audience 

and the art work. Sir Christopher Wren’s writings, which have 

recently become easily available through their publication in Lydia 

Soo’s Wren’s “Tracts” on Architecture and Other Writings (1998), 

can provide us with a last example, for now, of a belief in the visual 

power of architecture. Wren described the Temple of Mars Ultor 

(dedicated in 2 B.C.) in Rome on the Forum Romanum in these 

evocative terms: 

As studiously as the Aspect of the Temple of 

Peace was contrived in Allusion to Peace and 

its Attributes, so is this of Mars appropriated 

to War: as strong and stately Temple shews 

itself forward; and, that it might not lose any 

of its Bulk, a vast Wall of near 100 Feet high 

is placed behind it; and though it be a single 

Wall, erected chiefly to add Glory to the 

                                                 
8 Vanbrugh, ‘Mr Van-Brugg’s Proposals’, p. 257. 



 
 
18 

Fabrick, and to muster up at once a terrible 

Front of Trophies and Statues, which stand 

here in double Ranks, yet an ingenious Use is 

made of it, to obscure two irregular 

Entrances, which come from a bending 

Street.9 

Wren described the temple as a theatrical stage set, intended to 

enrapture the viewer with carefully staged architectural elements, 

such as  the “vast wall” and the “terrible Front” of statues and 

trophies. The building which “shews itself forward” and the 

decoration which “stand[s] in double ranks” are described as having 

human characteristics which would make them more eloquent and 

persuasive. Wren took Nicholas Hawksmoor in his service as a 

draughtsman when Hawksmoor was only eighteen and he learned 

the trade from Wren. Hawksmoor and Vanbrugh would build some 

of the most unusual and attractive buildings of the late seventeenth 

and early eighteenth century in England. The emphasis in their and 

other’s writings on visuality might provide us with a first clue as to 

how we can approach their architecture. 

II. HAWKSMOOR AND VANBRUGH 

A visit to Blenheim Palace (1705-1724) in Oxfordshire will prove 

to many visitors what extraordinary architects were at work here in 

the early eighteenth century. From a path that starts at one of the 

many richly decorated gates, just next to the bus stop that takes you 

back to Oxford, you enter the grounds and approach the Kitchen 
                                                 
9 Quoted in Soo (1998), p. 179. This Tract was probably written in 
the 1670s. See also chapter II in which Wren’s description of the 
Temple of Peace is analysed. 
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Gate, which will lead you further towards the main palace (figs. 1 

and 2). At first sight this gate shows two pilasters shaped as 

obelisks on either side of the arched gateway. They rest on small 

cannon balls, which adds to the military character of the whole. In 

the distance you can make out the huge column in the park, with a 

statue of the Duke of Marlborough on top. An extraordinary bridge, 

which seems to have rooms with windows, connects the approach 

to the column and the main entrance to the house (fig. 3). The 

kitchen gate leads to the kitchen court which brings the visitor into 

the great central courtyard. This displays an extensive use of 

columns and pilasters all around. An open gallery with Doric 

columns is attached to the side blocks, which connect the central 

building with the kitchens and stables. Square freestanding 

Corinthian columns frame the entrance portico, and this motif is 

repeated in squared pilasters on top of the roof (fig 4 and 5). On the 

roofs arches, columns, cannonballs and fleur-de-lis provide a rich 

bouquet of architectural elements. The crowning of the two side 

gates, which lead towards the kitchens and the stables, are richly 

decorated in a similar way (fig. 61). The whole scene is set out 

around the courtyard in a free flowing manner with seemingly 

endless rows of columns that provide liveliness and rhythm. Who 

was the architect or the architects that created such an ‘inhabited 

sculpture’?10 What made them choose to design such a sparkling 

drama out of stone and columns? 

Nicholas Hawksmoor and Sir John Vanbrugh are the 

architects that became famous for this palace and many other 

architectural designs around England. They worked together 

regularly and designed one other large country house together: 

                                                 
10 A famous phrase used by the sculptor Constantin Brancusi on 
architecture in general in: Craft (1966). 
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Castle Howard (1699-1712) in Yorkshire is less unusual in its 

application of architectural elements but comparably majestic (fig. 

8). The dramatic visual language that is on display at Blenheim can 

especially be found in the design for the Mausoleum at Castle 

Howard (fig. 9). Hawksmoor and Vanbrugh were two very 

differently educated architects, but complemented each other 

perfectly in their approach to architectural design. They started 

working together at Castle Howard in 1699 and subsequently 

teamed up for Blenheim Palace and the London city churches built 

between 1711 and 1731. Much research has gone into the analysis 

of Vanbrugh’s and Hawksmoor’s respective parts in the designing 

of Castle Howard. Vanbrugh died before the building was finished. 

Hawksmoor took over and seems to have finished the building 

according to Vanbrugh’s plans. It seems that Vanbrugh was the 

main figure in the initial idea for the house, while Hawksmoor 

joined in later, and as a more experienced architect assisted in many 

practical matters. He finally took over after Vanbrugh’s death in 

1726.11 

Not much is known about Vanbrugh’s career before he 

became an architect (fig. 6). Born in 1664 he joined the army as a 

young man. That period remains rather elusive, although it has been 

recently discovered that he must have served in India between 1683 

and 1685.12 He stayed in the army until 1702, when he took up the 

job of Comptroller of Works which he kept until his death, with 

only a short break of two years in 1713. After returning from India 

Vanbrugh published a few stage plays, most famously The Relapse 

(1696) and The Provok’d Wife (1697), before he was appointed by 

                                                 
11 Saumarez Smith (1997), pp. 51-52; Hart (2002), pp. 76-84 and 
pp. 237-238. 
12 Ridgway (2000), pp. 114-118, 122-130.  
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Lord Carlisle in 1699 to review and design a new country house in 

Yorkshire.13 He soon attracted the help of the excellently trained 

architect Nicholas Hawksmoor to join in the project. In 1705 they 

began Blenheim Palace and they worked together for the Act for the 

Building of fifty new Churches from 1711, where Vanbrugh was a 

member of the Act Commission and Hawksmoor was made a 

surveyor.14 Vanbrugh made many more designs for country houses 

and castles, notably Seaton Delaval in Northumberland, Kimbolton 

Castle and his own Vanbrugh Castle in Greenwich before he died in 

1726 while the work at Castle Howard was still unfinished. 

Nicholas Hawksmoor continued the job on his own, 

adding some separate buildings based on the earlier designs of 

Vanbrugh, such as the Temple of Four Winds (1724), the 

Mausoleum (1728) and various gate buildings (fig. 7). In these 

buildings and in his six designs for the Church Act Commission of 

1711 Hawksmoor’s love for ancient classical architecture became 

apparent, contrasting with Vanbrugh’s more baroque designs. 

Hawksmoor had become a pupil of Sir Christopher Wren in the 

early 1680s and worked for and with him on many occasions, most 

notably Chelsea Hospital and Greenwich. He became his principal 

draftsman in the 1690s but also started to receive independent 

commissions by that time.15 Easton Neston in Northamptonshire 

(1695?–1710) was one of the first where he worked independently. 

Castle Howard soon followed while he was working on Wren’s 

project for Greenwich Hospital for which he designed the King 

William Block (1699–1705) and the Queen Anne Block (1700–

                                                 
13 For his work as a playwright see: Berkowitz (1981); McCormick 
(1992); Webb (1928), vol. 1; Whistler (1978). For the commission 
and the designing of Castle Howard see: Saumarez Smith (1997). 
14 Bill (1979), introduction. 
15 Downes (1996), p. 17. 
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1703). In 1711 Hawksmoor was appointed surveyor for the 

commission of the Act for Building fifty new Churches for which he 

delivered six churches in London. He designed a large plan for 

Oxford and its Queen’s College (1708-9, 1733-6), and provided 

various cities with Gothic structures that fitted in with the 

surrounding city. Westminster Abbey’s west towers (1734–45) are 

the best-known examples (fig. 14), but his Gothic structures 

reached further north in the renovation and repair work of Beverly 

Minster in Yorkshire (1716–20). Hawksmoor was an intelligent and 

well-read man, leaving a large library after his death which not only 

consisted of numerous works on architecture and antiquity, but also 

a considerable collection of paintings and drawings.16  

Hawksmoor and Vanbrugh were colleagues and friends 

until Vanbrugh’s death in 1726 after which Hawksmoor tried to 

continue Vanbrugh’s works according to his original plans. The 

mausoleum (fig. 9) and the Temple of Four Winds at Castle 

Howard were finally designed by Hawksmoor but the designs were 

started by Vanbrugh. Hawksmoor died in 1736 and left his 

magnificent structures, letters, drawings and collection of books 

and paintings. Kerry Downes, who wrote the leading monographs 

on Vanbrugh and Hawksmoor and made sure the interest in these 

architects stayed alive in the last few decades, concluded that 

Hawksmoor left us “the eloquence of stone”.17 

                                                 
16 Amory (1973); Hart (2002), pp. 15-18. 
17 Downes (1996), p. 206. 
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III. CURRENT RESEARCH 

Ever since Kerry Downes published his monographs on Nicholas 

Hawksmoor and John Vanbrugh in 1959 and 1977 respectively, the 

interest in these architects has been growing. New avenues of 

interpretation have received an initial exploration. The works of 

Pierre de la Ruffinière du Prey, Vaughan Hart and others have 

provided vital clues in the understanding of the strange and 

appealing architecture of Hawksmoor and Vanbrugh. But their 

interpretations have not always succeeded completely in accounting 

for the visual powers of this architecture. 

The Vitruvian interpretation of classical architecture, 

which focuses on plan, proportions and the orders, is one of the two 

main frames of reference in current architectural interpretation. 

Classical architecture was considered as a ‘language’ with its own 

syntax and grammar.18 Classical architectural treatises from the 

Renaissance such as Palladio’s and Serlio’s are considered by 

architectural historians as, so to speak, the ‘dictionaries’ or 

‘encyclopaedia’s’ of this architectural language; they could 

consequently function as explanatory references. This resulted in a 

concentration on the handling of individual elements of a design, 

such as the orders, rather than a consideration of the buildings as a 

whole. John Summerson interpreted Blenheim Palace as having 

separate “entities”. The centre block is described as a Corinthian 

portico of the Scamozzi type, which conceals a Doric portico 

underneath.19  

The other main historiographical paradigm is that of the 

history of styles. The architectural styles, such as Gothic, Baroque 

                                                 
18 See Summerson (1991) and Clarke and Crossley (2000). 
19 Summerson (1963), p. 166. 
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and Classicism were defined in the nineteenth century by authors 

such as Rickman (for the Gothic) or Gurlitt (for the Baroque).20  

The Gothic did not die out completely with the 

Renaissance. Elements of Gothic architecture continued to be used, 

and even entire buildings were designed in a Gothic style. This 

phenomenon – sometimes called ‘posthumous Gothic’ – is much 

wider spread than was thought until recently by architectural 

historians. In the past decades posthumous Gothic on the Continent 

and in Europe has received some attention. The articles on the 

persistence of the Gothic in the Provence in the 17th century by E.J. 

Ciprut were pioneering.21 The Jesuit use of the Gothic in France, for 

instance in the collegiate church of La Flèche by Martellange 

(begun 1607-21) or the Gothic reconstruction of the original 

Romanesque-Gothic Cathedral in Orléans between 1605-1829 

using designs by Martellange as well, have more recently been 

studied by H. Rousteau-Chambon. Gothic survival in Bohemia and 

Middle Europe has been investigated by Hermann Hipp, Ulrich 

Fürst, and Ludger Suttfhoff.22 Although it is too early to draw any 

firm conclusions, these studies, together with the proceedings of a 

recent conference on Posthumous Gothic in Britain show that the 

circumstances of the of Gothic after 1600 on the Continent was 

rather different from that in Britain.23 On the Continent, it seems to 

have been mainly used by Jesuit church builders in their Counter-

Reformation effort, as part of their strategy to connect with local 

                                                 
20 Watkin (1980), pp. 17, 59; Rickman, An Attempt to discriminate 
the Styles of English Architecture, London, 1817; Gurlitt, 
Geschichte des Barockstiles, Stuttgart, 1887-89. 
21 Ciprut  (1961), pp. 143-62, 230-250; 12 (1962), pp. 214-22; 14 
(1964), pp. 323-4. 
22 Hipp (1979), Fürst (2002), Sutthof (1990). Many thanks to prof. 
dr. K. Ottenheym for making these suggestions 
23 See Hall (2002) and also Van Eck (2003), pp. 143-175. 
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tradition to make their audiences more susceptible to their 

missionary work. In Britain it seems that new Gothic designs for 

entire buildings were rare; the Catholic context was lacking because 

no Catholic churches were built after the Reformation until the 

early 19th century; and when Gothic elements were used, it was 

mainly as part of an effort to restore existing Mediaeval Gothic 

buildings. There is one very interesting exception: the royalist Sir 

Robert Shirley built a Perpendicular church at Staunton Herald 

from 1653. He added an inscription stating his intentions:  

In the yeare: 1653 when all things sacred 

were throughout ye nation Either demolisht 

or profaned Sr Richard Shirley Baronet 

founded this Church whose singular praise it 

is to have done the best of things in ye worst 

times. And hoped in the most callamitous. 

The Righteous be had in everlasting 

remebrance.24  

The decision by a Royalist to go against the political climate and 

build a Gothic church suggests a conscious renewal with the 

English Mediaeval Catholic tradition, which had been broken by 

the Reformation and the Civil War. It also suggests that the Gothic 

was used here not for constructive reasons, but to tell the beholder 

something about the builder’s intentions for this building. But this 

is an exception. What we find in Vanbrugh is that he consciously 

uses Gothic elements almost as a stylistic collage, in which they are 

used to trigger associations in the spectator. But the atmosphere is 

no longer as heavily laden as it was in 17th-century Bohemia or 

Civil War England.   

                                                 
24 Worsley (1995), pp. 179-80 
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Hawksmoor and Vanbrugh used a mix of Gothic and 

Classical architectural elements and the results were appealing, but 

difficult to fit into the defined styles. Timothy Rub, for example, 

noted that Hawksmoor’s motifs were “Gothic in spirit, but the result 

is classical”, and Kerry Downes associated Hawksmoor’s towers 

with the Gothic but noticed that “the derivation is more 

demonstrably not Gothic but classical”.25  The same problems have 

been raised in connection with the interpretation of Christopher 

Wren’s architecture. J.A. Bennet formulated a seminal diagnosis of 

the problem in his 1972 article on Wren’s views on beauty. He 

noticed: “Wren’s buildings are analysed in terms of the conflicting 

claims of the labels ‘classical’ (or sometimes ‘Renaissance’ and 

‘Baroque’), and the conclusion generally reached is that his style is 

not accommodated by either with complete satisfaction.”26 He also 

pointed out that the stylistic categories used by 20th-century 

architectural historians were not the same as the concepts Wren 

used when thinking about the history of architecture in Great 

Britain. 

The architecture of Hawksmoor and Vanbrugh consists of 

much more than proportions and orders alone. Besides the obvious 

approach where the building is considered as a physical object, the 

visual effect and symbolic or associative meaning should play an 

equally important part in any interpretation. Visual impact is one of 

the most important characteristics of Hawksmoor’s and Vanbrugh’s 

buildings. This impact, however, is not only the result of a correct 

handling of the classical language of architecture. We need to 

explore other avenues of inquiry. 

                                                 
25 Rub (1981-82), p. 21; Downes (1996), p. 121; Worsley (1995), 
chapter IV. 
26 Bennet (1972), p. 8. 
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The recent publications of Pierre de la Ruffinière du Prey 

did just this.27 He has made an excellent analysis of Hawksmoor’s 

design for a London city church. The title of the design was a 

Basilica after the primitive Christians and this title provides the 

first clue as to where to look for sources of interpretation.  The 

classical language or stylistic analysis was not the starting point of 

Du Prey’s research, but instead Hawksmoor’s own possible 

sources. A large body of seventeenth- and eighteenth-century 

publications on early Christianity have since been added to the 

reference literature for the study of Hawksmoor’s architecture. 

Hawksmoor might not have owned all of them, but had easy access 

to contemporary publications via Wren.28 Early eighteenth and late 

seventeenth- century publications on early Christianity have been 

analysed by Du Prey and placed next to Hawksmoor’s work. He 

still analysed the buildings themselves within the terms of the 

traditional classical frame of reference. However, Hawksmoor did 

not copy any of the early Christian plans provided by the 

publications. He created new buildings with compelling vistas, 

made up from the ‘modern’ architectural languages developed on 

the continent: the Baroque and classicism. He did not design 

reconstructions of how ancient architecture was then believed to 

have looked.  

IV. AN ALTERNATIVE APPROACH 

The traditional system of classification in art history has 

led to the use of many adjectives in the descriptions of 

                                                 
27 Ruffinière du Prey (2000) and (1989). 
28 For Hawksmoor’s library see Hart (2002), pp. 15-18. 
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Hawksmoor’s and Vanbrugh’s architecture. Generally, if a building 

or other work of art does not fit into the traditional style periods, it 

is difficult to make sense of them in these terms. Art history has 

been categorized into style periods ever since the nineteenth 

century. The philosopher Richard Wollheim defined the modern 

concept of style as ‘general style’ and ‘individual style’.29 

Especially the ‘general style’, which refers to the shared 

characteristics of a group of artists, or of a group of artists in a 

certain period, does not always fulfil its function in providing an 

explanatory frame of reference for the interpretation of art. The 

style periods such as Classicism, Gothic, Baroque, Neo-classicism 

and Modernism have been used throughout the twentieth century 

and make up the main paradigm within art history. The classical 

elements of architecture as set out by Vitruvius and interpreted 

throughout history are one of the main points of reference within 

the modern architectural history of styles. But the architecture of 

Hawksmoor and Vanbrugh was difficult to place in the English 

Baroque, as it differs considerably from other contemporary art and 

architecture in England and Europe. The consequences of this 

difficulty is not, as you would expect, that these architects and their 

works were ignored. Instead the suggestive and strongly visual 

qualities of this architecture are described in suggestive terms. John 

Summerson labelled Vanbrugh’s Seaton Delaval Hall in 

Northumberland as a “breath-taking exaggeration”.30 The evocative 

qualities of Seaton Delaval perhaps suggest this, but one is left 

wondering how and why Vanbrugh designed it the way it is. When 

one analyses Seaton Delaval within the terms of the paradigm 

stylistic classification, the building becomes a wildly composed 

                                                 
29 Wollheim (1995), pp. 41-45; Gombrich (1968), p. 357. 
30 Summerson (1963), p. 168. 
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composition of classical and gothic elements (fig. 10). Vanbrugh 

was not an unskilled architect, so questions can be raised as to what 

he was doing at Seaton Delaval. When we consider, however, the 

building in the light of contemporary debates about visuality, 

associations and imagination, we can start to construct a new 

approach which does not deny the use of Vitruvian elements, such 

as classical orders and proportional schemes, but considers them as 

a means to an end and not as an end in itself. Beautiful architecture 

is not synonym with classical elements, but these elements can be 

used to create something beautiful. Vanbrugh might have 

considered classical architecture as a language with which various 

things can be expressed. 

Hawksmoor’s churches for the city of London have 

provided similar difficulties in interpretation. Many historians 

recognized the evocative qualities of the buildings, but could not 

explain Hawksmoor’s application of the familiar classical elements 

such as the orders. When we analyse the circumstances of the 

commission we find that much importance was attached to the 

rhetorical qualities of buildings as they had been first described in 

the treatises of the classical orators Longinus and Quintilian (circa 

35– 95 A.D.). The associational powers of the churches were vital 

ingredients to the patrons of the church commission and we might 

say that Hawksmoor approached church design in a way similar to 

that of an orator planning his speech. His buildings are not, 

however, speeches in stone, as Hawksmoor did not make use of 

linguistic means to communicate. Instead he adopted a visual 

language that has its own ways of communicating with the viewer. 

The strategies that were described and recommended by 

rhetoricians have proved very valuable in developing an alternative 
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understanding of visual language as they analyse in detail how and 

why people respond to what they see.  

 

Two starting points are provided here for further research. First, 

although the publications on early Christianity (often published by 

Hawksmoor’s own patrons) did provide a wealth of information on 

the patron’s beliefs about contemporary theological issues, 

Hawksmoor’s churches nonetheless did not resemble the few 

reconstructions that were produced. This implies that we have to 

rethink the relations between these publications and Hawksmoor’s 

designs. If they did not serve as design guides, in what other way 

could they have played a role in Hawksmoor’s thought and 

designs? Following Michael Baxandall who claimed that a 

“painting is a deposit of a social relationship” one can analyse the 

religious circumstances surrounding the Church Act and consider 

architecture in a similar way.31 When we stop analysing 

architectural sources in terms of the classical orders, symmetrical 

plans, proportional schemes and serliana windows, but instead with 

a more historically accurate frame of reference, new relations 

between the text and the building might appear. Second, the lack of 

use of traditional concepts, such as style periods, plans and 

proportions, to explain Hawksmoor’s and Vanbrugh’s architecture 

means that we have to search for other approaches. The alternative 

followed here is to move away from analyses that concentrate 

exclusively on the architectural object, and instead consider the 

relation between buildings and their spectators. That is, to focus our 

attention on the visual qualities of this architecture and analyse how 

                                                 
31 Baxandall (1972), p. 1. 
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seventeenth- and early eighteenth-century architectural theory 

handled visuality. 

V. METHODOLOGICAL INSPIRATION 

A few authors have already contributed greatly to this approach to 

seventeenth- century architecture. They have set aside the 

traditional method of interpreting art and architecture and asked 

questions that were different. Instead of looking for the classical 

sources that these architects used, or how they could fit in the 

classification system of style periods, these authors emphasized 

contemporary circumstances and tried to create an interpretative 

framework that works from within the culture in which the art was 

created. Stylistic classifications, such as we know and use cannot be 

helpful then, as they obviously did not play a role in seventeenth- 

and early eighteenth-century architectural theory. Bennett addressed 

this issue in his article ‘Christopher Wren: The Natural Causes of 

Beauty’(1972) in relation to Wren’s theory on beauty. Wren has 

often been interpreted, he explained, with his ‘Tracts’ on 

architecture in mind. His grandson Matthew Wren published the 

texts in the Parentalia after his grandfather’s death.32 But, Bennett 

explains, 

…historians of architecture have naturally 

turned to these sources (particularly to Tract 

                                                 
32 Most of Wren’s writings were written before 1680. Matthew 
Wren published his grandfather’s writings in 1750 in Parentalia. 
Sir Christopher Wren’s son, Christopher Wren, had transcribed 
some of his father’s ‘Tracts’ which were later added to the 
‘Heirloom’ copy of Parentalia in the Royal Institute of Britsh 
Architects in London. See also Van Eck (2003), p. 217. 
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I) for clues to the ideas which lie behind the 

forms Wren employed in his buildings. 

However, the primary concern of these 

writers has been the criticsm of architectural 

style, and they have tried to interpret Wren’s 

theory in the terms they have used to analyse 

his architecture. Their critical apparatus 

provides a helpful approach to architectural 

form, but it is largely external to Wren’s own 

thought and not a suitable context for 

considering his ideas. The considerable 

evidence we have about Wren’s own 

intellectual background has been rather 

neglected.33 

And he adds a little later: 

…this article is an attempt to show that the 

ideas of Tract I can be fitted into a pattern 

which includes both Wren’s intellectual 

background and his architectural practice.34 

His article concludes that stylistic labels such as Baroque or 

classical do not help in interpreting and understanding Wren’s 

architecture and he therefore analysed Wren’s theory of beauty in 

this influential article in terms of Wren’s intellectual attitudes as an 

empiricist and mathematician.35 

Inspired by Bennet’s article I have considered the 

architecture of Vanbrugh and Hawkmoor in terms of contemporary 

                                                 
33 Bennett (1972), p. 5. 
34 Bennett (1972), p. 7. 
35 Bennett (1972), p. 8. 
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competences, concepts and themes. Architecture appeared in 

sixteenth century books and visual arts often as an emblem or 

metaphor of language, grammar, mathematics, physics, politics, 

composition and literature. In the late sixteenth- and early 

seventeenth-century architecture was also associated with the 

liberal arts such as mathematics and rhetoric, often in an effort to 

raise architecture from its status as a mere craft.36 Besides John 

Dee, who incorporated architecture among the liberal arts in his 

preface to his translation of Euclid’s Elements of Geometry (1570), 

Sir Henry Wotton was one of the most important authors who 

contributed to this aim.37 In his Elements of Architecture (1624) he 

presented architecture as communication and as a means for a state 

to legitimate itself to its subjects. He described how in the Roman 

Empire “Art became a piece of state” and used architecture as a 

metaphor for education, when he phrased the announcement for his 

new treatise on education as “how I could build a man”.38 We can 

conclude that seeing buildings was an act of interpretation, where 

the mind was able to recognize and interpret classical elements, 

orders, emblems and heraldry as meaningful signs. 

Vaughan Hart has shown that Sir Henry Wotton presented 

the classical orders in his treatise from 1624 as heraldic devices, 

which could be read and interpreted accordingly.39 The emblematic 

character of the visual arts is not only manifest in Wotton’s 

                                                 
36 Van Eck (2003), p. 8. 
37 John Dee (1527-1608) was mathematician and occultist for queen 
Elizabeth I. He wrote extensively on mathematics, astrology and 
science. In his preface to the first English translation of Euclid’s 
Elements of Geometry he included architecture as one of the 
disciplines that was based on geometry. 
38 Wotton, The Elements of Architecture, p.106; Wotton,  ‘A 
Philosophical Survey’, preface. 
39 Hart (1993). 
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description of the classical orders but, as David Howarth has 

pointed out, in the Elizabethan art of portraiture as well. The 

classical orders could even function in portraiture and were 

accordingly ‘read’ by onlookers as an emblem of strength, royal 

power or intellectual achievements.40 See for instance the portrait of 

Robert Dudley where the use of the classical orders was 

incorporated in a portrait which showed off the Earl’s status most 

elaborately. (fig. 11). Portraits were often emblematic in character 

as spectators were more concerned with the ‘idea’ of the work of art 

than with a faithful rendering of the sitter.41  

The method of trying to interpret architecture from the 

point of view of how the architects or their contemporaries 

considered the nature of architecture was also applied by David 

Cast in his groundbreaking articles on Vanbrugh and Hawksmoor.42 

In his article ‘Speaking of Architecture: the Evolution of a 

Vocabulary in Vasari, Jones and Sir John Vanbrugh’ (1993) Cast 

                                                 
40 Hart (1993), p. 56. 
41 Howarth (1997), p. 107-110. Baker-Smith noted in 1989: “The 
idea of social control is never far away from the arts in Renaissance 
England. They are invariably associated with the assimilation of 
memorable or ‘infectious’ images which will qualify the 
percipient’s behaviour, loyalties and values; individual response is 
constantly referred outwards to prescribed schemes of political, 
moral or religious conduct. Self-expression was not a concept that 
signified much to the pre-Romantic mind, and in Tudor England the 
raw energies of the individual were lured by the arts to imitate or 
socially approved types.” And later he noted: “In other words the 
physical medium, whether pigment or print, exists primarily to 
convey an image from artist to audience. This concern to penetrate 
beyond the sign to a mental reality, which is so characteristic of 
Protestant habits of worship and interpretation, finds an outlet in 
allegorical modes, both in painting and in literature.” See Baker-
Smith (1992), p. 8, 33. Also Gent (1981), p. 29, where she wrote in 
reference to Elizabethan painting: “Meaning was all-important, 
aesthetic considerations negligible”. 
42 Cast (1993) and (1984). 



 
 

35 

reconstructed the linguistical categories that English architects had 

to create in their writings on architecture. These choices of words 

created a new English vocabulary for architectural theory and 

perhaps mental categories in which contemporaries did understand 

architecture.43 These mental categories were explored initially in 

1984 by Cast as he incorporated important contemporary issues 

such as Hobbes’ theory of fancy (with potential links to 

Hawksmoor’s famous use of the term in his description of a design 

by Vanbrugh for Castle Howard as based on “good reason and 

strong fancy”44), the meaning of the term Gothic and the 

interpretation of the way contemporaries see art and architecture. 

Cast’s conclusion comes very close to my own: 

 But how then, to recall our title, should we 

see Vanbrugh and Hawksmoor? Faced with 

a building, we begin with the parts, all of 

which have some of the formal meaning of 

ornament in Renaissance architecture, all of 

which, in the end, are more independent 

than perhaps anything from Brunelleschi or 

Alberti. To encompass this independence 

requires the visitor to work hard, to bring 

together the parts of this manner of design 

by a kind of associative labour that, by 

extension, invokes at other moments a 

                                                 
43 Cast here seemed to work with Baxandall’s writings in mind. See 
Baxandall (1971), p. 8: “All languages are, from one point of view, 
systems for classifying experience: their words divide up our 
experiences into categories.” 
44 Hawksmoor, ‘Letter to Lord Carlisle’, 7 January 1724, p.244. See 
also chapter III.2. 
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separate range of ideas, moral and historical 

possibilities that recall all that can be 

particular to a building and to the culture 

that encouraged it.” […] “The ideas to which 

Vanbrugh and Hawksmoor had access were 

not unusual or unfamiliar to their 

contemporaries. Translated into stone, they 

took on a force and required a kind of 

responsibility that, for better or worse, 

abridged all the barriers of architecture in a 

manner that few were prepared to accept.45 

The process of ‘seeing’ Vanbrugh and Hawksmoor was approached 

by Cast from the contemporary eye, as far as we can outline that 

eye nowadays. He applied Baxandall’s theory of approaching art 

history, in terms of the ‘period eye’, that is the contemporary eye, 

which is culturally and historically set.46 By analysing 

contemporary texts a valuable new approach was made to the 

interpretation of Hawksmoor’s and Vanbrugh’s architecture. Later 
                                                 
45 Cast (1984), p. 327. 
46 Baxandall (1972), p. 27. Baxandall explains later in his book: 
“To sum up: some of the mental equipment man orders his visual 
experience with is variable, and much of this variable equipment is 
culturally relative, in the sense of being determined by the society 
which has influenced his experience. Among these variables are 
categories with which he classifies his visual stimuli, the 
knowledge he will use to supplement what his immediate vision 
gives him, and the attitude he will adopt to the kind of artificial 
object seen. The beholder must use on the painting such visual 
skills as he has, very few of which are normally special to painting, 
and he is likely to use those skills his society esteems highly. The 
painter responds to this; his public’s visual capacity must be his 
medium. Whatever his own specialized professional skills, he is 
himself a member of the society he works for and shares its visual 
experience and habit.” (p. 40) 
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historians, however, did not pick up this approach. Unlike this 

study, Cast’s article did not analyse why Vanbrugh’s and 

Hawksmoor’s architecture looks the way it does. He did not 

recognize the large amount of attention that was given to visuality, 

rhetorical definitions and shaping the relation between the building 

and the spectator by these architects and their contemporaries, and 

therefore he did not go into the question how we can interpret these 

unusual buildings. Du Prey did start the extensive mapping of 

contemporary circumstances of the commission that Hawksmoor 

received in 1711 to build new city churches in London. He could 

not, however, apply these circumstances to the actual church 

designs and his Vitruvian interpretation of Hawksmoor’s buildings 

contrasts with the contemporary scene he so wonderfully staged. 

Another important inspiration for this book is Christine 

Smith’s method as set out in the introduction of her Architecture in 

the Culture of Early Humanism (1992).47 She analysed literary 

descriptions of architecture and tried to find clues about how 

contemporaries might have considered the nature of architecture. 

To do so she read a large amount of literature and has expressed her 

findings in several essays that “are concerned with what 

contemporaries saw, or, more precisely, what they thought was 

important enough in the built environment to deserve comment”.48 

These architectural descriptions were often not just factual and 

stylistic accounts of a building and, because of that, they have been 

greatly neglected by architectural historians. Smith’s method fills 

an important gap in the way that architectural history can be 

practised and by going beyond the usual range of sources used by 

architectural historians, that is the treatise, the order book and the 

                                                 
47Smith (1992). 
48 Smith (1992), p. xii. 



 
 
38 

drawing, thus contributed towards a new method of seeing 

architecture. Architecture, she argued, can be studied with the help 

of literary sources, as they provide us with a new and insightful 

method of interpreting architecture, from a contemporary point of 

view and focusing not on what a modern art historian thinks is 

important, but on what Renaissance viewers thought worthy of 

note. Of course, as she readily admits, she does not provide an all-

comprehensive account of early fifteenth-century architecture, but 

lifts the veil of history from over certain aspects of it. 

Her conclusions contain vital clues as to how the 

architecture of Hawksmoor and Vanbrugh could also be 

approached. She found that architecture was used as imagery to 

make moral texts livelier. For instance Alberti’s description of 

Florence Cathedral Della Tranquillità dell’animo (or Profugiorum 

ab aerumna libri III) (1441 or 42) “the experience of architecture 

could be used for moral argument”.49 She quotes from the 

Profugiorum: 

Certainly this temple has in itself grace and 

majesty; and, as I have often thought, I 

delight to see joined together here a 

charming slenderness with a robust and full 

solidity so that, on the one hand, each of its 

parts seems designed for pleasure, while on 

the other, one understands that it has all 

been built for perpetuity. I would add that 

here is the constant home of temperateness, 

as of springtime: outside, wind, ice and frost; 

here inside one is protected from the wind, 
                                                 
49 Smith (1992), p. 5. 
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here mild air and quiet. Outside, the heat of 

summer and autumn; inside, coolness. And 

if, as they say, delight is felt when our senses 

perceive what, and how much, they require 

by nature, who could hesitate to call his 

temple the nest of delights? Here, wherever 

you look, you see the expression of happines 

and gaiety; here it is always fragrant; and, 

that which I prize above all, here you listen 

to the voices during mass, during that which 

the ancients called the mysteries, with their 

marvellous beauty.50 

Alberti’s text was concerned with the experience of the beholder 

and connects the building with the moral connotations a visitor 

would experience. The church is implicitly presented here as a 

model of balance, both aesthetically and ethically, to the beholder. 

Architecture was believed to have some moral contents or meaning. 

Buildings could then serve as evidence for cultural status, the 

dignity of man or as historical documents. She wrote:  

The process of association and interpretation 

occurs through the interaction of memory, 

imagination, and reason with the sensory 

and factual data sorted in the mind, and it is 

these processes that confer cultural 

significance on architectural monuments.51  

                                                 
50 Quoted from Smith (1992), p. 80 [Alberti, ‘Profugiorum ab 
aerumna libri III’, ed. C. Grayson, in Leon Battista Alberti: Opere 
volgari (Bari, 1966), 2:107-83]. 
51 Smith (1992), p. xiii 
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As will become clear, many of Smith’s conclusions will be similar 

to the ones resulting from my research into Vanbrugh’s and 

Hawksmoor’s architecture.  

Much of the contemporary literature on and around 

Hawksmoor and Vanbrugh has by now been localized and 

published in modern editions.52 By analysing architecture with the 

help of contemporary literary sources, the use of rhetorical tools in 

these sources has become apparent. The way architecture was 

described can tell us something about the way architecture was seen 

and interpreted. Architecture was used as a metaphor, as in 

Wotton’s “Art became a piece of State”, or a communicative 

means. These references or descriptions can indicate how the 

authors and their readers considered the nature of architecture. 

Because of the central place of rhetoric in the curriculum of schools 

and universities rhetorical concepts were part of the ‘mental 

categories’ with which seventeenth- and early eighteenth-century 

architects viewed their work and as such, the study of these 

concepts can provide us with a more truthful ‘period eye’, to use 

Michael Baxandall’s phrase, to approach the subject. Rhetoric 

functions in this thesis as a heuristic instrument to recognize the 

passages where the nature of architecture was topical as a function 

as the starting point of a new interpretation of Hawksmoor’s and 

Vanbrugh’s architecture. 

 

                                                 
52 For Hawksmoor’s library see Armory (1973); for his letters see 
Downes (1959). For Vanbrugh’s letters and plays see Webb (1928).  
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VI. RHETORIC 

I. Five stages 

Rhetoric is the art of persuasive communication and was first 

mentioned in Greek sophistic and philosophical texts of the 5th 

century BC. Rhetoric remained a central element in education from 

then until the late Nineteenth century. It is a theory or art in which 

natural speaking is analysed for its rules and effects, and 

subsequently developed into the art of persuasive communication 

where these effects were further explored and used in order to 

persuade. Initially it referred to spoken language (public speaking) 

but its theory was applied to writing texts as well. The main 

handbooks used in schools and by speakers were Aristotle’s 

Rhetoric (c. 350 B.C.), Cicero’s De Inventione (c. 87 B.C.), De 

Oratore (55 B.C.) and Quintilian’s Institutio Oratoria (A.D. 92-

94).53 The latter is often considered as the most comprehensive 

classical treatise on the subject. 

 There are three genres in rhetoric: the judicial, deliberative 

and the epideictic. The judicial genre is aimed at lawyers and court 

cases, the deliberative genre was used in politics, while the 

epideictic genre can be described as ‘for display’ and was often 

associated with the praise and blame of  certain men, subjects or 

places. The third genre, the epideictic, rose to glory in later Roman 

                                                 
53 Aristotle, Rhetoric, translated by John Henry Freese, Loeb 
edition, Cambridge (Mass.)/London: Harvard University Press, 
1926; Cicero, De Inventione, translated by H.M. Hubbell, Loeb 
edition, Cambridge (Mass.)/London: Harvard University Press, 
1949; Ciero, De Oratore, translated by E.W. Sutton, Loeb edition,  
Cambridge (Mass.)/ London: Harvard University Press, 1948; 
Quintilian, Institutio Oratoria, 4 volumes, Heineman, Loeb Edition, 
Harvard University Press, Cambridge Massachusetts/London, 1996 
[first published 1920]. 
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times when under the growing dictatorship of Roman emperors the 

function of political public speaking lessened. Epideictic oratory 

was for pleasure, but Quintilian especially emphasized the advisory 

character of panegyrics as well, and the exemplary function of 

heroes whose good deeds and good characters were described and 

displayed in a persuasive manner. 

 Aristotle defined the three duties of each orator. Ethos was 

the first duty,  which depends on the personal character of the 

orator. A good man will be a good speaker and to be a good orator 

one needs to have a good character. It became related to docere (to 

teach) as the orator had to convey his goodness to his audience. The 

second duty is pathos which was connected with the ability to move 

(movere) the audience and to stir their emotions in order to 

persuade. The third duty was logical proof. Cicero took the triad up 

and repeats it as movere, docere and delectare (to move, instruct 

and delight). For Cicero and Quintilian movere became the most 

important element in rhetorical theory.54 

The classical handbooks formulated five stages of 

composition of a speech and explained each extensively. These 

include the first stage, invention, where an orator finds his subject 

matter and the elements of his speech or text. Next was dispositio, 

where the arguments were arranged into the most effective 

categories and order. The third stage is the presentation of the 

material or subject matter, elocutio. This is where the manner of 

presentation is decided and where consistent choices about style are 

made. Style is an important subject within rhetorical theory as this 

is where the orator can adapt his material in such a way that he is 

most persuasive. A careful choice of words, figures of speech and 

                                                 
54 Vickers (1989), pp.72-80. 
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style provides the orator with that specific character of a speech that 

is most appropriate to the situation and hence, can work most 

powerfully upon the audience. An orator can here enhance his 

description with a bold or florid choice of words, or be intentionally 

sober and logical in his arguments, depending on the required effect 

of his speech or text. Often the use of figures is recommended as 

they can provide liveliness and a graphic image of the subject 

matter in the mind’s eye of the audience. Lively and graphic 

descriptions of people, places, and happenings add to the perceived 

truthfulness of a story and help the orator to reach his goals. 

Stylistic choices were all guided by considerations of decorum (see 

below, Section 5). 

The fourth and last stages of the composition of a speech 

are memoria, where the speech is learnt by heart and actio, the 

delivery of a speech to an audience. In his description of actio or 

delivery Quintilian emphasised the powers of silent eloquence or 

gestures and signs. He stated in book XI that gestures can have 

powerful persuasive qualities because they are shared and 

recognized by all human beings. He wrote:  

Nor is it wonderful that gestures which 

depends on various forms of movement 

should have such power, when pictures, 

which are silent and motionless, penetrate 

into our innermost feelings with such power 

that at times they seem more eloquent than 

language itself.55  

Images are more persuasive than words. Alberti incorporated the 

rhetorical theory on the power of gestures and expression into his 

                                                 
55 Quintilian, Institutio Oratoria, XI.iii.67. 
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theory of painting when he recommended the study of movements 

and gestures of people in order to make paintings as persuasive as 

speech.56 Sir Henry Wotton echoed this recommendation in his The 

Elements of Architecture (1624) when he recommended painters to 

study actors and paint figures as they ‘were acting on a stage’. He 

sincerely believed in the powers of “tongueless eloquence” of the 

visual arts.57 

 

II. Training 

In order to use his skills wisely an orator needs to be trained in a 

wide variety of subjects. In short, he needs to aim at the classical 

ideal of a vir bonus dicendi peritus, a man who is knowledgeable in 

many subjects, is honest and able to plead in court or in public 

assemblies with integrity. Cicero described this ideal man in De 

Officiis and Quintilian repeated the ideal in  Institutio Oratoria 

where he discussed the character and education of an ideal orator 

extensively. Quintilian  wrote: 

The man who can really play his part as a 

citizen and is capable of meeting the 

demands both of public and private 

business, the man who can guide a state by 

his counsels, give it a firm basis by his 

legislation, and purge its vices by his 

                                                 
56 Alberti, On Painting, p. 78, Vickers (1989), p. 346. 
57 Wotton, The Elements of Architecture, p. 88; Wotton, ‘A 
Panegyric to King Charles’, p. 155. He refers to the ‘silent poesie’ 
of lines, and the ‘tongueless eloquence’ of lights and shadows. 
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decisions as a judge, is assuredly no other 

than the orator of our quest.58  

An orator thus needs to be trained in languages and grammar, 

history, composition, music, geometry, astronomy, while 

instruction can even be derived from the stage for delivery and 

gestures.  

Composition is an important notion within rhetorical 

theory since speeches and text were created with a constant eye on 

the effect of the whole. The disposition of parts and the application 

of figures were all dependent on the whole. The first-century Greek 

author Pseudo-Longinus wrote a (partly lost) treatise on one very 

particular style of rhetoric, the sublime. He described composition 

as “a melody in words”, build up from different elements making 

up a “majestic whole” and a “perfect system”.59 The elements are 

like limbs of a human body or various tones in a melody which 

together can bring “the speaker’s actual emotion” into the “hearts of 

the bystanders”.60 The composition of sentences that persuasively 

evoke, for example, a disaster should, according to Longinus, be 

obtained by the use of rugged language. In a comparison of Homer 

and Demosthenes Longinus described the composition of sentences 

in architectural terms, which stand out most eloquently in two 

seventeenth-century translations.61 Referring to intervening words 

that might ruin the alarming tone of the story, John Hall translated 

in 1652: “For such things infect the whole like washes, but great 

Buildings are raised up by the correspondence of parts one towards 

another”, and John Pulteney (1680) wrote: “...which must 
                                                 
58 Quintilian, Institutio Oratoria, I.pr.10; See also Cicero, De 
Officiis, I.xxi.70. 
59 Longinus, On the Sublime, 39, p. 287. 
60 Longinus, On the Sublime, 39, pp. 287,289. 
61 Longinus, On the Sublime, chapter 10. 
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necessarily spoil all, and are like Morter and Rubbish anyway 

heap’d together to raise a foundation”. 62 The effect on the whole 

and the consequent effect on the audience is what matters: “But its 

effect is due no less to the harmony than to the thought.”63  

The guidelines on compositio that Longinus formulated in 

his treatise will prove valuable in an attempt to interpret the 

architecture of Vanbrugh and Hawksmoor. Their work gains 

meaning when approached from the point of view of the design 

rules of rhetorical composition, instead of the traditional tools of 

historical architectural analysis; the plan, elevation, proportions and 

decoration on the one hand, style on the other. Evidence that the 

rules of rhetoric for composition or design were applied to 

architecture in the early eighteenth century can be found in various 

references in contemporary literature to the well-known topic of the 

sister arts. Isaac Browne, for example, wrote in 1734 on design:  

Design, that Particle of heavenly Flame,  

Soul of all Beauty, thro’ all Arts the same.  

This to the stately Dome its Grandeur gives,  

Strikes in the Picture, in the Statue lives;  

Persuades in Tully’s, or in Talbot’s Tongue;  

And tunes the Lyre, and builds the lofty 

Song.64 

                                                 
62 Hall, The Height of Eloquence, chapter VIII; Pulteney, The 
Loftiness or Elegancy of Speech, chapter VIII. 
63 Longinus, On the Sublime, p. 39. 
64 Browne, On Design and Beauty, p. 1; Another example can be 
found in John Gwynn’s An Essay on Design (1749) where he wrote 
on page iv: “The Painter, the Sculptor, the Architect […] have so 
near an Affinity with the Poet, the Philosopher, the Orator, and the 
Geometrician, that there needs no Apology for the frequent Parallel 
I have made betwixt them in this Essay.” see also Vickers (1989), 
chapter 7. 
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Rhetoric was here put in the same realm as architecture, music and 

painting, and hence it shared the same concept of ‘design’. This is 

evidence that for Browne, at least, the concepts of the sister arts 

implies that they are all arts based on design, that is composition, 

for which rhetoric was the first discipline to develop a theory. They 

are interchangeable and therefore we, as historians can analyse 

architecture in the same terms as rhetoric. ‘Design’ is the same 

“thro’ all Arts”. The architectural metaphor that Longinus’ late 

seventeenth-century translators used to explain composition in 

rhetoric must be viewed in this context of shared principles between 

the sister arts. 

 

III. Structure follows composition 

Quintilian’s Institutio Oratoria is divided into twelve books. The 

first books discuss the preparation and education of an orator. The 

middle part of the Institutio discussed the ‘ars rhetorica’ itself, and 

the last part the character and behaviour of a good orator. Quintilian 

defined his subject and subsequently divided and sub-divided it into 

parts until the parts are simple and easy to understand. He discussed 

each part and the causes and effects of the different parts of the art.  

In his Nicomachean Ethics Aristotle distinguished the 

universal arts (dialectic, analytic and rhetoric), the sciences 

(theoretical and practical) and the productive (or operative) arts. He 

included architecture, painting, poetry, music, and rhetoric into the 

last category.65 A text should have a beginning, middle and an end, 

and each part should correspond to each other and to the whole. In 

the treatment of the subject one should use dialectic, which meant 

                                                 
65 Van Eck (1998), p. 287; Aristotle, Nicomachean Ethics, VI.iv.2-
6. 
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to divide and subdivide the subject until it can no longer be divided 

and the ‘nature’ of the subject becomes clear. Aristotle used the 

same system in his Poetics, in which he announced his method of 

analysing poetry in his introduction. He started his book by 

systematically explaining the structure of the text which consisted 

of the treatment of the different parts and principles. So the method 

for treating the productive arts often started with the definition of 

the subject, then an outline of the division of the subject, and the 

relationship of the different parts to each other and the whole, and 

lastly a treatment of every division into detail.66 The treatment of 

the ‘ars rhetorica’ in Quintilian’s books II till XI followed the 

traditional structure of a text on a productive art. 

Alberti’s treatise on architecture De re aedificatoriam, 

published in 1485 but written in the 1450’s, followed the traditional 

structure for a productive art as described by Plato and Aristotle, as 

was recently argued by Caroline van Eck.67 Alberti sought to supply 

architecture with a method and consequently raise its status from 

the mechanical arts to the liberal arts. Alberti recommended a broad 

education of the painter and the architect. Referring to Alberti’s 

treatise on painting D.R. Edward Right proved Alberti’s “major 

literary debt to the Institutio Oratoria”.68 Caroline van Eck has 

proved a similar debt in Alberti’s De re aedificatoria. Parallel to the 

rhetorical handbooks, “Alberti’s order of discussion in the first 

three books follow the order of actually erecting a building”.69 We 

will find that similar assumptions have been made about about the 

Vitruvian character of seventeenth-century English treatises, most 

                                                 
66 Wright (1984), pp. 53-54. 
67 Van Eck (1998). 
68 Wright (1984), p. 68. 
69 Van Eck (1998), p. 292. 
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importantly Sir Henry Wotton’s The Elements of Architecture 

(1624) and these will have to be reconsidered in the following 

chapters. 

 

IV. Res and Verba 

The distinction between the subject matter of a speech or work of 

art and the actual presentation of that matter is a vital one within 

rhetorical theory. Quintilian wrote in his third book: “Every speech 

[however] consists at once of that which is expressed and that 

which expresses, that is to say of matter and words.”70 This 

distinction is echoed in the phases of the design process, with 

invention and disposition on the one hand and elocution and action 

on the other. The distinction was not only important for the artist, 

but also for the audience. The artist was able to structure his text 

better when the distinction was kept clear. He could choose the 

most appropriate style and figures to enhance his speech. The 

audience, aware of the distinction, could interpret the speech 

accordingly and quickly recognize style and added figures and 

hence be aware of the desired effect of the orator. Architects and 

their audience can apply the same rhetorical method and distinguish 

between certain buildings types, and the individual design of them, 

and work or play with representation, expectation, preconceived 

ideas, style and perception.  

 

V. Decorum 

The appropriateness of these choices in style and figures was an 

important issue in Aristotle’s, Cicero’s and Quintilian’s writings on 

rhetoric. Every subject and every audience, every orator and every 

                                                 
70 Quintilian, Institutio Oratoria, III.v.1. 
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situation required a different use of rhetorical figures.71 Within 

architectural theory the term decorum has found most of its 

meaning in the adoption of the classical orders. Alberti provided 

architecture with moral qualifications when he combined the 

various functions and buildings types with particular varieties of 

design. Churches, private houses or civil buildings should receive 

the architectural style and decoration that best suit its function and 

the status of the owner. Vitruvius attached moral and cultural 

qualities to the classical orders when he described them as having 

human characteristics such as female and male, in a way that was 

adopted from rhetoric.72  

Rhetoric acknowledged three styles which should be 

chosen by the orator depending on their appropriateness. The Grand 

type or Aziatic style is the richest style, the Attic or Simple style is 

the most sober, and the Rhodian style lies in the middle.73 Each 

style was associated with its origins in the corresponding regions 

and their inhabitants. Aristotle described  the different ‘characters’ 

of each style in his Rhetoric.74 Within architecture the five classical 

orders were described in a human and therefore ethical manner. Sir 

Henry Wotton described the architectural orders following 

Vitruvius and called them “his best characters”.75 The Doric order 

was then defined as manly and strict, the Corinthian as female and 

soft, while the Ionic order lay in between. John Shute was one of 

the first who made the connection between human characters and 

                                                 
71 Cicero, De Oratore, III.210; Quintilian, Institutio Oratoria, 
XI.i.2. 
72 Onians (1988), p. 37-8. 
73 Vickers (1989), p. 80; Quintilian, Institutio Oratoria, XII.x.16-
18. 
74 Aristotle, Rhetoric, III.vii. 
75 Wotton, The Elements of Architecture, p. 37. 
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the classical orders in architecture in his treatise The First and Chief 

Grounds of Architecture (1563) where he illustrated the orders with 

human figures (fig. 12). John Gwynn still echoed those rhetorical 

notions two hundred years later when he divided architecture in 

“the Grave, the Jovial, and the Charming”.76 Every style within 

rhetoric and architecture had its own character  and therefore could 

not be applied at random. The rhetorical notion of decorum guided 

the choice of the right stylistic features in the right circumstances. 

VII. VISUALITY 

1. Making hearers ‘see’ 

For this book the most important connection between rhetoric and 

architecture is the usage of visuality in rhetorical handbooks and the 

adoption of this idea within English seventeenth-century art theory. 

According to the classical rhetoricians the best way to persuade 

your audience is to appeal to the emotions of the audience. The 

ability to move your hearers can be attained by touching their 

emotions. The best way to do this is to make the hearers see what 

the orator sees, and feel what the orator feels. The orator has to 

have a vivid imagination in order to be able to speak in a persuasive 

manner. Quintilian recommended learning from actors as they had 

studied human expression, gestures and emotions.77 Rhetoric is an 

art which studies nature or natural speech, codifies it into figures 

and tropes and re-uses it so that it appears as natural language. An 

emotional appeal to the audience, must therefore be based on 

                                                 
76 Quoted from Allen (1958), p. 89. 
77 Quintilian, Institutio Oratoria, I.xi. 
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natural speech in order to be persuasive. Only if an orator can relive 

an emotion can he enhance his speech with the appropriate figures 

of speech. The audience does not hear that his language is codified 

because it appears as natural language. 

Only when the orator’s text comes across as natural 

language can an audience become emotionally involved. They will 

then be able to see and feel what the orator is describing. Longinus 

strongly emphasized the connection between  natural speech and 

the ability to touch the listener’s emotions. With a lively 

imagination an orator can use “‘visualisations’ (phantasiai)”. 

Longinus wrote,  

That at least is what I call them; others call 

them ‘image productions’. For the term 

Phantasiai is applied in general to an idea 

which enters the mind from any source and 

engenders speech, but the word has now 

come to be used predominantly of passages 

where, inspired by strong emotion, you seem 

to see what you describe and bring it vividly 

before the eyes of your audience.78 

Visuality was praised in the other handbooks on rhetoric too. Cicero 

wrote “every good metaphor has a direct appeal to the senses, 

especially the sense of sight”.79 And Quintilian emphasized the 

value of vivid description (enargeia) in order to place images 

“vividly before [the audience’s] eyes”.80 These are the tools of 

                                                 
78 Longinus, On the Sublime, 15. 
79 Cicero, De Oratore, III.40.160. 
80 Quintilian, Institutio Oratoria, VI.ii.29. 
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‘making your hearers see’; enargeia, ekphrasis (description of an 

image) and above all, the use of metaphors. 

2. Metaphors and Vividness 

Quintilian described the use of a metaphor as “designed to move the 

feelings, give special distinction to things and place them vividly 

before the eye”.81 Metaphors are used to provide liveliness and to 

suggest certain points of view on the subject matter. Aristotle wrote 

that “being graphic (ie. making your hearers see things)” helps to 

convince an audience of the actuality of the subject matter. 82 The 

graphic qualities of a metaphor are exactly the qualities that can 

make a speech or other art work more persuasive since the sense of 

sight was considered the strongest sense by most orators.83 

Quintilian wrote: 

There are certain experiences which the […] 

Romans [call] visions, whereby things absent 

are presented to our imagination with such 

extreme vividness that they seem actually to 

be before our very eyes.  

These ‘visions’ make up an important part of the power of 

persuasion as they actually put images of that what the speaker 

wants to tell into the listeners mind. When a listener can imagine 

what the speaker is saying he will be more inclined to believing 

him. Quintilian continues: 

It is the man who is really sensitve to such 

impressions who will have the greatest 

                                                 
81 Quintilian, Institutio Oratoria, VIII.vi.19. 
82 Aristotle, Rhetoric, III.xi.1. 
83 Cicero, De Oratore, III.40.160-161. 
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power over the emotions. […] and it is a 

power which all may readily acquire if they 

will.  

The skill to create images in the listener’s mind is something that 

can be learned by anybody with a minimum amount of imagination. 

He gives the reader some examples of strong and powerful images 

and how  they can be used to the speaker’s advantage: 

When the mind is unoccupied or is absorbed 

by fantastic hopes or daydreams, we are 

haunted by these visions of which I am 

speaking to such an extent that we imagine 

that we are travalling abroad, crossing the 

sea, fighting, addressing the people, or 

enjoying the use of wealth that we do not 

actually possess, and seem to ourselves not 

to be dreaming but acting. Surely, then, it 

may be possible to turn this form of 

hallucination to some profit. I am 

complaining that a man has been murdered. 

Shall I not bring before my eyes all the 

circumstances which it is reasonable to 

imagine must have occurred in such a 

connextion? Shall I not see the assassin burst 

sudddenly from his hiding-place, the victim 

tremble, cry for help, beg for mercy, or turn 

to run? Shall I not see the fatal blow 

delivered and the stricken body fall? Will not 

the blood, the deathly pallor, the groan of 
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agony, the death-rattle, be indelibly 

impressed upon my mind? 

From such impressions arises that […] which 

Cicero calls illumination and actuality, which 

makes us seem not so much to narrate as to 

exhibit the actual scene, while our emothions 

will be no less actively stirred than if we 

were present at the actual occurrence.84 

Quintilian had already set the tone when he described figures as the 

“eyes of eloquence” and the “gestures of language”.85 Renaissance 

English authors picked up this point, as is shown in the writings of 

Henry Peacham and George Puttenham, who stressed the 

importance of visuality in their treatises on rhetoric and poetics. 

Peacham in his Garden of Eloquence (1577) stressed that good 

orators are able to “expresse and set forth a thing so plainly and 

lively, that it seemeth rather painted in tables, then declared with 

words.”86 Skinner described in his Reason and Rhetoric in the 

philosophy of Hobbes (1996) how figures and tropes came to be 

described as ‘imagery’. He explained that figurative language that 

reflected an image of the the truth became “so deeply entrenched” 

in society that the word ‘imagery’ became in use.87  George 

Puttenham stressed in his chapter on ornaments in his The Arte of 

English Poesie (1589) that ornament (figures and tropes) were “to 

                                                 
84 Quintilian, Institutio Oratoria, VI.ii.29-32. 
85 Quintilian, Institutio Oratoria, VIII.v.34; IX.i.13. G. Webb 
described Baroque architecture in similar terms “Baroque 
architecture gesticulates” which also suggests the relationship 
between rhetoric and the architecture of the late seventeenth and 
early eighteenth century. Geoffrey Webb (1928), p. xiii. 
86 Quoted from Skinner (1996), p. 186. 
87 Skinner (1996), p. 187. 
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stirre the mynde”; later, when he discussed each figure he 

mentioned the power of “Pourtrait or Imagery” in the description of 

events.88 In De Pictura Veterum, or The Painting of the Ancients 

(1638) Franciscus Junius wrote that painting has a dignity similar to 

that of history.89 He wrote “he is the best Historian that can adorne 

his Narration with such forcible figures and lively colours of 

Rhetoricke, as to make it like unto a picture”. He quoted 

Simonides’s epigram ‘Picture is a silent Poesie, as Poesie is a 

speaking Picture’.90 Simonides, Aristotle’s ideas on imitation, and 

the goal of movere within rhetoric were united in Sir Philip 

Sidney’s definition of poetry as a “speaking picture”: “Poesy 

therefore is an art of imitation, for so Aristotle termeth it in his 

word mimesis, that is to say, a representing, counterfeiting, or 

figuring forth – to speak metaphorically, a speaking picture – with 

this end, to teach and delight.”91 Visuality was emphasized in other 

areas of life too, for example by the group of clerical authors that is 

so important for us in relation to Hawksmoor’s City churches. The 

English moralist Owen Feltham (circa 1602 -1668) described the 

vices of the theatre in 1628 when he wrote about the loss of 

attention during the sermon. He pointed out that people stayed 

awake in the theatre but not in church.  

If we say divinity acted the gesture and 

variety would as much invigilate […] the 

stage feeds both the ear and the eye and 

through this latter sense the soul drinks 

                                                 
88 Puttenham, The arte of English Poesie, III.3.1, p. 119; III.19.176. 
89 Howarth (1997), p. 284. 
90 Quoted from Howarth (1997), p. 284. (Franciscus Junius, The 
Paintings of the Ancients, reprint 1972, p. 54) 
91 Quoted from Vickers (2003), pp. 16-17. See also Barkan (1995) 
and Heninger (1989). 
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deeper draughts. Things acted posess us 

more.92  

Again, we find the confirmation of the stronger powers of the sense 

of sight (and sound) over the written word which was so celebrated 

within classical rhetoric. Skinner commented that “Performance 

was at the heart of religious beliefs, puritan, Anglican and Catholic, 

and at the very centre of the ideology of order”.93 

Skinner made the following observations on seventeenth-

century opinions on the power of imagery: 

A man of good fancy or imagination is 

accordingly seen as the possessor of two 

closely connected abilities. He is skilled at 

conjuring up images or pictures in his mind’s 

eye. But he is also skilled – in consequence of 

this clarity of mental vision – at 

communicating these images in 

correspondingly incisive figures and tropes, 

and especially in fresh and illuminating 

similes and metaphors. By his use of similes 

he prompts his hearers to see that unfamiliar 

things are similar to things they already 

know about, thereby enabling them to grasp 

the unfamiliar with a new sense of 

understanding and clarity. By his use of 

metaphors he contrives to suggest, even 

                                                 
92 Quoted from Sharpe (2000), p. 97. (O. Feltham, Resolves or 
Excogitations with Resolves, Divine, Morall, Political (1628 edn.), 
p. 64-5) 
93 Skinner (1996), p. 97. 
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more daringly, that things unfamiliar are in a 

certain sense identical with more familiar 

things, thereby enabling his audience to ‘see’ 

even more clearly how to incorporate them 

into their existing frameworks of belief.94 

These ‘men of imagination’ we can consider as the ideal audience 

of the architecture of Vanbrugh and Hawksmoor, but also as a 

description of the architects themselves. They adapted these 

rhetorical skills in order to design buildings that give the spectator 

‘a new sense of understanding and clarity’ and Hawksmoor 

suggested, as we will see, by his unique use of classical 

architectural elements that ‘things unfamiliar’ such as the early 

Christian church from a distant past ‘are in a sense identical with 

more familiar things’ such as the contemporary Anglican church. 

Skinner describes the mind-set of the people Wren, Hawksmoor 

and Vanbrugh worked amongst and the manner in which they tried 

to evoke associations and visualisations. The familiarity with 

rhetorical methods to create these associations and visualisations 

will help us in understanding their design method and interpreting 

their buildings.  

VIII. THE STRUCTURE OF THIS BOOK 

This dissertation will explore the rhetorical aspects of the 

way seventeenth- and early eighteenth-century architects, art 

theorists and critics considered architecture. The relation between a 

building and its spectator will be analysed with the help of 

rhetorical concepts, such as ekphrasis, enargeia, style, metaphor 

                                                 
94 Skinner (1996), p. 187-8. 



 
 

59 

and other figures. The architecture of Vanbrugh and Hawksmoor, 

and then especially Seaton Delaval Hall and Hawksmoor’s London 

city churches, will be interpreted within this new framework.  

I will start with an analysis of Wotton’s The Elements of 

Architecture since in that important treatise Wotton touched upon 

subject matter that remained important to Hawksmoor and 

Vanbrugh almost a century later. Even though England did not 

produce many architectural treatises in the strictest sense of the 

work in the early seventeenth century, this does not mean that 

architectural thought was in its infant state. Architecture was 

considered as a part of the arts in which meaning could be 

communicated through images (symbols and emblems). One of the 

most important and influential architectural treatises is Wotton’s 

The Elements of Architecture (1624) in which architecture is 

presented to the aristocracy as a system of communication, similar 

to heraldry.95 This treatise has so far been acknowledged as an 

important treatise for English seventeenth-century architecture, but 

it has mainly been evaluated as a treatise on classical architecture in 

which the orders were presented in a systematic manner. The 

classical orders, however, only make up a small part of the treatise 

and even though Wotton has been included in modern anthologies, 

the last comprehensive monograph on Wotton dates back to 1907, 

and did not address his architectural theory in any depth.96 Only 

when we start to recognize rhetorical structures, vocabulary and the 

role of rhetoric in the conception of  style in Wotton’s Elements, 

does the real character of this treatise become apparent. Wotton 

focused on the rhetorical issue of the relation between the building 

                                                 
95 Hart (1993). 
96 Harris (1990), and very recently Van Eck (2003). Pearsall Smith 
(1907) is based on a 17th-century biography: see Wotton (1685). 
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and the visitor, and adopted and recommended rhetorical strategies 

to establish, shape and direct this relationship. This book focuses on 

Wotton’s Elements of Architecture first because The Elements 

addressed many issues that will return in the analysis of the 

architecture of Hawksmoor and Vanbrugh. Wotton introduced a 

manner of writing and thinking about architecture which was 

developed further in the seventeenth century. The echoes of 

Wotton’s manner of approaching architecture can still be felt in the 

work of Vanbrugh and Hawksmoor. 

The second chapter will analyse the circumstances and 

execution of the 1711 Church Act, for which Nicholas Hawksmoor 

designed six churches. These highly evocative churches have often 

intrigued authors but it never came to a satisfying interpretation.97 

When we consider his designs in terms of rhetorical theory we can 

provide with some insightful new additions to the understanding of 

these early eighteenth-century designs. 98 

The last chapter will discuss two different interpretations 

of the concept ‘style’ and explain why Vanbrugh’s architecture 

cannot be satisfactorily explained with the help of traditional 

categories of architectural history. Longinus’ On the Sublime is 

another rhetorical important text to understand of Vanbrugh and 

Hawksmoor’s buildings. Like Wotton’s treatise, this text is an 

important document for visual persuasion, or the impact of the 

visual, the vivid, the lifelike. It also offers clues for ways of 

thinking about architectural design in terms of rhetorical 

composition. Longinus became very important in the early 

eighteenth century. The interest in this text subsequently reached a 

high point in the publication of Edmund Burke’s A philosophical 

                                                 
97 See Colvin (1950); Downes (1959) and (1977); Rub (1981-82). 
98 See Hart (2002) and Ruffinière du Prey (2000). 
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enquiry into the origin of our ideas of the sublime and beautiful 

(1756-7).99 Longinus’ text however was discovered and popularised 

much earlier. The initial instigator of Longinus’ popularity was 

Nicolas Boileau-Despréaux (1636–1711), whose French translation 

from 1674 became hugely popular in France. In England many 

members of the Kit Cat Club, of which John Vanbrugh, Joseph 

Addison and some of Hawksmoor’s patrons were members, and 

members of the commission for the Building of Fifty New 

Churches were familiar with Longinus. John Pulteney, who 

published a translation of Longinus, took part in the commission. 

Joseph Addison, together with Richard Steele, the editor of The 

Spectator, and one of the most famous Kit Cat Club members 

designed a visual theory based on Longinus.100 The theories set out 

in Longinus focused on rhetorical strategies through vivid emotions 

and associations.101 Joseph Addison incorporated Boileau’s ideas 

into his own associationalist theory on the relation between works 

of art and the spectator, which was published in The Spectator in 

1712 in a series of essays under the title Pleasures of the 

                                                 
99 Burke, Edmund, A Philosophical Enquiry in to the Origin of our 
Ideas of the Sublime and Beautiful, London, 1757. 
100 The Kit Cat Club was founded in 1688 by a group of leading 
Whig painters, politicians and authors. Its members included the 
Duke of Marlborough, Richard Steel and Joseph Addison, and 
Walpole. The Kit Cat Club was dissolved in 1720. See Downes 
(1977), p. 18. 
101 For some translations of Boileau’s work into English see: 
Boileau Despreaux, Nicolas, A Treatise on the Sublime. Translated 
from the Greek of Longinus with Critical Reflections, Remarks, and 
Observations, by M. Boileau, M. Dacier and M. Boivin, London, 
1712, in: The Works of Mons’ Boileau Despreaux, vol, I, London, 
1712; Pulteney, John, A Treatise of the Loftiness or Elegancy of 
Speech, London, 1680. Smith referred to Boileau in his: Smith, 
William, Dionysius Longinus on the Sublime: Translated from the 
Greek, with Notes and Observations, and Some Account of the Life, 
Writings and Characters of the Author, London, 1739. 
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Imagination.102 The interaction between audience and building, 

which had been addressed in terms taken from heraldry and 

emblem theory, was now considered in terms of the direct impact of 

the imagination on the senses and vice versa.  

In all three chapters it will therefore be shown that rhetoric 

can throw light on various difficulties in modern interpretations of 

Hawksmoor’s and Vanbrugh’s architecture. We can then interpret 

this architecture as Staged Experiences because the architect was, 

like an orator, consciously directing the effect of his work on the 

audience. 

 

 

                                                 
102 Addison, Joseph, ‘The Pleasures of the Imagination’, London, 
1712, in Richard Steel and Joseph Addison, Selections from The 
Tatler and The Spectator, edited with an introduction and notes by 
Angus Ross, Penguin Books, London, 1988 [first published in 
1982], pp. 364 - 406. 
 




