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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. 
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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. 



 
 

33 

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). 
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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. 
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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. 
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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. 
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I. MORAL ARCHITECTURE: SIR HENRY WOTTON’S ELEMENTS OF 

ARCHITECTURE 

I. INTRODUCTION 

Sir Henry Wotton (1568 – 1639) wrote one of the most influential 

and important treatises on architecture in seventeenth-century 

England (fig. 15). The Elements of Architecture (1624) was 

reprinted in England several times, and included in various other 

architectural works of the late seventeenth and early eighteenth 

century.1 His treatise, although intended for the aristocracy, reached 

a wide audience of craftsmen and surveyors through these reprints. 

His name and work must have been familiar to most builders of the 

late seventeenth and early eighteenth century.  

Wotton probably wrote his treatise in order to gain favour 

with the aristocracy, and to be considered for the post of provost of 

Eton College, which had become available shortly before the 

publication of the treatise. The treatise, although political in 

immediate effect (Wotton managed to get the post in Eton), 

displays Wotton’s immense knowledge of and familiarity with the 

practice and theory of, mostly Italian, contemporary art and 

                                                 
1 Wotton’s treatise was printed numerous times after its publication 
in 1624. A Latin edition appeared in 1649 as part of a Vitruvius 
edition of Johannes de Laet. Parts or quotations can be found in 
seventeenth century editions of Palladio and Scamozzi (The Mirror 
of Architecture, 1670, which saw eight editions), in Evelyn’s 
writings (it was added to his Parallel in 1722 and 1733), in 
Oakley’s Magazine of Architecture 1732-33, in The Builder’s 
Dictionary (1734) and Roger Pratt’s notebooks. See Van Eck 
(2003), p. 25 and Harris (1990), p. 499. 
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architecture. Educated at Oxford he became a diplomat and art 

buyer for King James I and spend 12 years in Venice as his 

ambassador. His knowledge of art and architecture, literature and 

rhetoric is obvious in his treatise on architecture.  His treatise is 

much more than a manual for builders and patrons; it also offers an 

introduction to the way that British craftsmen, patrons and 

architects considered architecture. Wotton’s reliance on rhetorical 

theory in the way he structured his treatise, or the way he 

considered buildings to interact with the environment they are built 

in, or the way he used vocabulary from rhetorical theory indicates 

how English architecture could be approached and interpreted. For 

Wotton, architecture was not only bricks and mortar, but foremost a 

way of communicating with society. The aristocracy could learn 

from his treatise how their country houses and homes could project 

an image of themselves into society, an image which they could 

subsequently direct and manipulate. 

I.1. Sir Henry Wotton 

I.1.a. Life 

Henry Wotton was born in 1568 from a wealthy family in Bocton 

Hall in Bocton Malherbe, Kent. Bocton Hall had been in the family 

ever since Henry Wotton’s great-grandfather, the Lord Mayor of 

London during the reign of Henry V, acquired it by marriage. Izaac 

Walton wrote a short biography of Sir Henry Wotton, published in 

1651 after Wotton’s death. It appeared together with Wotton’s 

works and letters as the Reliquiae Wottonianae and remains the 
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most important source on Wotton’s life and work.2 Walton 

described the Wotton family as  

being a family that hath brought forth many 

persons eminent for Wisdome and Valour, 

whose heroick Acts, and honorable 

Imployments both in England, and in forrain 

parts, have adorn’d themselves, and this 

Nation; which they have served abroad 

faithfully, in discharge of their great trust, 

and prudently in their negotiations with 

Severall Princes; and also serv’d it at home 

with much honor and Justice, in their wise 

managing a great part of the publick affairs 

therof in the various times both of war and 

peace.3 

Wotton had four elder brothers of whom John Wotton was a soldier 

and poet, and Edward a courtier who had spent his youth in Italy 

and was a friend of Sir Philip Sidney. When their father was 

enjoying a well-earned retirement after a life as a courtier, Queen 

Elizabeth herself came to stay at Bocton to persuade him to come 

back to court. She offered him a knighthood, but Thomas Wotton 

declined. Because of the connections of the Wotton family, highly 

ranking officials, poets, writers and courtiers must have visited 

Bocton Hall frequently, where Henry Wotton was raised as a 

gentleman. 

                                                 
2 Wotton, Reliquiae Wottonianae, fourth edition, 1685 [first 
published in 1651]. 
3 Walton, The Life of Sir Henry Wotton, [unpaginated]. 
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In 1584 Henry Wotton went to Oxford University. He 

studied at Queen’s College and became a close friend to the young 

John Donne (1572–1631). Since the beginning of the sixteenth 

century humanist reforms at the universities had been taking place. 

The scholastic curriculum, dominated by the study of Aristotelian 

logic, was replaced by the study of classical literature.4 Logic, 

rhetoric and grammar were taught extensively, and the study of 

Latin and Greek became important with it. Various colleges in 

Oxford and Cambridge adopted the new humanist influence quickly 

and put the works of Cicero, Quintilian, Lorenzo Valla, 

Hermogenes, Isocrates and Demosthenes on the reading list.5 The 

humanist method of studying texts by, for example, creating 

common place books became hugely important in sixteenth-century 

England. Oxford and Cambridge emphasized rhetoric in their 

curriculum and soon it became a comprehensive theory applied to 

literature, poetics and the practical life of politicians, lawyers and 

courtiers.6 When Wotton was eighteen he met the new lecturer in 

Civil Law at Oxford, Alberico Gentili, who as an active protestant 

had been forced to flee from Italy. His teaching and his friendship 

show an early sign of the issues that would concern Wotton later in 

his life. Not only must Wotton have learned Italian from Gentili, 

but it is also very likely that Gentili spoke to Wotton about religious 

affairs, law and science. 

When Wotton was nineteen he passed his Masters in Arts 

(which included the study of rhetoric), and wrote a few papers on 

the workings of the eye. These papers, called De Oculi (manuscript 

probably lost, date unknown), followed the mainstream ideas of the 

                                                 
4 See McConica (1986). 
5 Vickers (1989), pp. 265-6 
6 Vickers (1989), p. 270; Vickers (2003), pp. 3-6. 
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time about the natural laws of vision.7 He discussed the form, the 

motion, and the composition of the eye. In his biography Izaac 

Walton described how Wotton explained the working of the eye “so 

as the God of Order hath appointed, without mixture or confusion; 

and all this to the advantage of man”.8 Wotton discussed the issue 

“Whether we see by the Emission of the Beams from within, or 

Reception of the species from without?” In the next century similar 

issues were addressed by Christopher Wren (whose father owned 

and annotated an edition of Wotton’s Elements) who not only 

showed a scientific interest in the workings of the human faculties, 

but also  integrated his scientific ideas with his views on the effects 

of architecture. For him it was the eye that received and the mind 

that interpreted. But Henry Wotton’s opinions, written when he was 

a young man of nineteen years old, expressed the current ideas of 

his time. The eyes were capable of taking in the outside world, 

nature and the cosmos and whilst seeing “the great light of the 

world, […] it discover[s] the Fabrick of the heavens, and both the 

Order and Motion of the Celestiall Orbs”. Whilst seeing all this, 

man can “silently moralize his own condition, which in a short time 

(like […] Flowers) decaies, withers, and then quickly returns again 

to that Earth, from which both hath their Origination”.9 Here we can 

discover the first signs of how Wotton would consider art and 

architecture. In experience, whether it is nature, art or oneself, the 

eye could be considered as a guiding faculty. It takes in the beams 

of the world and the mind would interpret. The mind would 

recognize the order and harmony of the world, and the order and 

harmony within oneself. These Platonic ideas of harmony as an 

                                                 
7 See Yolton (1984). 
8 Walton, The life of Sir Henry Wotton, [unpaginated]. 
9 Walton, The Life of Sir Henry Wotton, [unpaginated]. 
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innate idea in man will enter into Wotton’s later views on nature 

and hence will strongly influence his theory on art and architecture. 

The stress on the function of the eye, and the visual experience of 

architecture, will influence British art theory for a long time after 

Wotton’s death. It is the leading theme in the aesthetic theories of 

Wren, Hawksmoor and later in eighteenth-century Picturesque 

theories which connected the visual experience with literary 

associations. 

In 1589 Wotton started on his first travels abroad. Young 

gentlemen who went travelling across Europe were often under 

instructions of the court to go to places to acquire specific political 

information. Without a royal licence none could travel abroad and 

Wotton certainly had one.10 He travelled to Germany where he 

learned to speak German and where he met the French-Swiss 

scholar and theologian Izaac Casaubon (1559–1614).11 He would 

remain close friends with Casaubon for the rest of his life, 

exchanging many letters. Wotton became acquainted with 

Franciscus Junius, a Dutch scholar who became librarian to the Earl 

of Arundel and author of De Pictura Veterum (1637), a collection 

of all Greek and Latin discussions on the visual arts known at the 

time, structured according to the five stages of preparing and 

delivering a speech.12 Wotton travelled to Vienna where he stayed 

with Dr. Hugo Blotz, librarian of the great library of Emperor 

Rudolf II. It seems certain that Wotton made extensive use of this 

library and gained much of his knowledge here.13 From there he 

wrote a number of letters to the British court (especially to Lord 

                                                 
10 Pearsall Smith (1907), pp. 8-9. 
11 See Watts (1982). 
12 See Ellenius (1960) and Fehl (1991). 
13 Pearsall Smith (1907), p. 14  
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Zouche, whose patronage Wotton was seeking) informing them of 

the latest political rumours, gossip and facts. The philosopher 

Francis Bacon (1561–1626) described the occupation of a young 

traveller in Europe when he advised the young Earl of Rutland 

before he went on his travels. He told him that there were 

‘intelligencers’, who concern themselves with gossip and rumour, 

but also ‘observers trained to assess information analytically’.14 

Bacon advised him that his  

lordship’s better and more constant ground 

will be to know the consanguinities, alliances 

and estates of their princes, the proportion 

betwixt the nobility and the magistracy, the 

constitution of the courts of justice, the state 

of their laws ... how the sovereignty of the 

king infuseth itself into all acts and 

ordinances…what discipline and preparation 

for wars; what inventions for increase of 

traffic at home, for multiplying their 

commodities, encouraging arts or 

manufactures of worth of any kind; also 

what good establishments to prevent the 

necessities and discontents of the people, to 

cut off suits at law and quarrels, to suppress 

thieves and all disorders.15 

Wotton might have been tasked to be such a ‘trained observer’ 

abroad. In 1591 he started for Italy, where he intended to acquire as 

much information as possible from the local courts of Venice, 
                                                 
14 Smuts (1999), p. 38 
15 Smuts (1999), p. 38, quoted from Francis Bacon, Works, IX, 17 
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Padua and Rome. He travelled disguised as a German (his 

knowledge of the language came in good use here) in order not to 

alarm the catholic rulers. In ’92 his true identity was discovered and 

he had to flee to Florence, from where he went on to Geneva, where 

he stayed with Casaubon. He stayed with him for approximately six 

months and they developed their friendship further, and would 

often reminisce about those good days. They read to each other, 

wrote and debated philosophical, political, religious and artistic 

matters and enjoyed a good life.  

Wotton was offered the choice of an embassy of various 

states in Europe by the new King James I. Wotton chose the 

embassy of Venice and arrived there in 1604. King James I 

knighted him in the same year.16 Sir Henry Wotton would hold the 

post of ambassador in Venice three times, spending a total of 

twelve years in the city-state. He spent his days there attending the 

local Venetian court meetings, as a spokesman for the King of 

Great Britain. He mediated for British people arrested in Venice 

and advised British travellers on their behaviour in the Italian State. 

He gained knowledge of the rulings and laws of the Venetian state 

and kept the British court up to date on the various developments in 

and around Venice. He collected art and studied architecture and 

encouraged buying and collecting paintings and sculptures in other 

British travellers. His embassy became a place filled with travellers, 

seeking the guidance of the resident art connoisseur. Wotton 

collected art for highly placed courtiers in England. He supplied his 

patron Lord Salisbury (1563–1612), who was a statesman under 

James I, with Palladio drawings and wrote about acquiring some 

                                                 
16 Pearsall Smith (1907), pp. 40-9, Walton, The Life of Sir Henry 
Wotton, [unpaginated]. 
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drawings of the Villa Farnese.17 It has even been suggested that the 

recruitment of artists for the court at home was one of the main 

occupations of an ambassador.18  In all, he lived a convenient life in 

Venice, surrounded by friends, and intellectuals ‘en route’ through 

Europe. Izaac Walton described his stay in the small state as highly 

pleasurable, and Wotton seemed to have been appreciated by the 

local officials. Walton stated that  

… by a fine sorting of fit Presents, curious 

and not costly Entertainments, always 

sweetned by various and pleasant discourse; 

for which, and his choice application of 

stories, and his so elegant delivery of all 

these, even in their Italian language he first 

got, and still preserv’d such interest in the 

state of Venice that it was observ’d (such was 

either his merit or his modesty) they never 

denied him any request.19 

Henry Wotton once described an ambassador as “an honest man 

sent to lie abroad for the good of his Countrey”.20 People who 

wished him harm later published this remark and Wotton had to 

apologize for it. He wrote two Apologies, of which one was directly 

addressed to King James. King James forgave the misstep and 

raised him back to his former state of privilege.  

                                                 
17 Howarth (1997), p. 235 
18 Howarth (1997), p. 240. 
19 Walton, The Life of Sir Henry Wotton, [unpaginated]. 
20 Walton, The Life of Sir Henry Wotton, [unpaginated]. Ironically 
Wotton could have meant no harm with his remark as “to lie” could 
also mean “to reside”, but the fact that he apologized for it suggests 
strongly that offence was taken. 
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In 1623 Wotton returned from his travels for good and 

stayed in London. He was 55 now. He was working on his little 

treatise The Elements of Architecture which was published in 1624 

and sent to the King, the Prince of Wales and other highly placed 

officials. At this time he was in need of a job, and some steady 

income. In Eton the place of the provost was vacant, and Wotton 

had a good chance of acquiring it. It may be the case that the 

publication of The Elements of Architecture had some influence on 

the decision to give him the post. In 1624 the place was granted to 

him.21 He lived the rest of his life there, entered Holy Orders in 

1626 and Deacon’s Orders in ’27.  He often had students staying in 

his house, and at his dinner table, finding great satisfaction in 

supervising their studies. His Survey of Education and the 

Aphorisms of Education reflect his thoughts on these issues, but 

unfortunately the Survey was never completed, and only published 

in the Reliquiae in 1685 after his death. The unfinished version was 

sent to the King in 1630.22 It contains valuable insights on his views 

on ethics and nature, which are at the basis of his opinion on art and 

architecture. He died in 1639 and was buried in Eton where his 

epitaph states:  

Here lieth the first Author of this Sentence.  

The Itch of Disputation will prove the Scab of 

the Church. 

Inquire his Name elsewhere. 

                                                 
21 Pearsall Smith (1907), p. 199. Harris and Savage (1990), p. 499. 
22 Pearsall Smith (1907), pp. 194-207 
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I.1.b. Work 

The letters and reports that Wotton left behind after his death 

comprise an immense legacy. It is one of the largest collections of 

letters throwing light on the life of an ambassador in early Stuart 

England.23 It not only tells many stories of kings and queens, courts 

and courtiers, but also gives an insight into the political troubles of 

that time. The various scandals Wotton was involved in while he 

was resident in Venice read as a boy’s novel and give the reader an 

idea of his life there. It was a life in which the delicate balance 

between the king’s favour and disfavour was always at stake, and 

with that, one’s fortunes and misfortunes. Wotton’s description of 

his life as an ambassador ‘sent to lie abroad for the good of his 

country’ seems quite accurate. Later in his Elements he remarked 

that it was easier to write about architecture than about the 

“Labyrinthes and Mysteries of Courts and States”. 

Under the rule of James I the political situation calmed 

down somewhat, so that there was space to develop the interest in 

and imitation of classical antiquity. The increasing possibilities to 

travel to the Mediterranean countries since the peace with Spain in 

1604 stimulated the interest and collecting of art. The English 

aristocracy started to assemble great collections of art and by the 

1620s the collection of the Earl of Arundel, for example, was one of 

                                                 
23 Pearsall Smith has analysed the whereabouts of Wotton’s 
writings and published a large number of them in his The Life and 
Letters of Sir Henry Wotton (1907).  Wotton’s writings are kept in 
numerous archives throughout England and Italy, most notably 
Eton College, Corpus Christi College in Oxford, London Record 
Office, Bodleian Library, Venice archive, etc. Nearly a thousand 
letters and dispatches have been found by Pearsall Smith. Some 
have been published in Walton’s Reliquia Wottonianiae, some in 
the nineteenth century and some by Pearsall Smith. Many remain 
unpublished and it is likely that some remain undiscovered. 
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the finest and biggest in Europe.24 As Howarth pointed out in his 

study of early seventeenth century patronage, “ambassadors and 

mercenaries were important but they were go-betweens. They were 

the crucial middle men; running between the fashionable painter in 

his studio and the great Officers of State in London”.25 The new 

interest in art from Italy, France and Greece functioned for those 

middle men as a way to gain the court’s favour. The ambassadors 

and agents in Europe did not so much incite the new interest in art 

and art collecting, but could make use of it as a possible way 

towards the advancement of a career. The people who were 

appointed as ambassadors, like Henry Wotton, were never a 

member of the aristocracy; they had a career and lived on a salary. 

If an ambassador such as Wotton could help out a rich patron in 

England with a work of art from Italy, he did that not only out of 

love for art, but most certainly also because he was looking for their 

favour, and their influence in any promotion in his professional 

career.26 One of the possible occupations of an ambassador abroad 

was to find artists who could work for the court at home.27 All news 

received from an ambassador abroad influenced the ambassador’s 

status at home. In a time which relied on written reports from 

foreign courts, the quality of such reports was of the highest 

importance. The recruitment of artists for the court at home was a 

political act, in order to raise one’s own status. Writing about art 

was considered, then, as a political act, since connoisseurship could 

increase the court’s favour. 

                                                 
24 Smuts (1987), p. 119. 
25 Howarth (1997), p. 244. 
26 Howarth (1997), p. 236. 
27 Howarth (1997), p. 240. 
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Within this delicate political life, Wotton became a known 

and valued art connoisseur. He invited artists and art lovers to his 

residency in Venice, and encouraged the collection of Italian art in 

the British aristocracy. He bought a number of paintings for the 

British court and wrote lovingly about Titian or Michelangelo.28 

Because of his many years in Venice where Wotton developed his 

skills in art theory and as a connoisseur, he was highly valued and 

appreciated in England.   

Wotton’s Elements of Architecture has never been the 

subject of a full-length study in the twentieth century.29 Even 

though seventeenth- and eighteenth-century authors on art and 

architecture frequently quoted from one of the numerous editions of 

the work, a proper and exhaustive analysis of its contents has never 

been made.30 Pearsall Smith’s collection of writings by Wotton, 

dating from 1907, is still the most modern source of information on 

Wotton’s life and work.31 But a critical analysis of Wotton’s ideas 

on architecture and aesthetics does not appear in this collection. 

Throughout the twentieth century historians mentioned Wotton and 

his work, aware of the great influence his work had in the 

seventeenth and eighteenth century. Wittkower mentioned him in 

his writings and made the valuable observation that the guiding 

                                                 
28 Howarth (1997), p. 235. 
29 Numerous facsimile reprints, however, were published in the 
twentieth century. Reprints of the first (1624) edition were 
published in 1903 by Longman in London with an introduction by 
S.T. Prideaux, by the University Press of Virginia in 1968 with an 
introduction by Sir Charles Frederick Hard, by Gregg International 
Publishers in Farnborough in 1969, and by Theatrum Orbis 
Terrarum in Amsterdam, and Da Capo Press in 1970. 
30 Quotations can be found in seventeenth century English editions 
of Palladio and Scamozzi, in Evelyn’s writings, The Builder’s 
Dictionary (1734) and Roger Pratt’s notebooks. 
31 Pearsall Smith (1907). 
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thought throughout the treatise was based on the moral influence 

exercised by architecture.32 In John Summerson’s standard book on 

British architecture a small paragraph on Wotton did not appear 

until the seventh edition in 1983. Before that date, Wotton was not 

even mentioned in the index.33 Others acknowledged the Platonic 

ideal of harmony and beauty in Wotton’s work, but since the 

Renaissance world picture of the Chain of Being was about to be 

destroyed by the new thinkers of the seventeenth century, Wotton’s 

thought seemed to be an idea of the past.34 These observations on 

the influence of Italian Humanist thinking acknowledge the fact that 

Wotton’s treatise was highly theoretical and one of the first 

publications in England in which the profession of architect was 

advanced in status from artisan to a philosophically educated 

architect. In this chapter I will attempt to give Wotton’s treatise a 

better place in English architectural history. The analysis of the 

treatise will show how rhetoric played a part in it and later chapters 

will show Wotton’s influence on architectural ideas of such as those 

of Hawksmoor and Vanbrugh. 

II. THE STRUCTURE OF THE ELEMENTS OF ARCHITECTURE 

When Wotton published his Elements of Architecture in 1624 in 

London, not many treatises on classical architecture had been 

published in the English language. Shute’s First and Chief Grounds 

on architecture was one of the few publications on architecture, but 

                                                 
32 Wittkower (1971), pp. 143-144; Wittkower (1974), p. 99; 
Wittkower (1974a), p. 62. 
33 Summerson (1983), p. 156. 
34 Wittkower (1971), pp. 143-4; Rykwert (1980), p. 128; 
Summerson (1983), p. 156; Harris and Savage (1990). 
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was never finished. Wotton’s treatise was the first classical treatise 

in the English language that was complete. It also introduced the 

architectural theory of the Italian Renaissance and especially 

Alberti in Britain.35 

 

 

                                                 
35 See also Bennett (1993) and Harris and Savage (1990), p. 499. 

THE ELEMENTS OF ARCHITECTURE 
Structure. 

Page:  Part one 
 
2-10  I. Seate / situation 
2-6  I.1. General figuration        

physical principles, astrological, oeconomical, optical, political. 
6-10  I.2. Several Parts 
 
10-114  II. Worke / fabrique 

 II.1. Principal parts of the fabrique 
10-16   II.1.1. Materials 
16-81   II.1.2. Forme / disposition 

16-22   II.1.2.a. General figuration 
22-81   II.1.2.b. Several parts 
22-27   Foundation 
27-51   Walls 

 Solid walls 
 Intermissions 
 Pillars, communities 

Pillars, proprieties (Tuscan,  
Dorique, Ionique, Corinthian, 
Compound) 

 Pilasters 
 Vaults 

51-64   Appertitions 
64-78   Compartition 
78-81   Cover 

  Part two 
 

 II.2. Ornaments / beautifying the fabrique 
81-95   II.2.1. Choosing 

Rules: truth, grace, force, affection. 
95-114   II.2.2. Disposition 

Rules: interior, exterior, inferior arts. 
 
114-123 III. Conclusion 

Judging. Working backwards from Ornaments (first sight) to 
Situation and principal parts. 
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In his preface Wotton claimed to be influenced by 

Vitruvius, Alberti, Philander and Rivius. In the text he admitted to 

have drawn information from Philibert de L’Orme, Daniele 

Barbaro, Palladio, Bernardino Baldi and many others.36 Wotton 

started his treatise by stating the object of the architect: to build 

well. There are three conditions for building well: Commodity, 

Firmness, and Delight. The treatise is concerned with the rules and 

concerns for fulfilling these three conditions. Wotton wrote in the 

first lines of his treatise that for him, “the end must direct the 

Operation”, which is a rule that can be applied to all “Operative 

arts”.37 Wotton defined his subject; he distinguished three objects 

and announced the rules and advice, which will determine these 

objects.  

                                                 
36 Gualtherus Rivius was a German author who translated Vitruvius 
in his Zehen Bücher von der Architecture und künstlichen Bauen 
(1548), and who published Der furnembsten notwendigsten der 
gantzen Architectur angehörigen mathematischen und 
mechanischen Künst eygentlicher Bericht (1547). For Wotton 
references to these authors see Wotton, The Elements of 
Architecture, preface, pp. 13-15, p. 26, p. 62, p. 70. Bernardino 
Baldi (1533-1617), Italian mathematician, published two Latin 
editions of Vitruvius (Scamilli impares Vitruuiani in 1612 and De 
verborum Vitruuianorum significatione in 1649). Wotton stated to 
have drawn from his commentary on Aristotle’s Mechanica (1621). 
See Wotton, The Elements of Architecture, p. 49, p. 79. Wotton 
took the name of Baldi when he went to Scotland for the Duke of 
Tuscany in 1601. Disguised as an Italian named Octavio Baldi he 
went to warn the King of Scotland (the later King James of 
England) against a murder plot. See Pearsall Smith (1907), pp. 40-
49 and Walton, The Life of Sir Henry Wotton, [unpaginated]. 
Herbert Mitchell published a short analysis of the edition annotated 
by Wotton of Philibert Delorme’s Le Premier Tome de 
l’Architecture (1603) in 1994 in which he analysed Wotton’s notes. 
See Mitchell (1994). 
37 Wotton, The Elements of Architecture, p. 1. 
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Wotton divided his subject in two parts; the situation of a 

building and the building itself (the Worke). For each part he gave 

rules and advice to direct the reader. Wotton followed his general 

rule to always start with generalities and end with specifics 

throughout his whole treatise. In the part on Situation he started on 

the General figuration and ended with the Several parts. The part 

Worke is divided in the Principal parts and the Ornaments. The 

Principal Parts are divided in Materials and Forme, the latter being 

divided again in General Figuration and Principal Parts. In the 

section on Ornaments Wotton started with choosing and ended with 

the application of ornament. In general he offered advice on each 

subject, always beginning with some general cautions and finishing 

with some specific rules (see table).  

The third part offers a method of judging architecture. 

Wotton followed his own rule that the end must direct the operation 

and stated that the method of judging architecture is contrary to the 

method of composing, and one should work backwards, from 

specifics (ornaments) to essentials (main parts and the situation).  

II.1. The Situation of a Building 

Wotton started his treatise with the situation of a building. He 

divided this subject under two headings: the general situation and 

the situation of the parts of the building. Important points for a 

builder include “physical principles”, like the climate and soil of the 

building area, “astrological principles”, where Wotton warned the 

architect for earthquake areas, “oeconomical principles”, where he 

stressed the proximity of running water, woodlands and the 

accessibility of the place. He also described “optical principles”, 

where he referred to the “Royaltie of Sight”. Not only the house-
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owner’s eyes, but also the visitor’s eyes must be, as he described it, 

“fedde with extent and varietie”.38 As a final point Wotton warned 

about the unpleasantness of politics when it comes to choosing your 

neighbours, since one would not want to live next to someone of 

much higher rank than oneself, for that will mean one will always 

live “under brighter beames then his owne”.39 

In Wotton’s next heading, the placing of the parts, he 

reminded his reader of the work of the “High Architect” of the 

world, that is God, who designed the human body. One should 

always keep an image of the best in mind, which is God’s creation, 

man.40 It matters to Wotton to have an image of the best example in 

the mind’s eye and follow that example. In the human body all the 

members are distributed according to its use (the eyes at the top of 

the body, the legs and feet providing stability and movement) and 

still provide a harmonious whole. This ideal should guide the 

architect in the placing of the parts of the building. Since in all 

nature use is a defining criterion, it should be so in architecture too. 

For example, all studies and libraries should be placed towards the 

east, because, according to Wotton, “the morning is a friend to the 

Muses”. Rooms that require a cool temperature, as cellars, kitchens 

and pantries, should be situated on the north side of the building.41  

                                                 
38 Wotton, The Elements of Architecture, p. 2-5. 
39 Wotton,  The Elements of Architecture, p. 5. Note the emphasis 
on visuality in his choice of words ‘brighter beams’. 
40 Wotton, The Elements of Architecture, p. 7. 
41 Wotton would have found these prescriptions in Vitruvius, book 
VI. 
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II.2. The Principal Parts of the Building 

The second chapter of Wotton’s treatise is called Worke. This he 

divided into a chapter on the principal parts of the building and a 

chapter on the ornaments of the building. The chapter on the 

ornaments will be discussed later. The chapter on the Principal 

Parts of the building is sub-divided into two paragraphs: Materials 

and Disposition. The disposition is sub-divided again into the 

familiar parts of general disposition and specific parts of the 

disposition. Within the general disposition Wotton discussed the 

choice of geometrical figures like cubes, circles and ovals. In his 

discussion of the several parts of the building Wotton 

acknowledged his debt to Alberti, from whom he took the division 

of a building into five heads. Wotton distinguished the foundation, 

the walls, ‘appertions’ (openings like windows and doors), 

compartition (distribution of the parts), and cover (roof). This 

corresponded with Alberti’s division of the elements of architecture 

into walls, openings, situation & disposition, and the roof.42 Both 

authors defined columns as walls with openings and described them 

as a structural part of the building. 

The treatment of the principal parts alone consisted of 71 

pages and is the largest portion of the treatise. Here Wotton quickly 

went over the main concerns for the architect when it comes to 

materials. But, although an architect should not neglect the issues 

concerned with the choice and use of materials, Wotton stressed 

that this is more the business of a superintendent and not the 

architect’s, because - and here Wotton made a clear distinction - an 

                                                 
42 Van Eck (1998), p. 293 
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architect works on the ‘idea’ of the work, where form triumphs over 

matter.43 

In the chapter on the disposition of the several parts of a 

building Wotton touched on the five classical orders, roughly 

following Alberti again in his description. He criticised Vitruvius 

for mixing up natural reason and mathematical reason.44 Vitruvius 

for instance held that a column should be narrower at the top, which 

in Wotton’s opinion was strange because the eye already makes 

objects appear more slender as they grow higher. The opposite is 

true for another issue, where Vitruvius allowed fluted columns to be 

built narrower because our eye makes them appear stronger. But 

again, Wotton disagreed and argued that in this case the 

“mathematical” reason should precede because fluted columns are 

actually weakened by their fluting, and hence should be built 

bigger.45 

The paragraph on the compartition of a building, that is the 

“casting and contexture of the whole work”, is for Wotton the most 

important part in the description of the form of the building. First 

Wotton gave some general advice. Following Alberti, Wotton 

stated that above all, an architect must never be satisfied with a plan 

on paper alone, without carefully presenting his intentions in a 

model of the planned building. The model must be plain and 

simple, without any decoration or colour so that the “pleasure of the 

eye” cannot cloud the judgment. Wotton went on to describe the 

distribution of the ground area for the different rooms. He started 

from two principles, gracefulness and usefulness.  

                                                 
43 Wotton, The Elements of Architecture, p. 21. See also Baker-
Smith (1992), p. 33. 
44 Wotton, The Elements of Architecture, pp. 40-41. 
45 Wotton, The Elements of Architecture, p. 41. 
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Gracefulness in the distribution of the elements of a 

building could be attained, as in nature, through a correspondence 

between the parts and the whole and between the parts themselves. 

The correspondence between the parts and the whole meant that the 

rooms of a building should correspond to the whole idea of the 

building, so that there were “great rooms, great lights, great 

entrances and great pillars” in a great building. This referred to a 

correspondence between the different parts of the building, but at 

the same time also between inhabitant and building. For a great 

building housed a great man and there should never be any conflict 

between the “dwelling and the being”, because as Wotton later 

pointed out, “every mans proper mansion House and home” is an 

“Epitomie of the whole world”.46 Here we are led to the rhetorical 

concept of decorum, which is also described in some depth by 

Alberti.47 Onians quoted him on the subject: “that which we should 

praise first in an architect is the ability to judge what is 

appropriate”.48 

The second point Wotton mentioned in the distribution of 

the parts of a building is usefulness. With this notion he not only 

meant that the building consisted of enough rooms, and that they 

are laid out in a sensible manner, but also that it may appear “airie 

and spirituous, and fit for the welcome of cheerefull Guests”. 

Gracefulness and usefulness, then, are the two main notions on 

which a good distribution of the parts of a building should be based.  

Wotton concluded this part of his Elements with the roof 

or cover of the house, or as he described it: “ the House may now 

have leave to put on his Hatte”. The roof was for him the last in 

                                                 
46 Wotton, The Elements of Architecture, pp. 74, 82. 
47 See Onians (1988), pp. 150-157. 
48 Onians (1988), p. 151 [Alberti, de re aedificatoria, IX.10]. 
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execution, but the first in intention, because in the end all houses 

are primarily built for shelter.  

II.3. Ornament 

The decoration of architecture consists mainly of sculpture and 

painting, and Wotton first described how to choose them and then 

how to apply them. The main concerns in choosing decoration are 

that the decoration must be well designed, and secondly well 

coloured. In a good design there must be truth and grace.  

Truth refers to a natural rendering of the figures. Wotton 

explained that although truth seems a very clear concept in painting 

and sculpture, in fact it could be taken too far. He quoted a long 

passage from Quintilian which he felt was fitting for this subject. 

However, he did not interpret the passage correctly as Wotton 

believed Quintilian was writing about antique artists who worked in 

too realistic a manner, while in fact he illustrated the wide variety in 

styles of oratory, sculpture and painting. Wotton quoted Quintilian 

starting with the painters Polygnotus and Aglaophon:49 

The first Painters of name, whose Workes 

bee considerable for any thing more then 

onely Antiquitie, are said to have beene 

Polygnotus, and Aglaophon; whose bare 

Colourings (hee meanes I thinke in white 

and blacke) hath even yet so many followers, 

that those rude and first Elements, as it were 

of that, which within a while, became an 

                                                 
49 Wotton, The Elements of Architecture, pp. 90-94. Quintilian, 
Institutio Oratoria, XII.x.3-12 
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Arte, are preferred, before the greatest 

Painters that have beene extant after them, 

out of a certaine Competition (as I conceive 

it) in point of Judgement. After these, Zeuxes 

and Parasius not farre distant in age, both 

about the time of the Peloponesian Warre, 

(for in Xenophon wee have a Dialogue 

betweene Prasius and Socrates) did adde 

much to this Arte. Of which the first is said,  

to have invented the due disposition of 

Lights and Shadows;  

Light and dark are here considered as some of the main concepts of 

art as an imiatation of nature. Besides light and dark there was the 

line, or the drawing in art. Within drawing, Wotton read in 

Quintilian, artists like Zeuxis and Parasius exagerrated proportions 

or limited forms. A parallel was made between visual art and 

written art as both Zeuxis and Homer stressed the impressive 

character of their figures by exaggerating their appearance: 

The second, to have more subtilly examined, 

the truth of Lines in the Draught; for Zeuxes 

did make Limbes, bigger  then the life; 

deeming his Figures, thereby the more 

stately and Maiesticall; & therein (as some 

thinke) imitating Homer, whom the stoutest 

forme doth please, even in Women. On the 

other side, Parasius did exactly limit al the 

Proportions so, as they call him the Law 

giver, because in the Images of the Gods and 
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of Heroicall Personages, others have 

followed his Paternes like a Decree;  

But other painters stood out for their skills in proportion, invention 

or grace: 

But Picture did most flourish, about the daies 

of Philip and even to the Successours of 

Alexander; yet by sundry habilities; for 

Protogenes, did excell in Diligence; 

Pamphilus and Melanthius in due 

Proportion, Antiphilus in a Franke Facilitie; 

Theon of Samos, in strength of Fantasie and 

conceiving of Passions; Apelles, in Invention, 

and Grace, whereof hee doth himselfe most 

vaunte; Euphranor, deserves admiration, 

that being in other excellent studies, a 

principall Man, he was likewise a wondrous 

Artizan, both in Painting and Sculpture.  

In sculpture there are similar varieties in skill and style: 

The like difference we may observe among 

the Statuaries; for  the workes of Calon and 

Egesias were somewhat stiffe, like the 

Tuscan manner; Those of Calamis not done 

with so cold stroakes; And Myron more 

tender then the former; a diligent Decency in 

Polycletus above the others, to whom though 

the highest prayse bee attributed be the most, 

yet lest he should goe free from exception, 

some thinke hee wanted solemnesse; for as 



 87 

he may perchance be sayd to have added a 

comely dimension to humane shape, 

somewhat above the truth; so on the other 

side, hee seemed not to have fully expressed 

the Maiesty of the Gods: Moreover, hee is 

sayd not to have medled willingly with the 

graver age, as not adventuring beyond 

smooth cheekes: But these vertues that were 

wanting in Polycletus, were supplied by 

Phidias and Alcmenes, yet Phidias was a 

better Artizan in the representing of Gods, 

then of Men; and in his workes of Ivorie, 

beyond all emulation, even though hee had 

left nothing behinde him, but his Minerva at 

Athens, or the Olympian Jupiter in Elis, 

whose Beautie seemes to have added 

somewhat, even to the received Religion; the 

Maiestie of the Worke, as it were equalling 

the Deity. To Truth, they affirme Lysippus 

and Praxiteles, to have made the neerest 

approach: for Demetrius is therein 

reprehended, as rather exceeding then 

deficient; having beene a greater aymer at 

Likeness, then at Loveliness. 

This is that witty Censure of the ancient 

Artizans, which Quintilian hath left us […].50  

                                                 
50 Wotton, The Elements of Architecture, pp. 91-94. 
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In the description of the styles of various artists, some exaggerated 

forms, others limited shapes and thereby some stayed closer to 

nature than others. Wotton continued with the artist mentioned last, 

Demetrius, who was deemed ‘too naturall’. Wotton also found this 

in more modern artists such as Dürer and Michelangelo. Dürer 

represented too much of “that which was” and stayed close to 

‘common nature’, while Michelangelo expressed too much of “that 

which should be” and stayed close to ‘absolute nature’. Both 

manners of painting resulted, according to Wotton, in a certain 

rigidity and lack of gracefulness.51 

After the description of Truth, Wotton progressed to 

Grace, which is described as a “certaine free disposition […] 

answerable to that unaffected frankness of Fashion in a living 

bodie” and so added beauty to any object.52 

The application of colour in painting consists of force and 

affection. Force means the body an artist can give to painted 

figures, usually made clear by adding dark or light tones to the 

bordering lines of a figure. Also there should be no doubt about 

where the figure begins and where it ends, so that the placing of the 

figure is clear. Lastly, a well-coloured painting should have 

affection, which refers to the rhetorical quality of liveliness; as if 

the figures in the painting were acting on a stage. The referene to 

the stage (again) underlines the importrance for the painter to get 

his message across. Figures on a stage show in a clearer manner 

than real life sometimes does what is going on in a scene. Here 

Wotton reminded the reader that a laughing face can be changed 

into a crying face with the least touch of the pencil. The 

                                                 
51 Wotton, The Elements of Architecture, pp. 94-95. 
52 Wotton, The Elements of Architecture, p. 86. 
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“coincidence of extremes” reminded Wotton of Cardinal Cusanus’s 

work, who made clear how close together a straight line and a circle 

lie.53 For Cusanus God is made up out of extreme opposites: “For 

God himself is the likeness of like and the unlikeness of the unlike, 

the opposition of opposites, the contrary of contraries. For He 

gathers and composes all these by beautiful and inexpressible 

harmony into one concord”.54 

The next heading is the location of decoration, where 

Wotton first touches on some general rules on the exterior 

decorations and then on the interior decoration. The placing of 

interior paintings should follow four rules: first, that there should 

never be too many pictures in one room; second, that decoration 

should be illuminated sparsely, as in nature by only one light. 

Third, that one should take into consideration in which light the 

artist worked so that the effect is the most natural. Lastly that one 

should dispose decoration according to its quality. This means to 

put landscape pictures in summerhouses or rooms facing a garden, 

and graver scenes should decorate galleries.55 

The placing of sculpture lead to the following precautions. 

One should be modest, since a house should never look like a 

“Cabbinet”, that is a display of a collection, and Wotton added, 

“Moral Philosophy, which tempereth Fancies is the Superintendent 

                                                 
53 Wotton, The Elements of Architecture, pp. 88-89. Cusanus, or 
Nicholas of Cusa (1401?-1464), German humanist, scientist, 
statesman, and philosopher, from 1448 cardinal of the Roman 
Catholic Church. He who wrote on the coincidence of extremes, 
which relates to his theory on vision and beauty as described in his 
De visione Dei sive de icona (1453) in which the idea of the vision 
of God is introduced with the example of an ‘icon’ or picture. See 
Smith (1992), pp. 95-96; Watts (1982). 
54 Quoted from Smith (1992), pp. 95-96. 
55 Wotton, The Elements of Architecture, pp. 97-101. 
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of Art”.56 Secondly, one should offer a visitor a modest welcome. 

For a first impression a Doric architectural order seems more 

appropriate than a Corinthian. He described an example of an 

entrance where the “great Doore, be Arched, with some brave 

Head, cut in fine Stone or Marble for the Key of the Arch, and two 

Incumbent Figures gracefully leaning upon it, towards one another, 

as if they meant to confere; I should think this a sufficient 

entertainment, for the first Reception, of any Iudicious Sight, which 

I could wish seconded, with two great standing Statues on each 

Side of a paved way that shall leade up into the Fabrique, So as the 

Beholder at the first entrance, may passe his Eye betweene them”.57 

First impressions count and sculpture can easily be applied too 

abundantly, suggesting an inappropriate immodesty of the owner of 

the house. A moderation in the use of sculpture is therefore 

necessary in the front of a house and its entrance structure. A 

display that is too bold of statues and sculpture might be more 

appropriate for places like Athens and Rome in their heighdays 

where, according to Wotton, there was an abundance of 

“Magnificent and Majesticall Desires” in every common person 

according to their fortunues.58 

A third consideration in the placing of sculpture concerns 

the colouring of the niches in which sculpture is placed, for which 

Wotton recommended a “Duskish Tincture”, rather than an 

“absolute blacke”, because our sight is not used to extremities.59 

The next consideration also takes vision into account when it 

recommended closeness for delicate and fine sculpture and visual 

                                                 
56 Wotton, The Elements of Architecture, p. 103. 
57 Wotton, The Elements of Architecture, p. 103. 
58 Wotton, The Elements of Architecture, p. 106. 
59 Wotton, The Elements of Architecture, p. 104. 



 91 

distance for cruder work. A fifth and last consideration is related to 

this, as it recommended the high placed figures to bend a little 

forward because, and here Wotton followed Vitruvius,  

the visual beame of our eye, extended to the 

Head of the said Figures, being longer then 

to the Foote, must necessarily make that part 

appeare farther; so as to reduce it to an erect 

or upright position, there must be allowed a 

due advantage of stooping towards us.60 

Next Wotton continued with the description of the “Inferior Arts” 

like mosaics, sculpture, garden ornaments and design and such. 

This concludes the part on ornaments. 

II.4. Judging Architecture 

Wotton finished his treatise with a chapter on method. He described 

it as a methodical direction of criticizing built architecture. Since in 

approaching a building our first sight is caught by the ornaments, 

the method of criticism is contrary to the method of composing. 

One works from the ornaments to “the more essential members till 

at last hee be able to forme his Conclusion, that the Worke is 

Commodious, Firme, and Delightful; which (as I said in the 

beginning) are the three capitall Conditions required in good 

Buildings, by all authors ancient and modern”.61 Wotton described 

some other ways of censuring, such as Vasari’s which compared the 

whole building to the shape of a man, or that of Vitruvius which 

divided up his subject in six considerations (ordinatio, dispositio, 

                                                 
60 Wotton, The Elements of Architecture, p. 105. 
61 Wotton, The Elements of Architecture, p. 116. 
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eurythmia, symmetria, decor, distributio) which make up the whole 

art of building.62 

III. ANALYSIS OF THE ELEMENTS OF ARCHITECTURE 

III.1. Rhetorical models used in The Elements of Architecture 

In this section I will give an outline of the structure of The Elements 

of Architecture. While doing this I will attempt to find the model 

Wotton used to structure his treatise. In the preface to The Elements 

Wotton stated his goals. After acknowledging his debt to Vitruvius 

and Alberti he claimed there are two ways to discuss his subject. 

One way is a historical way, as Vasari used in his Lives. The other 

way is ‘logicall’. Wotton explained this as a way in which the 

“rules and cautions” of the subject can be formulated 

systematically. He explained that examples will only function as 

illustrations of the rules, and examples can only be judged if the 

rules precede the examples in the text. 

The first part of The Elements starts with a definition. 

Wotton stated: “In Architecture as in all other operative Arts, the 

end must direct the Operation. The End is to build well”. So after 

stating his goals in the preface, Wotton now mentioned his subject. 

This is architecture, and the goal of each architect must be to build 

well. To achieve this, the method must be teleological, that is based 

on the goal. In order to arrange the rules and cautions of 

architecture into a method, Wotton needed to organize these rules, 

that is, to impose a hierarchy. The rules of architecture are based on 

the aim of every architect, which is to build well. The three 

                                                 
62 Wotton, The Elements of Architecture, pp. 117-120. 
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conditions for this are derived from Vitruvius: commodity, 

firmness, and delight.63 Even though Wotton subsequently divides 

his book in two parts, once can distinguish a rough parallel with the 

Vitruvian triad of firmitas, utilitas and venustas. In part one of The 

Elements of Architecture Wotton discussed the situation of a 

building, and the building itself. One can interpet these parts of his 

treatise as roughly following the Vitruvian principles of commodity 

and firmness. Vitruvius however describes the two principles quite 

differently because firmness mostly refers to foundations and 

building materials and commodity to the use of the building and the 

disposition and allocation of space.64  

The second part of Wotton’s text discusses ornament,  but 

nowhere does he refer to beauty or delight. He does not define 

beauty and certainly does not state that beauty derives from 

Proportion, symmetry and disposition such as Vitruvius precribes. 

.65 Wotton does not present ornament and beauty as related topics. 

Wotton suggested that ornament can provide the onlooker with 

associations, and so to speak ‘set the scene’ for the visitor. 

Ornament is something added to the building that can help with 

evoking the intended image in the onlooker’s mind. In his tract he 

discussed the situation and the parts of a building, and a large part 

of his tract is devoted to ornament. But nowhere did Wotton refer to 

beauty or how to achieve that. So although Wotton starts his tract 

with a reference to Vitruvius’ definition of architecture, nowhere 

did Wotton actually enlarge upon this any further and a parallel 

                                                 
63 Vitruvius, The Ten Books on Architecture, I.3.2. 
64 Vitruvius, The Ten Books on Architecture, I.3.2. 
65 Wotton, The Elements of Architecture, p. 82, 88, 103. See also 
section III.4. 
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between Wotton’s division of his tract and Vitruvius’ triad should 

therefore not be sought.66   

Wotton first dealt with the situation of a building, secondly 

with the building itself, and finally he discussed the decoration of a 

building. Apart from this teleological structure, Wotton 

consequently followed another guideline throughout, which is to 

state general rules first, and particular cases last. In this he deviates 

significantly from Vitruvius much looser treatment of his topics. 

The first chapter on the situation of a building is sub-divided into a 

paragraph on the general situation, and a paragraph on the situation 

of specific parts. Similarly, the second chapter on the building itself 

is sub-divided into a paragraph on the choosing of the materials and 

a paragraph on the particular disposition of these materials in the 

specific parts of a building. The chapter on ornaments is divided 

into a paragraph on the choice, and a paragraph on the disposition 

of ornaments. 

So although Wotton considered the Vitruvian triad as the 

condition of all good architecture, he in fact followed a different 

structure. In all three chapters Wotton worked from the selection of 

the general material (landscape, building material, decoration 

material) to the right application of this material in a building. He 

divided his treatise not only into these three parts, but made another 

division between the situation of the building (chapter one) and the 

building itself (chapter two), and a third division between the 

building (part one) and its ornaments (part two). 

                                                 
66 See for Vitruvius and his definition of architecture Ingrid D. 
Rowland’s introduction in her  translation of Vitruvius’ text (1999) 
and also Wilson Jones (2000), pp. 44-45. Vitruvius, The Ten Books 
on Architecture, I.3.2.  
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III.1.a. Architecture as a Productive Art 

What model did Wotton use for structuring his treatise? The first 

line of his treatise already gives a clue. Wotton considered 

architecture as an “Operative Art”. This draws on the Aristotelian 

tradition in which the arts and sciences are divided into three 

categories (universal arts, the sciences, and the operative arts).67 

Wotton, however, clearly stated in his preface that he drew on 

Alberti and Vitruvius in his Elements. But Vitruvius was more a 

“master of proportion, than of method”, so for the method Wotton 

had to rely on Alberti.68 Alberti’s De re aedificatoria (1485) was 

not structured according to Vitruvius’s De architectura, as was 

recently argued by Caroline van Eck.69 Instead the main structure of 

Alberti’s treatise followed the traditional structure for a productive 

art as described by Plato and Aristotle. Alberti structured his 

treatise, in which he sought to supply architecture with a method 

and thereby raise its status from the mechanical arts to the liberal 

arts, according to the system of definition – parts - causes and 

effects.  First he defined his subject and discussed the nature of 

building itself (lineaments, materials, work of building), secondly 

he divided his subject into parts and treated the different categories 

of buildings (public and private, sacred and secular) and lastly he 

analysed the causes and effects of beauty and harmony and the 

norms of good architecture (firmness, commodity, and delight).70 

The choice of his method was based on his goal, which was, 

according to Van Eck “an enquiry into the principles of architecture 

                                                 
67 Van Eck (1998), p. 287; Aristotle, Nicomachean Ethics, VI.iv.2-
6. 
68 Wotton, The Elements of Architecture, p. 2. 
69 Van Eck (1998). 
70 Van Eck (1998), pp. 285, 293-4. 
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considered as an essential contribution to civilized society”.71 He 

then used the traditional method prescribed by Socrates in the 

Phaedrus for an inquiry into the true nature of eloquence or any 

other productive art. He could draw on Aristotle, Plato and 

Quintilian as a model for his treatise on architecture, since 

rhetorical handbooks were the only books that offered him a 

systematic treatment of an art. 

Wotton’s division of his subject, architecture, clearly 

followed the same structural outline as Alberti’s text, the classical 

rhetorical handbooks and hence, the traditional structure of a text on 

a productive art as prescribed by Aristotle. Wotton often 

acknowledged Alberti’s De re aedificatoria as his model, but was 

certainly familiar with most classical rhetorical handbooks. He 

regularly referred to Quintilian, who he called the “elegantest and 

soundest of all Roman pens” as we have seen, and quoted a long 

passage from the Institutio Oratoria on the variety of styles in his 

Elements of Architecture.72 The structure used in the classical 

rhetorical handbooks, such as Cicero’s De Oratore, Aristotle’s 

Rhetoric or Quintilian’s Institutio Oratoria, can clearly be 

discerned behind the structure of The Elements of Architecture.  

III.1.b. Genus and Species 

Wotton began his treatise with the situation of a building. He stated 

that he was going to discuss the precepts belonging to this subject, 

and he will divide this chapter into rules that refer to the general 

structure (or “Totall Posture” as he called it) and rules that refer to 

                                                 
71 Van Eck (1998), p. 292. 
72 Wotton, A Philosophical Survey, pp. 82-3; Wotton, The Elements 
of Architecture, p. 90-94; Quintilian, Institutio Oratoria, XII.x.3-
12. 
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the location of particular parts. Wotton worked from generalities to 

particulars throughout his whole treatise, as mentioned above. This 

too, is derived from classical examples. Aristotle stated that within 

the traditional structure of definition – division – causes and effects 

one must work from generalities to particulars.73 This system of 

“definition by analytical subdivision” into genus and species was 

used throughout classical literature on productive arts.74 Quintilian 

divided rhetoric into three genera. Other stylistic variations or 

species would fall under these three genera.75 In every chapter in 

the Elements Wotton started with the general subject matter, 

landscape, building or decoration, and continued in a second 

paragraph with the application and disposition of this material. He 

thus divided his subject into three genera, and subsequently 

analysed their particulars. 

III.1.c. Invention and Disposition 

As in rhetorical handbooks, theory followed practice in Wotton’s 

treatise: the structure of rhetorical treatises followed the order of the 

actual process of writing and delivering a speech. That means that 

in the exposition of the art of rhetoric Quintilian began with the 

invention, or the assembling of the material, followed by the 

disposition, the ordering of the material and then continued with 

elocution, memory and action, which is the same order as 

recommended for writing and delivering a speech. Wotton, and 

Alberti in his first three books, followed the same structure. Besides 

the first structural method, in which Wotton used the rhetorical and 

Aristotelian triad of definition – division – causes and effects, there 

                                                 
73 Quoted from Wright (1984), p. 53 [Aristotle, Physica, 184 a]. 
74 Wright (1984), p. 53. 
75 Quintilian, Institutio Oratoria, III.iv.14-15. 
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is a second structural line used within this first structural method. 

This second structuring principle follows the practice of building, 

and is inspired by the guidelines of rhetorical handbooks, which 

used the practical system of invention – disposition – elocution, 

which follow the order of writing a speech. 

 

III.1.d. Structure and Ornament 

In Wotton’s text there are two parts, clearly separated, which 

analyse structure and ornament. The parallel division within 

rhetoric between res, the subject matter of a speech, and verba, the 

verbal representation of the subject matter, seems tempting. But 

nowhere did Wotton point out any parallel with language or speech. 

It also seems that the style and the experience of architecture not 

only consists of the applied ornaments (although that is an 

important part of it), but certainly as well of the correct application 

of other factors for a successful building, that is, the situation in the 

landscape, the choice of building materials and the disposition of its 

main parts. The ‘beautifying of the fabrique’ added to the main 

structure was already described. Ornament added character to the 

building, a character which can tell the visitor something about its 

inhabitant or owner. It added associations to the structure, 

   
Definition 

 
Ars   Division……………  I. Seate ……………… Invention - Disposition 
               Causes & Effects        
   (generalities to particulars) 

II.1. Principal parts…….. Invention -  Disposition 
 

    II.2. Ornament…………. Elocutio 
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associations “according to the degree of the Master”.76 Therefore 

ornament can better be compared with the rhetorical figures of 

speech, used to enliven the speech and highlight parts of it.77  

III.1.e. Ars - Artifex 

In the final chapter Wotton stressed that an architectural critic 

should always start with examining himself first, so as to rule out 

any unfair prejudices. This exposition of the character of the critic 

corresponds with the last chapters of Quintilian’s Institutio 

Oratoria, where he discussed the duties and character of a good 

orator. Even though Wotton labelled his last chapter a “chapter 

touching method”, one can consider this last part practical. After 

dividing his subject into parts and principles, and treating all the 

elements of these parts, Wotton described how to apply these 

elements in the process of judging architecture. A treatise on 

painting, published 26 years before Wotton’s treatise followed the 

same structure. In Lomazzo’s Trattato dell’arte della pittura 

(1584), partially translated by Robert Haydocke in 1598, the author 

stated the structure of his treatise and continued by writing that he 

had added “a sixth booke, wherein I will handle that Practically, 

which in the five former bookes is taught Theoretically, because the 

order of Teaching requireth, that the Practice should follow the 

speculation”.78  

In dividing his elements of architecture, Wotton decided to 

follow the practice of the critic who is confronted with the 

decoration of the building first. From there, a critic can study the 

building further and find the principal parts and its general layout.  

                                                 
76 Wotton, The Elements of Architecture, p. 82. 
77 Wotton, The Elements of Architecture, p. 82. 
78 Lomazzo, A Tracte Containing the Artes, p.11. 
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He seems to peel the layers of the building away and ends up with 

the essential parts. The treatment of the elements of architecture, 

then, work from the inside out, and starts with the general elements 

and works itself outwards to the parts and the added decoration. In 

this Wotton also followed the practice of the architect, who begins 

with the collection of his material, then orders and arranges it and 

finally beautifies it. This is the same structure as rhetorical 

handbooks used in order to describe the art of rhetoric: invention, 

disposition and elocution are there three elements of designing a 

speech. As the structure of Wotton’s treatise is based on rhetorical 

guidelines for writing, so the actual vocabulary that these rhetorical 

writings used can also be found in the Elements. An analysis of 

Wotton’s use of this vocabulary will be presented in the next 

section. 

III.2. Rhetorical Vocabulary used in The Elements of 

Architecture 

III.2.a. Proportion and harmony 

Architecture, music and painting have taken over various terms 

from rhetorical vocabulary. In music alone one can find words like 

theme, motive, phrase, metrics, rhythm, period, exposition, episode, 

accent, figure, style, composition.79 A similar situation can be found 

in the other arts. Quintilian described the ideal orator’s education as 

one that includes of most liberal arts, including music and 

geometry. Especially music can be a very helpful art to the orator 

since he stated “Give me the knowledge of the principles of music 

                                                 
79 Vickers (1989), p. 361. 



 101 

which have power to excite or assuage the emotions of mankind”.80 

Or later in his treatise: “the studies of [musical] structure is of the 

utmost value, not merely for charming the ear, but for stirring the 

soul”.81 Cicero argued in his Orator that speech and music had the 

same sensory (and persuasive) effect.82  

In the description of doors and windows, or the “Inlets of 

Men and Light”, Wotton followed Alberti’s rules for proportioning 

these openings. Alberti, Wotton wrote, used a rule from the School 

of Pythagoras in which the “image of things [is] latent in numbers”. 

In short, according to this rule, the proportions used in sound can be 

applied to visible things. So a harmony of sight follows the same 

proportions as a harmony of sound. According to Wotton, the “two 

principall Consonances that most ravish the Eare”, are the fifth and 

the Octave. These come from a proportion of 2:3 and 1:2. If these 

musical proportional rules are applied to windows and doors, 

Wotton argued, “there will indubitably result from either, a graceful 

and harmonious contentment, to the Eye”. 83 For Wotton harmony 

consisted in correct proportions. Proportions were right when 

applied in analogue to the divine order of nature, which is 

mathematical in character. Nature and man were ideal examples of 

this divine nature. Hence Wotton recommended distributing the 

parts of a building according to the composition of man.84 Only 

when an architect is aware of the mathematical causes and effects 

of his craft can he “ravish the beholder by a secret harmony in the 

proportions”.85 The final end of harmony and right proportions, 

                                                 
80 Quintilian, Institutio Oratoria, I.x.31. 
81 Quintilian,  Institutio Oratoria, IX.iv.9. 
82 Smith (1992), pp. 93-94. 
83 Wotton, The Elements of Architecture, pp. 52-54. 
84 Wotton, The Elements of Architecture, pp. 29, 39, 117. 
85 Wotton, The Elements of Architecture, pp. 21. 
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however, is the ‘ravishment’ and ‘contentment to the eye’ and, as 

such, Wotton emphasized the viewer and not the building. 

Wotton drew on Alberti and indirectly on Pythagoras to 

include musical structuring in the art of the architect, claiming the 

similarity between the concept of harmony in both arts. This fits the 

Neoplatonic world view that God’s principles are applied and can 

be found in nature and man. Man will be able to recognize the 

harmony of these principles with human nature and the human 

body. Nature, man, arts and science, then, all share the same basic 

principles and hence can draw on its respective rules. In his Survey 

on Education, Wotton stated that  

generally, in Nature, the best outward 

shapes are also the likeliest to be consociated 

with good inward faculties: for this 

Conclusion hath somewhat from the Divine 

Light: since God himself made this great 

World (whereof Man is the little Model) of 

such Harmonious Beauty in all the parts, to 

be the Receptacle of his perfect Creature.86  

The distribution of the parts of the human body, the parts of a 

speech or the parts of a building should all follow the same 

principles, and only then harmony exists. Wotton encouraged the 

architect to be more than a “vulgar artizan” and reminded his reader 

that Vitruvius recommended an architect to be “a diver into Causes 

and into the Mysteries of proportion”.87 Drawing on Alberti Wotton 

located these causes and mysteries of proportions in the 

                                                 
86 Wotton, A Philosophical Survey, p. 79. See also Koenigsberger 
(1979), pp. 2-41; Kraye (1988), p. 312; Sharpe (2000), pp. 43-46; 
Tillyard (1950), p. 25, pp. 60-73. 
87 Wotton, The Elements of Architecture, p. 55. 
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mathematical structure of harmony which also underlies musical 

harmony. These ideas came from Plato’s Pythagorean philosophy 

which became more popular during the Renaissance. John Dee 

described the all-covering value of mathematics in his 1570 preface 

to Euclid’s Elements of Geometry like this:  

Number hath a treble state: One, in the 

Creator, an other in every Creature (in 

respect of his complete constitution); and the 

third, in spirituall and Angelicall Myndes, 

and in the Soule of man.88  

He quoted the Roman philosopher and statesman Boetius (c.475–

525 A.D.),  in his preface, writing 

By Numbers propertie therefore, of us by all 

possible meanes (to the perfection of the 

Science) learned, awe may both winde and 

draw our selves into the inward and deepe 

search and vew, of all creatures distinct 

virtues, natures, properties, and Formes. And 

also, farder, anise, clime, ascend and mount 

up (with speculative winges) in spirit, to 

behold in the Glas of Creation, the Forme of 

Formes, the Exemplar of all thinges Numerable, 

both visible and invisible, mortall and 

immortall, Corporall and Spirituall.89 

In De re aedificatoria Alberti stressed the importance of musical 

structuring when composing a building. Inspired by Cicero Alberti 

                                                 
88 Dee, Mathematical Preface. 
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believed that the same mathematics that were at the basis of 

pleasing music were at the basis of the pleasures of the eyes and 

mind.90 For Wotton, the role of mathematics was less formally 

structured, but it played an important role in the principles of order, 

harmony and beauty, innate in all parts of nature and in man. His 

prescriptive rules for proportion are derived from rhetorical rules on 

harmony and proportion which in turn are based on Plato’s 

Pythagorean philosophy of music and mathematics. 

III.2.b. Congruity 

In the distribution of the parts of a building Wotton stated that 

“gracefulness” can only consist in a “double Analogie or 

correspondencie. First, between the Parts and the Whole […]. The 

next betweene the Parts themselves”.91 This concept closely follows 

Alberti’s words when he described the concept of concinnitas, or 

closely knit unity in his De re aedificatoria.92 Wotton described that 

a building should be composed like the members of a human body, 

“for surely, there can be no Structure, more uniforme, then our 

Bodies in the Whole Figuration: Each side, agreeing with the other, 

both in the number, in the qualitie, and in the measure of the 

Parts.”93 This concept is close to Vitruvius’s description of 

symmetria and dispositio, but more to Alberti’s claim (who 

followed Cicero in this) that a building should be composed like a 

human body. Beauty can then only exist when there is “a reasoned 

harmony of all the parts within a body, so that nothing may be 

                                                 
90 Tavernor (1998), p. 47 [Alberti, de re aedificatoria, IX.5] 
91 Wotton, The Elements of Architecture, p. 66. 
92 See Tavernor (1998), pp. 43-46; Van Eck (1998), p. 290. Alberti 
describes the concept of concinnitas in his book IX chapter v of his 
De re aedificatoria. 
93 Wotton, The Elements of Architecture, 21. 
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added, taken away or altered, but for the worse”.94 The notion of a 

body, a human body which is the ideal model for any work of art is 

a frequent and important theme in rhetoric. Quintilian mentioned 

that the parts of a speech “must form a body, not a congeries of 

limbs”.95 The composition of a building is used by him to illustrate 

the problems common to architecture and rhetoric:  

But just as it is not sufficient for those who 

are erecting a building merely to collect stone 

and timber and other building materials, but 

skilled masons are required to arrange and 

place them, so in speaking, however 

abundant the matter may be, it will merely 

form a confused heap unless arrangement be 

employed to reduce it to order and to give it 

connexion and firmness of structure. Nor is it 

without good reason that arrangement is 

treated as the second of the five departments 

of oratory, since without it the first is useless. 

For the fact that all the limbs of a statue have 

been cast does not make it a statue: they 

must be put together; and if you were to 

interchange some one portion of our bodies 

or of those of other animals with another, 

although the body would be in possession of 

                                                 
94 Quoted from Tavernor (1998), p. 43 [Alberti, de re aedificatoria, 
IX.5.]. 
95 Quintilian, Institutio Oratoria, VII.x.17. 
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all the same members as before, you would 

none the less have produced a monster.96 

 
Disposition is the design activity shared by rhetoric and 

architecture, and the foundation of sound structure in both arts. 

III.2.c. Decorum 

Throughout The Elements of Architecture the concept of 

appropriateness, or decorum plays an important part. According to 

Wotton every great house should have corresponding great rooms, 

lights, entrances and pillars, “in summe, all the members great”.97 

Unwritten, but equally important is the modesty of a house for the 

less fortunate. In Italian houses, Wotton observed, there is a lack of 

privacy which does not correspond with the reserved character of 

the Italian people. Wotton argued that there should never be a 

conflict between the “Dwelling and the Being”.98 In his chapter on 

decoration, he stated his opinions even clearer: 

Every Mans proper Mansion House and 

Home, being the Theatre of his Hospitality, 

the Seate of Selfe-fruition, the Comfortablest 

part of his own Life, the Noblest of his 

Sonnes Inheritance, a kinde of private 

Princedome; Nay, to the Possessors therof, 

an Epitomie of the whole World: may well 

deserve by these Attributes, according to the 

                                                 
96 Quintilian, Institutio Oratoria, VII.pr.1-3. 
97 Wotton, The Elements of Architecture, pp. 66-67. 
98 Wotton, The Elements of Architecture, p. 74. 
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degree of the Master, to be decently and 

delightfully adorned.99 

So the decoration of a house should always be applied “according 

to the degree of the Master”, in other words, it should be as rich and 

luxurious as the house owner is wealthy, and as stately as he is 

modest. Which ‘degree’ a house owner can assume is described by 

Wotton in evocative words. A man’s house is, according to Wotton, 

the symbol of his life, his rank and his morals and should be 

adorned accordingly. Next Wotton embarks on a description of the 

different ways to adorn a building, the two most important being 

painting and sculpture. 

Earlier in his treatise Wotton had discussed the classical 

orders of architecture. He treated them under the head of Walls, as 

he considered them ‘intermitted walls’.100 

The intermissions (as hath beene sayd) are 

either by Pillars, or Pylasters.  

Pillers which we may likewise call Columnes 

(for the word among Artificers is almost 

naturallized) I could distinguish into Simple 

& Compounded. But (to tread the beaten and 

plainest way) there are five Orders of Pillers, 

according to their dignity and perfection, 

thus marshalled: 

The Tuscan 

The Dorique 

The Ionique 

The Corinthian 
                                                 
99 Wotton, The Elements of Architecture, p. 82. 
100 Wotton, The Elements of Architecture, p. 29.  
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And the Compound Order, or some call it 

the Roman, others more generally the Italian.  

In which five Orders I will first consider their 

Communities, and then their Proprieties.101 

Wotton “marshalled” the orders in the usual order “According to 

their dignity and perfection”. The choice of the word ‘marshall’ 

could give the reader the first indication of how Wotton viewed 

these orders, since this is a heraldic term. The orders are 

‘marshalled’ according to their ‘dignity’, which suggests first an 

anthropomorphical reading and subsequently an ethical connotation 

attached to the classical orders. The description of the different 

orders will strengthen this suggestion further. 

Wotton ordered the five classical orders of architecture 

according to their ethical connotations and social status, and 

labelled the orders as ‘characters’.102 He followed Vitruvius, who 

developed the ethical connotations for the Doric, Ionic and 

Corinthian orders in the first place.103 The first order Wotton 

discussed is the Tuscan, and Wotton described it as a “plain, 

massie, rurall Pillar, resembling some sturdy well-limmed 

Labourer, homely clad”.104 The use of the term ‘rural’ distinguished 

its “rank” among the other orders. Again, the term ‘rank’ fits in 

with the anthropomorphical, hierarchical and ethical image Wotton 

painted of the use of the orders, together with the earlier use of 

terms like ‘marshalling’ and ‘dignity’.  

The second order, the Doric order, is described as “the 

gravest that hath beene received into civill use, preserving, in 

                                                 
101 Wotton, The Elements of Architecture, pp. 29-30. 
102 Wotton, The Elements of Architecture, p. 37. 
103 Vitruvius, The Ten Books on Architecture, IV.i. 
104 Wotton, The Elements of Architecture, p. 33. 
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comparison of those that follow, a more Masculine Aspect, and 

little trimmer then the Tuscan that went before”. Again Wotton 

placed this order in the hierarchy, and designated it the “lowest  by 

all Congruity, as being more massie then the other three, and 

consequently abler to support”.105 Wotton still gave the order an 

ethical, almost human, character, which makes it very clear how 

and when to use it. But, he stated, “to discerne him, will bee a peece 

rather of good Heraldry, then of Architecture: For he is best 

knowne by his place, when he is in company, and by the peculiar 

ornament of his Frize […] when he is alone.”106 This explains 

Wotton’s use of the term ‘marshalling’ when organizing the 

classical orders. 

Wotton continued with the Ionic order, which he 

characterized as representing “a kinde of Feminine slendernesse, 

[…] not like a light Housewife, but in a decent dressing, hath much 

of the Matrone”. The Corinthian order is much richer, “in short, As 

Plainenesse did characterize the Tuscan, so much Delicacie and 

Varietie the Corinthian Pillar”.107 The last Compounded or 

Composite order is “nothing in effect, but a Medlie, or an Amasse 

of all the precedent Ornaments, making a new kinde, by stealth, and 

though the most richly tricked, yet the poorest in this, that he is a 

borrower of all his Beautie”.108  

The term decorum was used by Vitruvius in his ten books 

on architecture, but it has a history in rhetoric. Decor and its Greek 

equivalent propriety (to prepon) had a general meaning, which over 

time has been used in a general way. Decor permeated the whole of 

                                                 
105 Wotton, The Elements of Architecture, p. 35. 
106 Wotton, The Elements of Architecture, p. 36. See also Hart 
(1993). 
107 Wotton, The Elements of Architecture, p. 38. 
108 Wotton, The Elements of Architecture, p. 38. 
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Classical ethics and behaviour. Decorum has acquired a more 

specialised meaning in rhetoric and in the Renaissance in the visual 

arts, meaning suitability and approprietness.109 Aristotle has 

described the term decorum extensively in his Ethics and Rhetoric 

and described it as that what is natural and fitting.  

Traditionally it was linked with music and rhetoric where 

it pointed towards the appropriate choice of style.110 Cicero applied 

the concept of decor in his De officiis where he insisted “rich and 

important people should live in impressive houses”.111 Cicero 

stressed the importance of the rank of the house owner in relation to 

his house. Especially when taking over someone else’s house one 

needs to make sure that one dwells not on another man’s fortunes. 

“For it is unpleasant, when passers-by remark: “O good old house, 

alas! How different the owner who now owneth thee!” And in these 

times that may be said of many a house!”112 And he continues later: 

“One must be careful, too, not to go beyond proper bounds in 

expense and display, especially if one is building for oneself”.113 

Quintilian described the rules and advice concerning 

decorum extensively in his Institutio Oratoria. When choosing the 

style of a speech, one needs to take into account the situation, the 

subject and the persons concerned. Any ornaments applied to the 

speech should be adapted to the matter at hand.114 He stressed the 

importance of the right choice quoting Cicero’s De oratore, since 

“one single style of oratory is not suited to every case, nor to every 

                                                 
109 See Payne (1999), pp. 52-56; Oxford Latin Dictionary (1968), 
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110 See Payne (1999), pp. 52-56. 
111 Cicero, De officiis, I.xxxix.138-140; Onians (1988), pp.  37-38. 
112 Cicero, De officiis, I.xxxix.138. 
113 Cicero, De officiis, I.xxxix.140. 
114 Quintilian, Institutio Oratoria, XI.i.2. 
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audience, nor every speaker, nor every occasion”.115 And, “We 

shall employ different methods according as we are speaking before 

the emperor, a magistrate, a senator, a private citizen, or merely a 

free man”.116 The different styles in oratory must be chosen with the 

situation at hand in mind. Only then will the orator use the right 

words at the right time and place. Aristotle referred to different 

characters, characters of man and his corresponding style of 

speech. Each character has its own part to play in rhetorical theory. 

So was the first or Attic style plain and simple, used for instruction. 

The second style was called Asiatic and was known to be rich, 

embellished and passionate.117 It was used for charming and 

persuasion. Quintilian described the orator who used this style as  

he whose eloquence is like to some great 

torrent that rolls down rocks and ‘disdains a 

bridge’, and carves out its own banks for 

itself, will sweep the judge from his feet, 

struggle as he may, and force him to go 

whither he bears him. This is the orator that 

will call the dead to life.118  

The third style is an intermediate style and consists of words of a 

lower, yet not of the lowest and most colloquial, class of words. It 

was called the Rhodian style and was used for moving the 

audience’s feelings or simply for pleasure. Obviously the three 

rhetorical styles were called after the supposedly region of origin. 
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The local characters of each region were thought to be represented 

in the characteristics of the three styles.119  

When Vitruvius described the classical orders of 

architecture he used a comparable division. The orders were 

described as Doric, Ionic and Corinthian, corresponding to the 

supposed regions of origin. With the regions, the orders gained an 

ethical note as when the Doric order is described as manly and 

muscular. The division of styles in rhetoric were an obvious model 

for Vitruvius when he drew up his classification of the orders.120 In 

rhetoric the styles were considered as characters, each suitable to 

specific circumstances.121 Wotton described the architectural orders 

following Vitruvius and called them “his best characters”. The 

personalisation of the orders has a history that was greatly 

influenced by Francesco di Giorgio when he depicted the classical 

orders as based on the human figure.122 Vitruvius and later also 

Alberti and Serlio acknowledged human proportions to be the basis 

of good proportions. When John Shute published his First and 

Chief Grounds on Architecture in the late sixteenth century he 

followed this tradition as he represented each order as a human 

figure. The Doric order was transformed into a Hercules figure and 

the Ionic order into a voluptuous Roman matrona, very much as 

Wotton would describe the order later in the seventeenth century. 

John Shute’s representation of the orders was related to the 

Elizabethan tradition of emblems and heraldry and so was Wotton’s 

description of them.123 As Vaughan Hart has pointed out in his 

article on heraldry and architecture “…emblems themselves clearly 
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were linked to architectural composition. The emblematic 

frontispiece frequently had […] an architectural framework, and the 

occult art of artificial memory united emblem with real 

architecture”.124 As such the orders are densely packed with 

metaphorical meaning on top of the already evocative moral 

connotations ascribed to the orders by Vitruvius and later Alberti, 

Giorgio and Serlio.125 

III.3. Architecture as a Panegyric 

Recently, some publications on Wotton have provided new insights 

into the way Wotton discussed the classical orders of 

architecture.126 Unfortunately these publications assume that The 

Elements is a book on orders, in which the classical orders are 

considered as the main ingredients of architecture. On the other 

hand these recent publications do explore the rich layers of meaning 

found in the treatise. Vaughan Hart, for example, explains the 

common ground between architecture, heraldry and emblems. This 

suggests the ethical connotations Wotton applied to architecture.  

But as we have seen, his treatise  is in my opinion much more than 

just another book on orders. 

When Wotton decided to write a treatise on architecture 

his goal was not to teach architects or craftsmen how to build in the 

classical style. His goal was to introduce a specific way of 

appreciating architecture. Like Vitruvius and Alberti before him, he 

wrote not a handbook for builders, but a book addressed to people 

who needed to understand classical architecture. By writing a 
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treatise in the Aristotelian and rhetorical manner he showed that 

architecture is not a craft but a liberal art, worthy of study; by 

showing its political meaning he alerted his fellow aristocrats to the 

importance and legitimacy of the patronage of architecture as a 

gentlemanly pursuit. 

  His Elements of Architecture is not a treatise in the same 

style as many continental architectural treatises. Wotton did not 

want to provide an order book or pattern book, but instead the rules 

of architecture considered as an art. In doing this, he supplied 

architecture with a method, a theoretical system on which an 

architect, but more so a critic could rely. He systematically laid 

down the elements of architecture, just as Euclid had done for 

geometry. Euclid’s The Elements of Geometry was especially 

known to Wotton by the 1570 edition with preface by John Dee, an 

astrologer with a special interest in architecture. He believed that 

the principles of architecture were based in mathematics and as 

such the person who is an expert in architecture is an expert in 

mathematics. In the Neoplatonic world picture of that period, 

mathematics was at the basis of the whole natural world. The study 

of architecture, then, became the study of the principles of the 

whole natural world. He pleaded for the study of architecture 

because of the qualities it had as a universal discipline, capable of 

solving a wide spectrum of questions on the natural world.127  By 

giving this title to his treatise Wotton referred to Dee’s claim on 

universality for architecture. In a display of the mathematical and 

universal qualities of architecture, Wotton could prove architecture 

was a systematic discipline. 
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In providing architecture with a systematic method Wotton 

lifted architecture up in a hierarchy of arts and sciences. 

Architecture would no longer be considered as a mere craft, but 

since there is a true method at its base, architecture could function 

in the highest regions of the humanist curriculum. Wotton put the 

many functions and effects of architecture into words, and hence, 

far exceeded any practical guide for building country houses. His 

treatise on architecture does not fit into the corpus of continental 

treatises on architecture. He does not provide plates that explain and 

illustrate his subject, he does not discuss the five classical orders as 

extensively as most treatises do and he expressively addressed the 

gentleman reader instead of the architect. What he did, is write a 

classical panegyric to architecture, dividing his subject into clear 

cut parts, describing its virtues and vices and provide a systematic 

system of judging architecture.128  

In describing the principles and parts of architecture 

instead of providing a book of examples, Wotton implicitly 

recommended architecture to his reader. Quintilian already stated in 

the Institutio Oratoria, that a panegyric is advisory in character and 

aims at displaying the virtues and vices of the subject.129 In classical 

rhetoric the panegyric is one of the three genres of rhetoric, existing 

besides the judicial and the deliberative. The epideictic genre (of 

which the panegyric was a part) became more important after the 

end of the Roman republic. In the later Roman Empire rhetoric 

became less connected with politics as the power of the sole ruler 

expanded. Epideictic rhetoric was left to develop, and became the 

most used genre in medieval and renaissance literature.130 
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According to Plato, Aristotle and Quintilian the panegyric 

was concerned with ethics. Praise and blame were the main 

ingredients for the panegyric, which could be applied to all kinds of 

subjects, ranging from gods, heroes, men, cities, and places to 

buildings.131 Even though there were always critics of this rhetorical 

genre, it held its strong position until the eighteenth century. Cicero 

wrote some critical notes on the genre, stating that it was merely 

concerned with display and entertainment, and does not have any 

practical value.132 But Aristotle and Quintilian gave the panegyric a 

social function too, since in praising or attacking a person or a 

subject, one is also attempting to persuade the reader of the 

worthiness and usefulness of the subject.  Aristotle wrote “to praise 

a man is in one respect akin to urging a course of action”.133 And it 

is important to involve the listener or reader in the case reviewed by 

including “himself or his family or his way of life or something or 

other of the kind”.134 Introductions to these type of speeches are 

vital to set the pace of the following text and Aristotle and 

Quintilian gave plenty of advice on how to begin a text. One must 

not forget, Quintilian noted, three points of attention. These points 

are “the nature of the subject under attention, secondly the nature of 

those who are engaged in the discussion, and thirdly the nature of 

the speaker who offers them advice”.135 Wotton did not really have 

to make an effort to put his own weight on the treatise. His 

authority as an art connoisseur was long established. A rather 

modest preface would therefore suffice to strengthen his case. He 

gave credit to Vitruvius and Alberti which, according to Aristotle, 
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is a usual subject for the introduction of a panegyric. Aristotle 

advised other options for introductions as to start with a piece of 

advice, or “an appeal to the audience to excuse us if our speech is 

about something paradoxical, difficult, or hackneyed.”136 Wotton 

followed all three pieces of advice, as he excused himself against 

some objections one might have against his undertaking, he 

implicitly advised architecture as a good way to occupy a “noble 

mind” and he acknowledged his masters in architectural theory. The 

praise of architecture is undertaken in the form of a systematical 

outline and detailed description of the principles and parts of 

architecture. 

Wotton’s panegyric to architecture then, was aimed at a 

presentation of the discipline as a liberal art and a pursuit worthy of 

a gentleman. By giving architecture a method he tried to elevate its 

status as a gentlemanly pursuit and leave behind the medieval 

craftsman-architect. He summed up the rules for good architecture 

and with that, the ‘virtues and vices’ of the discipline. He urged a 

reader to consider the social and ethical connotations attached to a 

building. The panegyric was the most suitable genre for him to 

reach his end. His rhetorical skills were long known to his 

contemporaries, because of his many letters and reports, and his 

fame as a host in Venice. He gave another demonstration of  these 

skills with this treatise. The Elements of Architecture consisted of 

the ‘virtues and vices’ of the discipline and also uncovered its 

systematical character. 
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III.4. The ‘Mute Eloquence’ of Art 

We have seen that Wotton used rhetoric to structure his treatise on 

architecture, but the influence of rhetoric reached further than that. 

Wotton had a rhetorical view on art in general as well, as we can 

see from his emphasis on the relation between the art and the 

onlooker and the visual impact of architecture.  Many of these 

implications are present in the posthumously published Reliquiae 

Wottonianae (1651), which is a collection of some of Wotton’s 

writings, including his Survey of Education (undated). 

Since the Renaissance the humanist curriculum in 

elementary schools and universities had become standard. Grammar 

and rhetoric were two of the main topics taught to young 

gentlemen, and Latin was used as a second language to English. 

The study of rhetoric was useful for attaining and maintaining the 

status of a gentleman, a courtier or a clergyman. Humanist learning 

provided an extensive knowledge of classical texts and authors, but 

also stimulated the application of the newly found classical wisdom 

to current times, places and people. Wotton suggested that when 

reading history one should always read analytically, and select what 

is useful for current issues. Thus “A politique should find the 

characters of personages and apply them to some of the court he 

lives in, which will likewise confirm his memory and give scope 

and matter for conjecture and invention”.137 The fact that Wotton 

mentioned Quintilian frequently in his writings reminds us again of 

the importance attached to rhetoric. In the Survey, again, we find a 

paragraph which reveals something of the rhetorical aspects  of his 

views on the impact of art on the beholder. He wrote:  
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And we have a tradition of Quintilian 

himself, that when he saw any well-

expressed Image of grief, either in Picture, or 

Sculpture, he would usually weep: For, being 

a Teacher of Oratory in School, he was 

perhaps affected with a passionate Piece of 

Art, as with a kinde of mute Eloquence. True 

it is indeed, which a great Master hath long 

before taught us, That Man is of all Creature 

the most Mimical, as a kind of near adjunct 

to Reason: Arguing, necessarily in those that 

can do it well, whether it be in Gestures, in 

Styles, in Speech, in Fashion, in Accents, or 

howsoever, no shallow Impression of 

Similitudes and Differences; about which in 

effect, is conversant the whole Wisdom of the 

World.138 

Quintilian referred to pictures and gestures “which are silent and 

motionless” and which “penetrate into our innermost feelings with 

such power that at times they seem more eloquent than language 

itself”.139 He refers to the stage where orators can learn from the 

gestures and expression that actors make.140 The “Great Master” 

Wotton referred to in the quote above must have been Aristotle, 

who in his Poetics referred to the mimetic qualities of men’s minds: 

“For it is an instinct of human beings, from childhood, to engage in 

mimesis (indeed, this distinguishes them from other animals: man is 
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the most mimetic of all, and it is through mimesis that he develops 

his earliest understanding); and equally natural that everyone enjoys 

mimetic objects.”141 Rhetorical theorists stressed the need to follow 

nature closely.142 Quintilian urged the trainee orator to “fix your 

eyes on nature and follow her”.143 Alberti also often wrote about the 

need to imitate nature in order to get the most realistic and lively 

results. ‘Movere’ is one of the main aims of a speech, according to 

the rhetorical theorists, and Alberti stressed this notion in his De 

Pictura.144 In a painting, he argued, “nature provides […] that we 

mourn with the mourners, laugh with those who laugh, and grieve 

with the griefstricken. Yet these feelings are known from 

movements of the body”.145 Rhetoricians also use an extensive 

range of movements, gestures and expression to persuade their 

audience. Wotton followed Alberti when he recommended painting 

figures in a painting in a lively way, “as if they were acting on a 

Stage”, and referred to a country house as the inhabitant’s “Theatre 

of hospitality”.146  His use of metaphors in which he refers to the 

theatre is based on the rhetorical idea that actors imitate natural 

speech, gestures and expression in order to persuade their audience 

of being ‘natural’ and hence, real. The same can be applied to 
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painting, where figures need to look natural and realistic. The 

painting of lively figures drew directly on Alberti and rhetoricians’ 

advice to imitate nature in order to persuade.  

But Wotton drew a bigger picture than just this. Not only 

the gestures and movements of figures in a painting could be used 

to persuade an onlooker, but the building itself as well. A building 

might in Wotton’s opinion be considered as a piece of stage design. 

A visitor would be confronted with the design and could 

subsequently enter the stage perform his or her part. This 

interpretation is confirmed by a paragraph in The Elements where 

Wotton discussed the placing of sculpture. He described the 

entrance to a building and called it “a sufficient entertainment, for 

the first Reception, of any Iudicious Sight, which I could wish 

seconded, with two great standing Statues on each Side of a paved 

way that shall leade up into the Fabrique, So as the Beholder at the 

first entrance, may passe his Eye betweene them”.147 The ‘staged’ 

house was a means to persuade a visitor.  

The classical rhetorical handbooks, but also the rhetorical 

and poetical handbooks of early modern England, stressed the force 

of imitating real life and achieving vividness or enargeia. An orator 

could only persuade his audience if his choice of words, his 

expression and his gestures were drawn from a real situation. 

George Puttenham (circa 1528 - 1590), an English author on poetry 

and rhetoric, wrote in his Arte of English Poesie (1589):  

all your figures Poeticall or Rhetoricall, are 

but observations of strange speeches, and 

such as without any arte at all we should 

use, and commonly do, even by very nature 

                                                 
147 Wotton, The Elements of Architecture, p. 103. 



 122 

without discipline. […] so as we may 

conclude, that nature herselfe suggesteth the 

figure in this or that forme, but arte aydeth 

the judgement of his use and application 

[…].148  

A speech or text was most convincing when one drew on such 

emotions from real life. The art of rhetoric formalized what was 

already there in nature, and hence the artist could develop and 

perfect the art.  

Wotton referred to pieces of art as having “a kinde of mute 

Eloquence” in the quote from the Survey. In his panegyric to King 

Charles Wotton also referred to the ‘tongueless eloquence’ of art, 

when he described the paintings in the King’s collection.149 The 

‘mute eloquence’ Wotton mentioned can be connected to the long 

tradition of the interaction between painting and poetry. Horace’s 

famous ‘ut pictura poesis’, in which poetry could paint the mental 

landscape and painting could speak without words, was the leading 

thread in this tradition. The goals of poetry and rhetoric became 

similar to the goals of painting to instruct, move and charm the 

audience.150 Between the fifteenth and eighteenth century Horace’s 

phrase and also Plutarch’s story about Simonides who would have 

spoken the famous words that ‘painting is a mute poetry, poetry a 

speaking picture’ became well known and common place.151 As late 

as 1735 the poet Hildebrand Jacob (1693-1739) wrote in ‘Of the 
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Sister Arts; An Essay’ on the resemblance between poetry, painting 

and music, which was so great 

that it is difficult to discourse upon either of 

them, particularly the two First, without that 

one of these Arts cannot well be explain’d, 

without giving some Insight into the other at 

the same Time.152  

And in 1718 an anonymous writer wrote in the periodical The Free 

Thinker that 

The Perfection of a Master-Painter is, to be 

able to perform the same Wonders by 

Colours, which the Poet commands by 

language. His Ideas pass from his Mind into 

his Pencil, and rise up on the Canvass in 

their full Vigour and Proportion. His every 

Touch is a Creation: the Canvass is no longer 

a level, lifeless Surface; but a Scene, 

diversify’d with Buildings, Mountains, 

Forests; or, perhaps, a Sea, deformed with 

Tempests; A Sky, enraged with Storms, 

flashing out Lightning; and Clouds, bursting 

with Thunder: Or, a Field or War, stained 

with Blood, and filled with Uproar and 

Confusion: Or, perhaps, the silent, solitary 

Retreat of Sorrow and Despair; or, if he 

pleases, the enchanted Bower of Bliss, the 
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Residence of Love and Beauty. Such is the 

Efficacy of Words and Numbers; and such 

the Energy of Lights and Shades, under the 

Conduct of a Superior Genius: Both equally 

wonderful in their Operations; both equally 

pleasing.153 

The principles and terms from poetics and rhetoric were introduced 

and further developed in the visual arts in the Renaissance.  For 

Wotton the pictorial arts, as a mute eloquence, could persuade the 

viewer. The pictorial arts could even persuade more strongly, since 

images were considered to have a stronger effect than words. 

Quintilian recommended to the orator to offer “an image of an 

event so that it seems painted in words” and stated that the ability to 

persuade depended on the ability to “appeal to the eyes of the 

mind”.154 Sir Henry Wotton seemed to have taken this advice 

seriously, since he often referred to the mind’s eye, and considered 

the visual aspect of architecture as the strongest effect.155 

IV. CONCLUSION: ‘MORALL ARCHITECTURE’ 

We may conclude that in Wotton’s view the pictorial arts and 

rhetoric could both induce specific behaviour. Both arts were based 

on the interest man has by nature in mimesis such as Aristotle 

described in his Poetics.156 In the Renaissance theorists such as 

Cusanus and Ficino integrated Platonist Ideas into the mainly 

                                                 
153 Anonymous writer in The Free Thinker, 1733, p. 35. 
154 Quintilian, Institutio Oratoria, VIII.iii.62-63. 
155 Wotton referred to visuality in his Elements of Architecture, p. 4, 
pp. 40-41, pp. 52-54, pp. 87-88, p. 103. 
156 Aristotle, Poetics, IV.5; Lovejoy (1978), p. 86. 



 125 

Aristotelian tradition of the chain of being.157 The ideal is not only 

situated outside nature and man (as divine and exclusive) but is also 

present as an innate idea in man. The chain of being was merged 

with Plato’s innate ideas in the Neoplatonical philosophy in which 

the mathematical character of ‘God’s book of nature’ became 

explicit.158  

The great chain of being, a hierarchical order of all that 

exists from the lowest grade of earth and rocks up to the higher 

ranks of rational souls and angelic minds up to the perfection of 

God, was an important part of the Elizabethan world picture.159 

God’s principles run through every part. Every part was constructed 

according to the same divine pattern. The parts were only 

microcosms in the sense that they were formed out of this similar 

pattern throughout. Ideals as harmony and order were at the base of 

these patterns and directly linked to Plato’s innate ideas. In an essay 

on the painter Van Dyck, John Peacock writes about the chain of 

being as described by Van Dyck’s friend Sir Kenelm Digby who 

wrote in 1652: “all the thinges in the world, are but like linkes of a 

chaine, forged by an all knowing Architecte”.160 

Because of its common ground in God’s principles of 

order and harmony, all parts of the complete whole relate to each 

other in an analoguous way. One can find many analogies and 

metaphors in texts in early modern England. One example of the 
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harmonic principles running through all God’s work and hence, 

man’s work can be found in William Austin’s (1587 – 1634) book 

on women, Haec Homo (1637). He compared (wo)man to 

architecture:  

But whether this building (for the form) were 

square; like a castle, or cornered like a 

triangle; or round; like a tower; or, like a 

Roman H according to most of our modern 

aedifices, is partly questionable. To this, 

must be answered; that it is made in all the 

Geometrical proportions that are, or can be 

imagined: For as all Numbers and 

proportions, for measure (both of inches, 

spannes, digitis, cubits, feet, &c) are derived 

from the members, and dimensions of the 

human body; so is also the body answerable 

to all proportions, buildings and figures, that 

are. Not onely answerable (I say) to the 

whole World, (of which it is an epitome) but 

for the most part, to every particular figure, 

character, building, and fabrick in the world. 

161  

The parallel between man and building goes back to Vitruvius and 

later the Middle Ages, but was studied extensively in the 

Renaissance with the help of mathematical measurements and 

                                                 
161 From  Austin,  Hæc Homo, pp. 75-76. See also Barkan (1975), p. 
127. 
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proportions.162 A parallel between man and architecture was 

described by Wotton where he referred to the mimical qualities of 

man once more: 

For what are the most iudicious Artisans but 

the Mimiques of Nature? This led me to 

contemplate the Fabrique of our owne 

Bodies, wherein the High Architect of the 

world, had displaied such a skill, as did 

stupifie, all humane reason. There I found 

the Hart as the fountaine of Life placed about 

the Middle, for the more equall 

communication of the vitall spirits. The Eyes 

seated aloft, that they might describe the 

greater Circle within their view. The Armes 

proiected on each side, for ease of reaching. 

Briefly (not to loose our selves in this sweet 

speculation) it plainely appeareth, as a 

Maxime drawne from the Divine light; That 

the Place of every part is te be determined by 

the Use.163 

                                                 
162 Barkan (1975), p. 136. 
163 Wotton, The Elements of Architecture, p. 7. This exact passage 
also appears in Henry Hawkins’ Partheneia Sacra which was 
published nine years later than Wotton’s Elements in 1633. 
Hawkins (1577-1646) was an emblematist and the Parthenia Sacra 
is an emblem book divided into 22 chapters, each sub-divided in 
pictures and text. The text is organised along the titles ‘Character’, 
‘Morals’, ‘Essay’, ‘Discourse’, ‘Theories’ and ‘Apostrophe’.  The 
passage that appears in Wotton can be found in the chapter ‘The 
House’ – ‘The Essay’. Hawkins’ Parthenia Sacra was based on 
Etienne Binet’s Essay des Merveilles de la Nature et des plus 
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The analogies between God, man and building were also extended 

to the political state. Wotton stated in his Elements: 

For to speake of garnishing the Fabrique 

with a Row of erected Statues, about the 

Cornice of every Contignation or story, were 

discourse more proper for Athens or Rome, 

in the time of their true greatnesse, when (as 

Plinie recordeth of his own Age) there were 

neere as many carved Images, as living Men; 

like a noble contention, even in point of 

Fertility, betweene Art and Nature; which 

passage doth not onely argue an infinite 

abundance, both of Artizans and Materials; 

but likewise of Magnificent and Majesticall 

desieres, in every common person of those 

times; more or lesse according o their 

Fortunes. And true it is indeed that the 

Marble Monuments & Memories of well 

deserving Men, wherewith the very high 

wayes were strewed on each side was not a 

bare and transitory entertainement of the 

Eye, or onely a gentle deception of Time, to 

the Travailer: But had also a secret and 

strong Influence, even into the advancement 

of the Monarchie, by continuall 

                                                                                             
nobles artifices (1621) but the research trail comes to an end there. 
It is unknown if Wotton used the same French source. See Van Eck 
(2003), pp. 114-121; Peacock (2004); Bath (1994), pp. 233-254. 
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representation of vertuous examples; so as in 

that point ART became a piece of State.164 

Art became a means for the state to persuade the audience of its 

legitimacy. Wotton pointed this specific and special power of art 

out to his readers, the aristocracy of early modern England. At 

another point Wotton stressed moral philosophy to be the 

superintendent of art:  

…it [sculpture] bee not too generall and 

abundant, which would make a House, looke 

like a Cabbinet, & in this point, morall 

Philosophie which tempereth Fancies, is the 

Superintendent of Art.165  

In the world picture current in the Elizabethan and Jacobean period 

the state is based on the same principles as the universe or the 

family and so the same rules apply. The traditional hierarchy in 

Renaissance moral philosophy was based on Aristotle’s ethics, in 

which a division between ethics (as general rules), economics and 

politics (as application on family and state) was made.166 Similarly 

man, family and state in the great chain of being were thought to 

correspond. Rules for the behaviour of a man and son should 

correspondingly apply to a king and his subjects. The place of a 

king in the world was seen as “correspondent to God in the 

Heavens, the sun in the cosmos, the father in the family and the lion 

in the animal kingdom”.167 In the early seventeenth century men 

truly and deeply believed in these correspondences. One finds these 

correspondences often in various styles in discourses as metaphors 

                                                 
164 Wotton, The Elements of Architecture, pp. 105-107. 
165 Wotton, The Elements of Architecture, pp. 102-103. 
166 Kraye (1988), pp. 303-5. 
167 Sharpe (2000), p. 43. 
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and comparisons. But, as Kevin Sharpe pointed out, these 

metaphors were so strongly believed in that they stopped being 

taken as a metaphor. It was not just a rhetorical device for them, in 

order to make a point, but a true state of affairs. Society as a whole 

was steeped in this way of thinking in correspondences and for that 

reason, any metaphor or correspondence in any type of discourse 

should be regarded as highly rich in meaning. I would not like to go 

as far as Sharpe in saying that these correspondences are more then 

metaphors and, to use one of his examples again, “to be a father in 

early modern England was to be a king, and the reverse was also 

true”. But certainly the meaning of metaphors was stretched here as 

far as is possible.168 

In the epilogue of The Elements of Architecture Wotton 

referred to a new work by his hand, A Philosophical Survey of 

Education, which he also termed a “kinde of Morall Architecture”. 

Only a draft of this is known of this and published in the Reliquiae 

Wottonianae. In the preface to The Elements he told his reader that 

his plan to write about architecture was far from presumptuous, 

since it is more modest for someone who has thought about state 

and politics to write on architecture than it is for an architect to 

write about politics. Wotton wrote in his preface to his Morall 

Architecture:  

But having long since put forth a slight 

Pamphlet about the Elements of 

Architecture, which yet hath been 

entertained with some pardon among my 

Friends I was encouraged even at this age, to 

assay how I could build a Man: For there is a 

                                                 
168 Sharpe (2000), p. 44. 
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Moral as well as a Natural or Artificial 

Compilement, and of better Materials: Which 

truly I have cemented together rather in the 

plain Tuscan (as our Vitruvius termeth it) 

than in the Corinthian form. Howsoever, if 

Your Majesty be graciously pleased to 

approve any part of it, who are so excellent a 

Judge in all kind of Structure, I shall much 

glory in mine own Endeavour. If other wise, 

I will be one of the first My self, that shall 

pull it in pieces, and condemn it to Rubbage 

and Ruine. 169 

Wotton here compared the education of a young man to the 

building of a house. In the passage quoted above, architecture, 

education and rhetoric are all used to describe Wotton’s new text. 

The interchangeability of the disciplines was possible on the level 

of writing and thinking about the subject matter. Morals were 

involved in building, just like in writing, and in educating a man or 

boy. Just like an ‘artificial’ building made of bricks and stone, there 

is a ‘moral’ building of man, he stated, which is made of even better 

materials than artificial buildings. Man’s education is the moral 

building of a man. After analysing The Elements of Architecture we 

can only suggest that Wotton must have considered architecture not 

only as ‘artificial’, but with plenty of moral connotations as well. 

Wotton described his text on education as written in a ‘Tuscan’ 

style, rather than a Corinthian. In other words, we can compare it to 

the most sober of textual styles. Wotton combined rhetorical, 

                                                 
169 Wotton, A Philosophical Survey, preface. 
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poetical and architectural concepts in writing on and thinking about 

architecture. He carried heraldry and emblematics into architecture 

and thereby assured its continuing role in seventeenth-century 

thought on architecture. Initially it seemed that Wotton wrote this 

book to raise his status as art connoisseur and to gain the post of 

provost at Eton, but, intended or not, at the same time he provided 

England with one of the first architectural treatises that analysed 

Italian architecture and may have set the tone for many decades to 

come in how to consider architecture as ‘mute eloquence’. We will 

see how Vanbrugh, Hawksmoor and Wren considered architecture 

in similar terms, emphasizing the visual aspect of buildings and the 

relation between the building and the viewer. Sir Henry Wotton’s 

treatise was probably, or in Wren’s case very likely, known to all 

three architects and we can consider the analysis of Wotton’s 

treatise as a starting point for the interpretation of the architecture 

of Vanbrugh and Hawksmoor. 
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II. STAGED EXPERIENCES: HAWKSMOOR’S DESIGNS FOR THE 

LONDON CITY CHURCHES 

I. THE CHURCH COMMISSION 

I.1. The High Church Tradition 

When the Tories regained power in 1710 after the long reign of the 

Whigs, who were more liberal in religious matters, the High Church 

tradition, which had never really died down, was revived. Earlier in 

the seventeenth century Charles I and Archbishop Laud took strong 

measures against the Puritans, who were following the Calvinist 

traditions of European Protestant countries. Laud and his followers 

reformed the Church of England; for the building of churches this 

meant a strong emphasis on liturgy, the prayer book and the 

restoration of the "grandeur of Christian Truth”.170 This ‘grandeur’ 

was to be found in the first four or five centuries AD, which was 

considered as the Golden Age of Christianity.171  The early 

Christian liturgy and church buildings were studied and interpreted 

extensively in seventeenth-century England. 

In early Christianity the liturgy required two separate 

spaces in a church, one for the service and the sermon, and one for 

the sacrament. The nave and chancel were therefore separated by 

                                                 
170 Addleshaw  (1944), p. 25. 
171 Addleshaw (1944), p. 30. 
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screens and a standard lay-out of Anglican churches was developed 

from this. The scholar William Beveridge (1637-1708), for 

instance, who was rector of St. Peter’s in London and later bishop 

of Saint Asaph, spoke at the opening of St. Peter’s Cornhill, a 

church built by Wren and Hawksmoor in 1681, and emphasized this 

separation. In The Excellence and Usefulness of the Common 

Prayer: Preached at the Opening of the Parish Church of St. 

Peter’s, Cornhill, the 27th of November (1681) he said:  

…hence that place where this Sacrament is 

administered was always made and reputed 

the highest place in the Church. And 

therefore also it was wont to be separated 

from the rest of the church by a screen or 

partition of network, in Latin cancelli, and 

that so generally, that from thence the place 

itself is called the ‘Chancel’. That this was 

antiently observed in the building of all 

considerable Churches […] within few 

centuries after the Apostles themselves, even 

in the days of Constantine the Great, as well 

as in all ages since.172  

The pulpit and reading desk were to be found at the east end of the 

nave. The font was placed at the west end or in one of the aisles. A 

screen separated the nave from the chancel, where the altar was 

placed against the east wall. 

After Laud’s death the standard lay-out of Anglican 

churches did not change much. Beveridge’s statement quoted above 

                                                 
172 Beveridge, The Excellency and Usefulness, p. 388. 
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is from the early eighteenth century but can still function as a good 

description of High Church ideals. Wren’s city churches, built in 

the 1680s and 1690s, often followed this standard pattern, even 

though the designs were often restricted by the limited space of the 

city centre. When the Tories with their High Church ideals regained 

power in the early eighteenth century, they took the opportunity to 

stimulate High Church building ideas, and passed the 1711 Church 

Building Act. Twelve parish churches were built under this Act. 

The recommendations of the commission installed to supervise 

church building show the wish to recreate a strong High Church 

under Queen Anne. This would require the compartmentalizing of 

the churches in nave and chancel, and a longitudinal shape, instead 

of the centralized shape more suited to Puritan ideas. Many of the 

commissioners were known to have High Church ideas and had 

written about primitive Christianity as the Golden Age of the 

Christian Church. 

I.2. The Commission for the Building of Fifty New Churches 

In 1710 the roof of the parish church St. Alphege in Greenwich, 

London collapsed. The parishioners requested money from 

parliament to rebuild their church. This led to a new Act which 

would provide the fast growing population of London and its 

suburbs with new parish churches. The act was issued in 1711 

under Queen Anne: Act for the building of fifty new churches of 

Stone and other proper materials, with Towers or Steeples to each 

of them (…).173 The number fifty was derived from the first church 

Act from 1670 when Sir Christopher Wren managed to build or 

                                                 
173 Act for the Building of Fifty New Churches, 1711; Bill (1979); 
Colvin (1950); Port (1986). 
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oversee the building of fifty-two churches after the Great Fire of 

1666 had destroyed most older churches. The fifty planned in the 

1711 Church Act proved to be too ambitious, since only twelve 

were built. The churches were financed in the same way as in the 

building Act of 1670, by means of a coal tax issued to provide for 

the necessary funds. The reference to “stone and other proper 

materials” was of course connected to the avoidance of any fire 

risk. The requirement of towers or steeples also included in the Act 

would have provided London with a renewed skyline and some 

notable landmarks. 

I.3. The commissioners of the Church Act 

A large commission was installed to oversee the work. The 

Archbishop of Canterbury, Thomas Tenison, like the main body of 

the commission a well-known Tory sympathiser, headed the 

commission. The main figures in the commission were the 

Reverend Francis Atterbury (1662–1732), Dean of Christ Church 

Oxford and a friend of the Reverend George Smalridge (1663–

1719), who later became chairman of the subcommittee which 

would oversee the work of the surveyors on a weekly basis.174 

Atterbury collected the works of George Hickes (1642–1715), a 

biblical scholar, who was very interested in the early Christians, 

and who wrote a recommendation for the commissioners on church 

design.175 It was entitled Observations on Mr. Vanbruggs Proposals 

about Buildinge the New Churches and was first published in an 

edition by Pierre de la Ruffinière du Prey in 2000.176  That 

                                                 
174 Ruffinière du Prey (2000), pp. 51-53. 
175 Ruffinière du Prey (2000), pp. 139 –142. 
176 See Ruffinière du Prey (2000), pp. 56-59, pp. 139-142. 
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recommendation will be analysed later in this chapter. Atterbury 

owned all the major publications from his own time on early 

Christianity, such as the sermons of William Beveridge, William 

Cave’s Primitive Christianity, or The Religion of the Ancient 

Christians in the First Ages of the Gospel (1702), a text which 

explains the traditions of the early church for a wider audience, and 

the works of Joseph Bingham, known for his extensive account on 

ancient churches.177 John Lightfoot’s The Temple Especially as it 

stood in the Days of Our Saviour (1650) and Joseph Meade’s Works 

(1677) which included his influential The Key to Revelations, 

Searched and Demonstrated out of the Natural and Proper 

Character of the Visions (1643) were present.178 In it Meade 

published an image of a reconstruction of the Temple of Solomon, 

which had not been included before in an English publication.179 

Other publications included the works of the Greek apologist and 

church historian Eusebius, Bishop of Caesarea in Palestine (c. 265 –

339 A.D.), two editions of Quintilian’s Institutio Oratoria (from 

1693 and 1725), Aristotle’s Rhetorica, some works by Cicero and 

the Greek and Latin edition of Longinus’ On the Sublime.180 For 

                                                 
177 Bingham, Origines Ecclesiasticae; Cave, Primitive Christianity; 
Amory (1973). 
178 Lightfoot, The Temple Especially as it stood in the Days of Our 
Saviour;  Meade, The Key of the Revelation; Mead, The Works of 
the Pious and Profoundly-Learned Joseph Mede. 
179 Ruffinière du Prey (2000), p. 24. 
180 Eusebius was known for his Ecclesiastical History and Life of 
Constantine. Atterbury owned: Longinus,  ∆ιονυσιου Λογγινου Περι 
Υ ̔ψους ὑποµνηµα. Dionysii Longini De Sublimitate commentarius, 
quem nova versione donavit, perpetuis notis illustravit, plurimisque 
in locis ... emendavit, additis etiam omnibus ejusdem auctoris 
fragmentis, Z. Pearce, London, 1724 ; Quintilianus, De Institutione 
Oratoria libri duodecim, cum duplici indice ... Ex tribus codicibus 
MSS. et octo impressis emendavit, atque Lectiones variantes adjecit 
E. Gibson ... Accedunt Emendationum Specimen, et Tribunus 
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architectural sources Atterbury could rely on Perrault’s Parallèle, 

and Palladio; for painting on Junius’ De Pictura Veterum.181 

Another indication of the influence of Longinus’ work is 

the presence of John Pulteney, the translator of Longinus’ work, in 

the Commission. A man of his name appeared in the list of 

members in 1715 and it is very likely that he is one and the same as 

the author of The Loftiness or Elegancy of Speech (1680).182  

Apart from Atterbury, the role of representatives of the 

contemporary debate on the ‘Golden Age’, i.e. Early Chritianity’, of 

religion was further strengthened by the presence in the commission 

of Sir Peter King (1669-1734), who published An Enquiry into the 

constitution, Discipline, Unity and Worship of the Primitive Church 

in 1691.183 He became a client of Hawksmoor later, when 

Hawksmoor was asked to alter King’s house in Surrey, but 

apparently King was not a frequent visitor to the commission 

meetings.184 For our purposes, the fact that he was a commissioner 

in the first place is enough to establish the importance that was 

attached to the early Christian church and its research. 

The interest in ancient religious architecture found one of 

many channels towards contemporary architecture in the person of 

George Wheler (1650 – 1723) who was a fellow of the Royal 

Society and who worked under the Reverend George Hickes. 

                                                                                             
Marianus, Declamatio, nunc primum ex Codice MS. Edita, E 
Theatro Sheldoniano: Oxoniæ, 1693; Quintilianus, De Oratoria 
Institutione libri XII. Totum textum recognovit variorum ... notas 
recensuit novas ... adjunxit C. Capperonnerius, Paris, 1725. 
181 Perrault, Paralèlle des Anciens et des Modernes; Palladio, The 
Architecture of A. Palladio; Junius, De Pictura veterum. 
182 Bill (1979); Pulteney, The Loftiness or Elegancy of Speech. Not 
much is known about John Pulteney. He was probably the MP and 
civil servant who died in 1726. 
183 King, An Enquiry. 
184 Ruffinière du Prey (2000), p. 159, n.43. 
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Wheler’s publications A Journey into Greece by George Wheler 

Esq. In Company with Dr. Spon of Lyon (1682) and An Account of 

the Churches, or Places of Assembly, of the Primitive Christians, 

from the Churches of Tyre, Jerusalem, and Constantinople. 

Described by Eusebius and Ocular Observations of Several very 

Ancient Edifices of Churches yet Extant in those Parts (1689) 

became famous because of the eye witness descriptions of ancient 

buildings.185 Wren owned Wheler’s and Spon’s account of their 

travels to Greece.186 

The architects in the commission were Sir Christopher 

Wren, Sir John Vanbrugh and Thomas Archer. The commission 

created a sub-committee, chaired by Smalridge, which would 

instruct the surveyors, consider proposals, and report to the 

commissioners. In this committee Wren, Archer, Vanbrugh and 

others took place. Two surveyors were appointed: William 

Dickinson and Nicholas Hawksmoor.187 Hawksmoor can be 

considered as the constant factor, since Dickinson left his job in 

1713 and was replaced by James Gibbs, who was subsequently 

replaced by John James.188 

I.4. Publications on Early Christianity 

Many publications on early Christianity from the late seventeenth 

century use similar sources to find information on early Christian 

liturgy and church building. Authors such as the ones mentioned 

                                                 
185 Ruffinière du Prey (2000), p. 37. Wheler, An Account of the 
Churches; Wheler, A Journey into Greece. 
186 Amory (1973). 
187Lambeth Palace Library (LPL), MS 2690, entry 10 October 
1711; See also Port (1986) and Bill (1979). 
188 LPL MS 2690, entry 13 August 1713. 
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above often referred to Eusebius. In the next paragraph I will 

analyse a contemporary edition of Eusebius’ Ecclesiastical 

History.189 The influence of Eusebius’ writing style and subject 

matter is evident in seventeenth- and early eighteenth-century 

writings on early Christianity and may have had influence on how 

the Church Act Commissioners expected their London city 

churches to function and to look like. An anonymous text from the 

early seventeenth century is particularly interesting for its views on 

early Christian church architecture. Similarities between R.T.’s De 

Templis and Sir Henry Wotton’s The Elements of Architecture 

(1624) but also with the later publications on early Christianity such 

as Peter King’s are evident.190 

I.4.a. R.T.’s De Templis 

One of the earliest British texts on early Christian churches in the 

seventeenth century is De Templis, A treatise of Temples, Wherein 

is discovered the Ancient Manner of Building, Consecrating and 

adorning of Churches (1638) by the hitherto unidentified R.T.191 

John Newman has already paid attention to this treatise in an article 

on church building during the reign of Charles I.192 What has so far 

been neglected is the importance of De Templis for the 

interpretation of later buildings such as Hawksmoor’s. It was 

published when Laud’s influence was high, and it incorporated 

                                                 
189 Eusebius, The Ancient Ecclesiastical histories of the First Six 
Hundred Years after Christ, Written in the Greek Tongue by three 
learned Historiographers, Eusebius, Socrates and Evagrius, 
London, 1663. 
190 R.T., De Templis. A Treatise of Temples, wherein is discovered 
the Ancient manner of Building, Consecrating and Adorning of 
Churches, London, 1638. 
191 R.T., De Templis. 
192 Newman (1993), pp. 168-188. 
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Laudian ideas, but cannot be considered simply as a Laudian 

pamphlet.193 It set out the themes of later texts on church 

architecture and does not deviate much from later publications such 

as those by Wheler and King. 

The treatise is divided into twenty-five chapters. The first 

five chapters discuss the definition of the word temple in various 

contexts. Chapter six to eight analyse the form, the parts, and the 

situation of the temple. Next the use of temples and their ends and 

ornaments are discussed and to conclude a few various and modern 

issues of use such as burying and the proper way of designing a 

modern church. 

Some parallels with for example Wotton’s Elements of 

Architecture (1624) can be noted in the overall structure of the text. 

There is the classical division of definition and principles and the 

subsequent discussion of the general form and its parts. R.T. 

discussed the situation and the ornamentation of churches, parallel 

to Wotton’s description of these issues for country houses. Because 

R.T. considered such a particular building type, a few chapters 

could easily be dedicated to the use of these buildings. After all, the 

ceremonies held inside a church are vital for a Laudian churchman. 

Wotton’s Elements of Architecture focused the reader’s 

attention on the relation between building and beholder instead of 

the building’s internal order and style. R.T.’s treatise is hardly ever 

included in the main corpus of architectural theory of the early 

seventeenth century in England, but it is certainly not much 

different from Henry Wotton’s text.194 It varies mainly in the 

subject, but not in its analysis. The subject is historical, or 

antiquarian, and considers one particular building type: churches. 

                                                 
193 Newman (1993), p. 172-3. 
194 It was included in Van Eck (2003), pp. 123-127. 
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But like Wotton, the author of De Templis focuses the reader’s 

attention on the relation between the building and the beholder and 

does not prescribe the external form of the building in detail. 

These characteristics can still be found, as will be shown, 

in the texts of the later divines concerned with the building Act of 

1711. The battle between the Laudians and Puritans was over and 

hence opinions on the placing of the altar or font were less 

passionately defended. An agreeable mixture between the Church 

as “an auditory”, as Wren had put it, and as a place of worship was 

reached in Wren’s designs for the city churches after the Great 

Fire.195 In 1711 though, there was more resolution to build churches 

according to stricter High Church rules and a more passionate 

reliance on early Christian churches. 

I.4.b. Eusebius’ Origines Ecclesiasticae 

Eusebius was an important source for the seventeenth-century 

divines. King, Cave, Bingham and Wheler all refer to him, quote 

him or, in Wheler’s case, write an extensive comment on his 

works.196 Joseph Bingham’s (1668 – 1723) Origines Ecclesiasticae 

(1708-22) included a description of an early Christian church and 

printed a plan based on Eusebius’s panegyric of the church at Tyre 

(fig. 16). Hickes referred to Bingham in his recommendation for the 

commissioners.197 Eusebius’ Ecclesiastical History recorded the 

history of the early Christian church, which included his panegyric 

                                                 
195 Wren referred to a church as an ‘auditory’ in his 
recommendation letter to the Church Act commission of 1711. 
Wren, ‘Letter to a Friend’. 
196 Wheler, An Account of the Churches. 
197 Bingham, Origines Ecclesiasticae; Hickes’ recommendation was 
printed in: Ruffinière du Prey (2000), appendix  3. 
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to a church in Tyre from circa 315 AD.198 Christine Smith analysed 

this panegyric extensively in 1989 and she reconstructed the 

tradition of church panegyrics.199 Eusebius however did not have 

the advantage of relying on an established method of church 

panegyrics and had to come up with his own ideas on how to 

compose one. He drew on various rhetorical disciplines, of which 

the encomium (personal praise) and the periegesis (to lead around, 

show around or describe a place) were the most important. Eusebius 

incorporated these traditions in his panegyric and, as Quintilian 

advised in his treatise on rhetoric, combined the moral qualities of a 

personal panegeric with the descriptive character of a periegesis.200 

The positive qualities of the church at Tyre were then associated 

with its founder, the Bishop of Tyre.201 The kinesthetic tradition of 

describing a building in the order a visitor experiences it, as 

developed by Aristides and Lucian, was the most important 

tradition that Eusebius adopted in his panegyric according to 

Smith.202 Accordingly Eusebius described the building via the 

visitor’s path towards the newly consecrated church: 

Next he [the architect] hath erected a great 

Porch, reaching very high Eastwards unto 

the sun-beams, so that unto them which afar 

off without the hallowed Wals, it yeeldeth a 

clear shew of the artificial Work contained 

within them, and withal turning, or enticing 

the countenance of forrainers touching the 
                                                 
198 Eusebius, The Ecclesiastical History, X.iv (1973), pp. 399-445. 
199 Smith (1989) 
200 Quintilian, Institutio Oratoria, III.vii.26: “Cities are praised after 
the same fashion as men.” 
201 Smith (1989), pp. 228-231. 
202 Smith (1989), p. 230. 
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Faith unto the first entrance, so that none 

passe by, which is not pricked in mind first 

with the remembrance of the former 

desolation past, next with the sight of this 

wonderfull Work (unto such as were hoped 

and wished for) a prick peradventure to 

draw men, and by the beholding thereof to 

entice men to enter in.203 

And he continued later: 

For making a separation with great distance 

between the Temple itself, and the first 

Entrance, he [i.e. the architect] hath 

beautified this place on every side with four 

over thwart Porches, and after the Forme of a 

Quadrangle he compassed them about on 

every side with high Pillars, the distance 

between he hath shut with Lattice like Nets, 

made of Wood, and measured after the 

breadth of the place, the middle he left void 

that the bright sky might be seen, and that it 

might yeeld the air tempered with the bright 

beams of the Sun.204  

The church building is, as it were, reaching out to the visitor and 

draws him or her inside where the true splendour of the church (ie. 

the Faith) is presented in all its magnificence. Eusebius described 
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the church, just as Wren would for the Temple of Mars and the 

Temple of Peace, as having human attributes and capable of human 

skills, such as persuasion. The church is described in a theatrical 

manner and the buildings seems only intended to persuade and 

enrapture the viewer. Eusebius continued his description with the 

fountains in the central court, which George Wheler reminded of 

the two fountains placed in the court in front of St. Peter’s in 

Rome.205 Eusebius appealed to the visual qualities of the church. In 

antiquity, as in Hawksmoor’s age, the eye was considered the most 

important of the senses. In De Oratore Cicero lets Antonius 

confirm this as “the keenest of all our senses is the sense of sight, 

and that consequently perceptions received by the ears or by 

reflexion can most easily retained in the mind if they are also 

conveyed to our minds by the mediation of the eyes”.206 Eusebius 

made it sound impossible to describe the splendors of the church in 

Tyre accurately and wrote: 

To what end shall I intreat more curiously of 

the most wise and chief divided disposition 

of the building, and again of the eccellent 

Ornature of every several part, whenas the 

testimony of the eyes themselves passeth and 

excludeth that knowledge which pierceth the 

ear?207 

Eusebius stimulated the imagination here and in his speech he let 

people see for themselves. He “prefers to evoke, rather than 
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describe, the building” Christine Smith commented.208 This lead 

Wheler to comment in his Account: 

But with what kind or manner of 

Architecture it was Built, Beautified and 

Adorned, Eusebius hath left scope for 

Phantasie to work, but no Pattern for the 

present Describer to Copy.209 

Wheler’s Account is a remarkable comment on Eusebius, as it is an 

account of his own travels to Greece, where he (whenever possible) 

checked Eusebius’ observations first hand. In general, Wheler 

recommended following Eusebius’ description of ancient churches 

and implementing these ancient traditions in modern Anglican 

churches, because they were suitable and might encourage piety.210” 

It would not be a matter of any great Difficulty, or charge”, he 

wrote, “to Accommodate our Churches according to the Manner of 

the Primitive Church”.211 He included a reconstruction of Eusebius’ 

church, even though Eusebius did not provide any explicit visual 

details in his description (fig. 17).  Wheler’s reconstruction shows a 

centralized square plan with no less than nine domes. A portico 

functions as the narthex with columns of a non-descriptive order. 

The church must have been a very free interpretation of the church 

at Tyre, since the original church was long gone when he visited the 

area.  

Joseph Bingham published another version of the church 

at Tyre in his extensive account of early Christianity, Origines 

Ecclesiasticae, or The Antiquities of the Christian Church (1708-
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22) (fig. 16). It is only a plan, but slightly more detailed than 

Wheler’s version. The lay-out of the plan has many similarities with 

Hawksmoor’s later plan for the ‘Basilica after the ancient 

Christians’, a plan for the Church Act commission that would never 

be built (see fig. 35). Bingham’s plan comes with extensive notes, 

neatly numbered on the side. His church is not centralized, but, 

more in common with the Anglican tradition and the 

recommendations of Beveridge, longitudinal.212 He also 

incorporated an outside space, called the atrium. The railings that 

separate the chancel from the nave are clearly indicated, and 

Bingham emphasized the need for steps up to the chancel. Since 

Eusebius left out the actual appearance of the church 

reconstructions, in seventeenth- and early eighteenth-century 

publications by authors such as Wheler enjoyed great freedom to 

interpret. They followed the descriptions of Eusebius and R.T., but 

took great liberties with the reconstruction of the actual appearance 

of the churches.   

William Cave (1637-1713) was active in the late 

seventeenth century. He was installed as canon of Windsor in 1684 

and chaplain to Charles II. He was also minister of All Hallows 

London, and was there while Wren rebuilt his church. William 

Cave’s Primitive Christianity, or The Religion of the Ancient 

Christians in the First Ages of the Gospel (1672) was present in 

Atterbury’s library; he was also a school friend of Beveridge. His 

book on primitive Christianity was aimed at a wider audience than 

Wheler’s or Bingham’s and easy to read. Cave’s aim was to put the 

situation of the Christians before the reading audience, and “if he 

that reads […] be in any measure induced to imitate these primitive 
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virtues, I should think my pains well bestow’d”.213 In this 

publication he stressed the relative qualities of the ‘place’ of 

religion and the importance of the ‘action’ of religion. “Place”, he 

wrote, “is an unseparable circumstance of religious worship” and 

believers “not only necessarily require a place, but a place 

conveniently capacious of all that joyn together in the same publick 

Actions of Religion”.214 Cave referred to Eusebius’s dedication of 

the church at Tyre, he described the ancient Christian church as 

“oblong” and analysed the three parts (narthex, nave and chancel) 

of the church in the sequence a visitor would see them.215 Wheler’s 

account also mentioned the three parts, which he named “before the 

Temple; The Temple, and the Bema, or Chancel”.216 He 

recommended Beveridge’s description of the lay-out of a church in 

three separate parts.  

Peter King (1669–1734) published his Enquiry into the 

Constitution, Discipline, Unity and Worship of the Primitive 

Church, That Flourish’d within the first Three Hundred Years after 

Christ in 1691 anonymously. He was a barrister who ended his 

career as Lord Chancellor of England in 1725. He was a MP when 

he was appointed commissioner for the 1711 Building Act and his 

treatise on the early Christians may have played a part in his 

appointment as commissioner. In the preface to this work King 

admitted to have relied on “Autenthick Writings” such as the first 

part of Eusebius’ Ecclesiastical History.217 

Just as R.T. and Cave, King paid attention to the physical 

location of worship, and he discussed various definitions of the 
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word ‘church’. He analysed the reason for the east-west orientation 

extensively. He described the early Christian churches as situated 

“on high and open places, and made very light and shining”.218 He 

concluded his little treatise with the recommendation to follow the 

early Christians in their ways: 

I have nothing more to add, but mine earnest 

Intreaty and Persuasion unto al those, into 

whose Hands this little treatise shall fall, to 

imitate and follow the primitive Christians in 

their Moderation, and the Peaceableness of 

their Temper and Disposition.219 

R.T.’s De Templis, but also Wheler, Cave, and King all focused on 

the function, the character and the effect of the church upon the 

observer. They did not comment on the actual stylistic architectural 

features of a church. Eusebius, as Smith noted, probably did not 

know much about architecture, and the commissioners of the 1711 

Building Act, which consisted of Tory politicians that were 

interested in, or had published on, early Christian churches and 

liturgy, did not know much about architecture either.220 The 

commissioners appointed architects in the Commission, such as 

Wren, Archer and Vanbrugh to become members of the sub-

committee, but it is very likely that the commissioners could only 

tell them what they wanted to evoke in the new churches. They 

could provide information on how a church should be experienced 

and used, and how its design should fit in with current theological 

issues. They left it to the surveyor to integrate these requirements 

into designs. 
                                                 
218 King, An Enquiry, 117. 
219 King, An Enquiry, 166. 
220 Smith (1989), p. 227. 



 150 

I.5. Experiencing Churches 

In De Templis and the later publications of King, Wheler and 

others, the worshipper’s experience of the church building was 

essential. They paid attention to the way a church was approached 

and experienced by a visitor instead of paying attention to 

architectural orders, construction, and types of decoration. They 

focused on the experience of a worshipper and hence, the function 

of a church as a physical place to provide mental and spiritual 

associations. Two phases in their experience are repeatedly 

mentioned: the approach to the church, and entering and walking 

through to reach the final destination of the chancel, the most 

sacred place in a church. 

According to seventeenth-century authors an early 

Christian church was meant to confront the passers-by. The 

situation was ideally so that from afar people could see the 

building. This meant churches should, like temples, be built on high 

places and be open in view with steps leading up to the entrance. 

Eusebius described it as such: 

As for the Form of these Churches, or the 

Fashion of their Buiding, I find this 

Description of them in “Tertullian, The 

House of our Dove-like religion is simple, 

built on high and in open View, respecting 

the Light as the Figure of the Holy Spirit, and 

the East as the Representation of Christ”. The 

Meaning where of is, That their Churches 

were erected in high and open Places, and 

made very light and shining, in Imitation of 

the Holy Ghost’s Descent upon the Apostles 
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at the Day of Pentecost, who came down 

with Fire, or Light upon them [...].221 

Churches built in this manner were appreciated because they could 

influence the experience of the passer-by. As Eusebius pointed out, 

the view of the church and its entrance could make the viewer 

thoughtful and the sight of the beautiful building would entice him 

to draw nearer and to enter the church.222 The view of the building 

reminds the onlooker of the difference between his earthly life and 

another, more spiritual life. R.T. wrote in his chapter on the ‘forme’ 

of churches that  

The forme of a Temple, is twofold, either the 

externall forme, which is obvious to every 

beholder, or the internall forme, which 

bodily eyes cannot see. That consists in the 

figure, and outward workmanship: This in 

the dedication. The external forme, of which 

wee intend to speak, depending almost 

wholly on the fancie of the Architect, has 

ever been various, and uncertaine.223 

In that way the church building functions dually; the external form 

is obvious to everyone, shows the building as it is. Secondly, the 

building is dedicated to God and will evoke certain devout 

associations. The situation in high places and in open view will 
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stress its special and unearthly character, and will remind the 

onlooker of spiritual experiences.224 

Next the visitor climbed the stairs to reach the entrance. 

According to R.T. the church entrance refers to earthly matters, the 

church itself to the heaven and the final destination, the chancel, to 

“things above the heavens”.225 Apparently, a new journey begins 

for the visitor when entering a church, a journey that incorporates 

the different elements of the liturgy. 

The character of a journey through the church building is 

an important notion, no matter what form the building might have. 

The interior of the church may be circular or oval, but the author of 

De Templis recommended the “long”, i.e. the longitudinal form. 

R.T. is writing from a Laudian environment, but he does not present 

Laud’s views exclusively. Circular or oval church plans are mainly 

meant for large audiences listening to sermons and lectures, which 

is a characteristic typical of Puritan churches, and indeed it never 

wholly disappeared from Anglican Church customs. R.T. favoured 

the longitudinal plan because of its dramatic effect on the 

worshipper who is “more rapt with divine awe and reverence […] 

in the delay and late approach” of the altar.226 The longitudinal form 

shows the “majesty and reverence” of the building and the place.227 

Also, it makes sure that the different acts performed inside are 

properly separated and situated. The division between the chancel 

and nave was often maintained after the various changes of opinion 

in the seventeenth century.228 Sometimes it was made clear by 
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railings or a screen, stressing the special and even mysterious 

character of the chancel. The author of De Templis agreed with this 

and added that the division of the nave and the chancel by railings 

or a screen is not only “graceful, but according to the lawes and 

orders of building observed by the primitive Christians”.229 

A longitudinal church plan will make sure the worshipper 

passes different places in the church, instead of being confronted 

with them all at once. This process is fundamental to the Anglican 

Church and the early Christian church where the worshipper is 

actively engaged in the liturgy. The font near the entrance, the 

reading desk in the centre and the altar at the (usually) east end all 

form part of the liturgy.230 The Eucharist is a collective action of the 

people, while the priest is the centre of the whole body.231 The 

church building was not only a house to meet and listen, but 

foremost a place to experience. This experience was lived step by 

step because 

 the man who enters the West doore from 

farre beholding the Altar where he seriously 

intends to offer his devotions to his God and 

Saviour, shall find his devout Soule, more 

rapt with divine awe and reverence, more 

inflamed with pure and holy zeale, in the 

delay and late approach unto it, than if at 

first he had entered upon it.232  
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The longitudinal form of a church building will enhance this delay, 

unlike a centralised plan. It will show the path the churchgoer has to 

enter on in order to reach the highest place of worship, the altar. 

The churchgoer’s movements are delayed or quickened, which 

means there was a conscious directing of his actions. When the 

churchgoer entered the building, he entered a carefully staged scene 

fabricated for him to experience. 

Once inside the building the churchgoer might pass 

paintings with religious themes, which, according to De Templis are 

meant to “strike into the beholder, religious and devout 

meditations”. He advised to plan any windows high in the wall, so 

that earthly outside life might not disturb the churchgoer.  Besides 

that pious reason, he added the light would cast an excellent light 

on the paintings underneath the windows on the walls of the 

church.233 Referring to Henry Wotton’s Elements of Architecture 

R.T. recommended that the light must not be too bright, because 

that too could cause a hindrance to devotion.234 Wotton had earlier 

written in his tract: 

And indeede I must confesse that a Franke 

Light, can misbecome noe Aedifice what 

soever, Temples onely excepted; which were 

anciently darke, as they are likewise at this 

day in some Proportion. Devotion more 

requiring collected then defused Spirits.235 

R.T. responded: 

The Utopian Temples, saith Sr. T: More, were 

sub-obscura, somewhat dark: Nec id 
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aedificandi inscitia factum sed consilio 

Sacerdotum, quod immodica lux 

cogitationnes dispergit. For devotion 

requires collected spirits, which light  

diffuses, as Sir H: Wotton seems to interpret 

him in his Elements of Architecture. And we 

find it by experience, that in our light 

Churches, did not we close our eyes, we 

could hardly keepe our thoughts from 

distractions till the end of a short collect. 

And I verily believe that the holy fervour of 

devotion was more intense in the primitive 

Christians dark obscure vaults, than hath 

ever bene in our lightsome Churches.236 

According to the authors on ancient Christianity the only bright 

light came from a large window in the east end, behind the altar, 

guiding, as it were, the visitor on his path.237  

Light, composition and beauty were thought to invoke 

religious, and more importantly, devout ideas in the onlookers’ 

mind. The design of a church was therefore a vital task, not only 

because of the considerable costs for local government and the 

parish, but foremost in view of its religiously persuasive function.  

I.6. Recommendations for the Commissioners 

During the last months of 1711 and the first half of 1712 the 

Commission for the building of fifty new churches was mainly 
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concerned with considering various factors which influenced the 

selection and acquisition of building sites.238 In the meantime they 

received a letter from commissioner Sir Christopher Wren offering 

advice for building city churches, based on his extensive and 

authoritative experience with replanning and rebuilding fifty-two 

new parish churches just after the great fire.239 His letter for the 

commission consisted of eight separate points of advice covering 

most practical matters of church design. Besides remarks on the 

situation of a church within the busiest areas of the city (“among 

the thicker Inhabitants”), burial customs inside a church (“not only 

unwholesome, but the pavements can never be kept even, nor Pews 

upright”), cemeteries and materials, the capacity and dimensions of 

the new churches were also addressed. He wrote: “the Romanists, 

indeed, may build large churches, it is enough if they hear the 

Murmur of the Mass, and see the Elevation of the Host, but ours are 

to be fitted for Auditories”.240 From this we might be led to believe 

that Wren was a puritan who believed the sermon was the most 

important part of the church service, but his uncle Bishop Matthew 

Wren (1585-1667) was a known Laudian and his father, Dean 

Christopher Wren (1589 – 1658) gave the young Wren a 

conservative High Church upbringing.241  

Sir Christopher Wren’s father owned a copy of Wotton’s 

first edition of The Elements of Architecture which is now in 

Shirburn Castle in Oxfordshire and has so far remained 

inaccessible. The copy is annotated in the margin by Dean Wren 

and the analysis of these notes might be able to contribute to his 
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views on architecture, but more importantly, might also add to the 

interpretation of Sir Christopher’s views on architecture. Sir 

Christopher must have had access to his father’s library and 

Wotton’s book might have been one of the first opportunities for 

Christopher Wren the younger to learn about architecture. Of 

course we do not know when Dean Wren acquired this copy, when 

he annotated it, and if and when Wren Junior had access to it. On 

the last pages of the Elements Wotton announced a new work ‘A 

Philosophical Survey of Education’ and described it as “a kinde of 

Morall Architecture” on which Dean Wren commented “On that we 

might see that, so long expected”.242 The ‘Philosophical Survey’ 

appeared in the Reliquiae Wottonianae in 1651, only seven years 

before the Dean’s death. He must have annotated this copy before 

1651. It is very likely that Sir Christopher Wren would have known 

the Reliquiae Wottonianae which his father would have wanted to 

read. The first reference to the annotated copy of Wotton’s treatise 

appeared in the Parentalia, the collection of Sir Christopher Wren’s 

writings published by his son in 1750.243 In Parentalia the author 

referred to Dean Wren’s notes on his invention of the ‘serpentine’; 

a way of “disposing the Current of a River to a mighty Length in a 

little Space […] a Form admirable conveying the Current in 

circular, and yet contrary motions, upon one and the same Level, 

with Walks and Retirements between them, to the Advantage of all 

Purposes”.244 Kerry Downes referred in The Architecture of Wren 

(1988) to an early publication of Sir Lawrence Weaver who 
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analysed the annotated edition in his book from 1923.245 Weaver 

wrongly assumed the notes were made by Sir Christopher and not 

his father Dean Wren, but his description of the notes is valuable in 

any case. Dean Wren noted in the margin where Wotton described 

the best way of designing staircases, how important it was to get the 

width of the steps right, because “for if a step exceed twelve 

[inches], those who have but short [legs] must tread twice upon the 

same step”.246 Wren made a note on the practical use of chimneys 

and loggias before commenting on Lord Exeter’s house in 

Wimbledon that it “offends” at the point where Wotton stated that 

the use of colour on the exterior of houses “have more delight than 

dignity” in them.247 In regards to church architecture Wotton made 

the comment that churches should not be too light, as the light 

would distract the worshipper. Here Dean Wren commented on the 

old Gothic Christ Church that it was, in Weaver’s words, 

“practically nothing but window, and was fitter for a stage than for 

a church, although for the kind of building it is a thorough piece of 

work”.248 We will see that the unidentified R.T. would pick up on 

Wotton’s recommendation of keeping churches relatively dark as 

well and the Gothic tradition of large windows in churches would 

then completely disappear in the seventeenth century. Wren and 

later his pupil Hawksmoor used the shape of small windows as a 

design element. The sea of light in Gothic churches was replaced by 

a play of light in churches such as St. Stephen Walbrook and 

Hawksmoor’s St. Mary Woolnoth. Ironically however, it can almost 

be called theatrical. 
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Wren’s fifty-two London churches were in design neither 

a reflection of his High Church upbringing, nor a Puritan ‘auditory’ 

alone, but a mix in which all these apparently contradicting parts of 

the Anglican service were brought together. In his letter to his 

fellow commissioners he discussed the situation of the pulpit, the 

proportions of a church (“the poor may have room enough […] for 

to them equally is the Gospel preach’d”), and how to obtain sites 

for building the new churches. Besides this Wren noted the 

importance of the visual situation of a church. Here he emphasised 

the value of appearance. Not only should fronts which lie open in 

view be aptly adorned, but spires or lanterns (here he refers to his 

own examples already to be seen throughout London) are to be 

added in order to be an ornament to the city itself.  

 In his recommendations Wren stressed the practical 

matters of building churches for the commissioners. It might seem, 

therefore, that the relation between the beholder and the building, 

the nature of the building and the experience of a visitor to the 

church seem to have played a small part in Wren’s remarks. He 

only insisted on an open aspect in front of the church, and the 

building of towers at every church site. However, his definition of 

the causes of beauty in his ‘Tracts’ on architecture displays his 

awareness of contemporary issues on empirism.249 And in his 

discussions with his Royal Society friend Dr. Robert Hooke (1635–

1703), Professor of Mathematics at Gresham College, it appeared 

that he was actively interested in the reconstruction of ancient 

monuments.250 A lesser-known passage in his description of the 

Temple of Peace, which is now identified as the Basilica of 
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Maxentius and Constantine in Rome (begun 307-12, finished after 

312 A.D.) proves his high awareness of the role of the beholder 

very clearly: 

But shall I accuse Antiquity for want of Skill 

in Opticks, of which every where it shews 

such admirable Proofs? Since particularly 

here the Architect hath given great 

Testimony of it in the Contrivance of his 

Cornice, wherein he hath left out the Corona, 

or Hangin-square, by an unusal Example. 

The Corona seems an essential Part in all 

Cornices, as that which gives Denomination 

to the whole, and is necessary to the Beauty 

of a Cornice; because, by its Projecture, it 

shadows all the lower Members, receiving 

upon its plane Surface a terse Light from 

above; this gives the Eminence and distinct 

Appearance which we see in the Parts of a 

Cornice at distance; but the Artist here 

ingeniously apprehending that his Lights in 

this Fabrick stood level with his Cornice, and 

therefore it would want the Effect for which 

it is used, and that the Hanging-face of it 

would be fore shortened to nothing, to the 

Eye which beholds it from beneath, wisely 

left out this Member, which, if these optical 

Reasons did not prevail, would never have 

been used, since of all Members,  this is that 
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which most loads the Cornice, and makes us, 

for want of Stones of such Vastness, and 

Money to move them, despair, in these Days, 

of coming near the Greatness of such a Pillar 

and Entablement as is here used, where the 

Projecture of the Cornice is near 5 Feet.251 

He continued: 

It was not therefore Unskilfulness in the 

Architect that made him chuse this flat kind 

of Aspect for his Temple, it was his Wit and 

Judgment. Each Deity had a peculiar 

Gesture, Face, and Dress hieroglyphically 

proper to it; as their Stories were but Moral 

involved: and not only their Altars and 

Sacrifices were mystical, but the very Forms 

of their Temples. No language, no Poetry can 

so describe Peace, and the Effects of it in 

Men’s Minds, as the Design of this Temple 

naturally paints it, without any Affectations 

of the Allegory. It is easy of Access, and 

open, carries an humble Front, but embraces 

wide, is luminous and pleasant, and content 

with an internal Greatness, despises an 

invidious Appearance of all that Height it 

might otherwise boast of, but rather 
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fortifying itself on every Side, rests secure on 

a square and ample basis.252 

The temple here attains an almost human character. Its “humble 

front” provides some ‘easy access’, it is “luminous and pleasant”, 

has “internal greatness” and “rests secure on a square and ample 

basis”. It is a religious structure, fit to stand in the midst of a city 

because of its features that as described by Wren are parallel to the 

features of religion itself. The poet and divine John Donne (1572–

1631) described the Church of England eloquently as a house in his 

sermons, paralleling it with the state, man and home. He explained 

that  

Buildings stand by the benefit of their 

foundations that susteine and support them, 

and of their butteresses that comprehend and 

embrace them, and of their contignations 

that knit and unite them; The foundations 

suffer them not to sinke, the butteresses 

suffer them not to swerve, and the 

contignations and knitting suffers them not 

to cleave.253 

Using architecture as a metaphor for religion, he also created an 

extended meaning for buildings themselves. Donne was Dean of St. 

Pauls until his death in 1631 and a close friend of Sir Henry Wotton 

with whom he studied in Oxford. Architecture was used by Wotton 

as a metaphor for education and I have shown how he used 

metaphors uniting apparently different things, such as buildings, 

man, the state and God. All these  refer to the same divine order and 
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harmony of God’s principles. Wotton and Donne found similar 

features in different things and so provided these things with a 

meaning that made sense to them. They could rely on the art of 

rhetoric for examples of architectural metaphors, as Quintilian 

already used architecture as an example for the need for order and 

structure in a text or speech.254 In seventeenth-century English 

literature architectural metaphors can been found regularly and this 

alone could make an extensive field of research. The 

‘personalisation’ of architecture by Wren continues the manner of 

speaking about architecture that Wotton and Donne displayed and 

gives us insight into how buildings were considered by Wren to 

interact with the viewer. 

Wren’s description of the effect of the building is highly 

rhetorical in character. Instead of describing the building in a 

Vitruvian manner and analysing plan, structure and architectural 

orders, Wren focused on the visual effect of the building. It is 

interesting to note that Wren had never actually seen the building 

but relied heavily on descriptions and illustrations from, for 

example, Palladio (fig. 44). Wren described how the building must 

have looked to a viewer and applied words usually chosen to 

describe people. It reminds one strongly of how Cicero labelled 

three characteristics of a good orator, which are the same as the 

characteristics of a good citizen. The ideal of the ‘vir civilis’ was 

made explicitly clear in all descriptions of the ideal orator in 

Quintilian or Cicero.255 An ideal orator should have justice, 

fortitude and strength. Longinus emphasized the orator’s character 
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when he noted “sublimity is the echo of a noble mind”.256 

Christopher Wren, who owned various editions of Cicero’s works, 

provided the Temple of Peace with the metaphorical characteristics 

of an orator.257 The temple shows its temperance in its ‘humble 

front’ and its ‘easy access’, it shows its fortitude in its ‘square and 

ample front’ and its justice in its ‘internal greatness’. It is eloquent 

in that “No language, no poetry can so describe Peace, and the 

Effects of it in Men’s Minds, as the Design of this Temple naturally 

paints it”. As we have seen the classical orators such as Quintilian 

and Cicero often stressed the persuasive strength of visual input. 

The ‘tongueless eloquence’ that Henry Wotton ascribed to paintings 

seems to have been applied here to a building: a religious building, 

that, although pagan, can fulfil the requirements for an Anglican 

church that ‘sustains and supports’, ‘comprehends and embraces’ 

and ‘knits and unites’.258 Wren’s description of the Temple of Peace 

displays a similar belief in the power of conveying architectural 

meaning through visual means. Later Wren would use Palladio’s 

reconstruction of the façade of the Temple of Peace in his own 

design for St. Mary le Bow (fig. 71). 

  

The view that a building can be considered in terms of visual 

eloquence and that an artist can use a method of design using 
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rhetorical strategies to touch the beholder is more strongly 

articulated in the second recommendation for the church building 

commission. This recommendation came from the commissioner 

Sir John Vanbrugh.259 

 Vanbrugh’s proposal for building churches has a different 

tone from Wren’s more practical letter. He acknowledged a twofold 

purpose for building churches. One is practical and is concerned 

with the need of the congregation to hear the minister, the 

requirements for pews, and the inconveniences of too much heat or 

cold. But Vanbrugh quickly moved on to his second purpose, which 

is to make all these practical considerations consistent with 

 the utmost Grace that architecture can 

produce, for the Beauty of it; which Grace 

shou’d generally be express’d in a plain but 

Just and Noble Stile, without running into 

those many Divisions and Breaks which 

other buildings for Variety of uses may 

require; or such Gayety of Ornaments as may 

be proper to a luxurious Palace.260  

Vanbrugh is here the first in the commission who as far as we know 

actually expressed a thought on the style of the newly built 

churches. We may consider a “plain but Just and Noble Stile” in the 

context of his earlier designs such as the Goose Pie House from 

1699 and the designs for the much more magnificent buildings of 

Castle Howard and Blenheim Palace. Seaton Delaval was designed 

much later, in 1720. What this ‘plain and noble’ style would mean 

to Vanbrugh leaves plenty of room for speculation. His earlier 
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designs are all for much grander buildings and Vanbrugh’s words 

already show that they could not function as an example. There is 

no proof that Vanbrugh was interested in the early Christian 

Church, but we must assume that he was, as a playwright and a Kit 

Cat member, actively involved in current cultural issues, including 

the interest in church history and religious debate. So Vanbrugh 

recommended building the churches “insulate”. He wrote: “This 

do’s not only give them that Respectfull Distinction & Dignity 

which Churches always ought to have; but it makes the Access to 

them easy, and is a great Security from Fire”.261 Secondly, he 

recommended providing a distance view of the buildings, so that 

the exterior is shown “to the best Advantage”. He added that every 

church should have a portico, not only for its usefulness, but also 

because it is “so solemnly Magnificent”. This solemnity he 

considered to be fundamental to the new church designs since they 

should have “the most Solemn and Awfull Appearance both 

without and within”.262 As one would expect from a playwright-

turned architect, there is a large amount of attention to the effect of 

the building. Just like Wren did not describe the plan, proportions 

and architectural orders in his description of the Temple of Peace, 

and just like Wotton paid more attention to the ethical connotations 

of architecture, so Vanbrugh stressed the visual effect of the city 

churches. He does not refer to the classical architectural orders or 

the proportional scheme. Instead he described the wanted visual 

effect of the buildings. These churches, he wrote, should 

remain Monuments to Posterity of Her 

[Queen Anne] Piety & Grandure And by 
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consequence become Ornaments to the 

Towne, and a Credit to the Nation.263 

What moved Vanbrugh is not necessarily the function of the 

church, but its effect on the people that enter or pass by. Vanbrugh 

used evocative language to make this clear, and again, left it to the 

surveyor, Hawksmoor, to interpret this ‘solemnity’ and ‘awfulness’. 

The close relation between the two architects, though, leaves us 

relatively confident of Hawksmoor’s understanding of Vanbrugh’s 

words. Hawksmoor was supposed to have built churches, which, 

Vanbrugh’s words “have in all Ages, and with all Religions been 

placed in the first Rank. No Expense has ever 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”.264 

 The third recommendation came from the Reverend 

George Hickes and was recently recovered and published by Pierre 

de la Ruffinière du Prey.265 It is a response to Vanbrugh’s letter in 

which Hickes generally agreed with Vanbrugh’s points. Hickes 

added a few points of his own, such as, at the start of his letter, the 

recommendation to follow the plans of early Christian churches. 

These could be found, Hickes wrote, in the writings of Eusebius or 

in Joseph Bingham Origines Ecclesiasticae, or The Antiquities of 

the Christian Church (1708-22), of which the third part considers 

early Christian architecture. This third volume was published in 
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1711, the year the Church Act Commission was set up.266 The 

recommendations of Hickes further described the location of the 

font, the raising of the chancel and he expanded on Vanbrugh’s 

problem with pews. Hickes strongly advised to separate men and 

women in church, following the early Christians, which are “the 

most ancient: so it is most fit to be imitated”.267  

 Even though the minutes of the commission’s meetings 

never mention Hickes, his influence is clear in the guidelines that 

the commission drew up in 1712.268 These guidelines followed his 

recommendations closely and prescribed one general design for all 

the intended churches. It advised towers or steeples, an insular 

situation, proximity of the minister’s houses, two small rooms at the 

east end of each church for the vestments and other consecrated 

things, a large room at the west end for parish business, large fonts, 

single pews of equal height, moveable forms on seats, a raised 

chancel, and a portico.269 The churches that were built did all get 

their towers, but not all of them could be built in an insular way. 

The recommendation of Hickes to follow early Christian church 

plans was not followed by Hawksmoor or any of the other 

surveyors. It seemed that the complex requirements of an early 

eighteenth century Anglican Church could not be fitted into an 

early Christian church plan. Wren’s ‘auditory’, Hickes’ raised 

chancel and sufficiently large font to baptize provided problems 

that could not be solved easily. 

Many of the commissioners were divines actively 

interested in and writing on early Christianity. Their writings 
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displayed an emphasis on the religious experience of a worshipper 

in a church which was carefully staged in order to persuade him or 

her of the church’s piety and its patron’s status. Three written 

recommendations for the Church Act Commission are known to us 

so far and they, again, emphasized the important role of early 

Christianity (Hickes) and the visual effect of a church (Wren and 

Vanbrugh). The authors of the recommendations wanted the 

surveyor, which was Nicholas Hawksmoor, to design and carefully 

stage London’s fifty new city churches. 

II. HAWKSMOOR: LEARNING, WRITINGS AND BUILDINGS. 

II.1. Learning 

Hawksmoor found himself in a unique situation when he was taken 

on by Sir Christopher Wren as his pupil and later assistant in the 

early 1680s. Only John Webb preceded him in receiving such an 

education as an architect, when he became the pupil of Inigo Jones 

earlier in the century. The more common way to become an 

architect, which is a modern term and was not yet much used in the 

seventeenth century, was by practical instruction in a workshop to 

become a master mason, or as an amateur gentleman who would be 

self-taught with the help of books. Kerry Downes called 

Hawksmoor and Webb two of the best trained English architects of 

the seventeenth century.270 Both Wren and Jones, but also 

Vanbrugh, came from different professions. Hawksmoor was 
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introduced into Wren’s workshop as a pupil at the young age of 

eighteen and would not leave the profession until his death in 1736. 

Working with Wren and being close to Wren’s friends and 

associates provided Hawksmoor with the best possible education on 

architecture and the other sciences. Wren’s interest in ancient 

structures and antique sources must have had a large influence on 

Hawksmoor. Hawksmoor’s library and his collections of prints and 

paintings display wide-ranging interests, but with an emphasis on 

antique texts and ancient and modern architecture. After his death 

up to 28 sketches and drawings of reconstructions of the Tomb of 

the Etruscan king Lars Porsenna were found in his estate. Wren and 

Hooke were actively studying the tomb from descriptions in Pliny 

and Wren added a description of it (based on Pliny) in his 

Discourses on Architecture. Hawksmoor obviously picked up on 

this debate as his 28 studies prove.271  

Hawksmoor’s library reflects not only his own interests 

but also that of his master in large parts. There is a huge variety of 

subjects, but the main corpus is made up of architectural treatises 

and publications. Hawksmoor owned many of the current 

architectural treatises, such as two editions of Alberti (one Italian 

edition from 1565 and the 1726 English Leoni edition), Palladio, 

Vitruvius (the Barbaro and Perrault editions), Scamozzi, and Serlio. 

More recent publications include John Evelyn’s A Parallel of the 

Ancient Architecture with the Modern of which he owned the 1663 

and the 1707 edition.272  

Wren’s library must have been partly or completely 

available to Hawksmoor and included many publications on the 

early Christians, such as the 1606 edition of Joseph Justus 
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Scaliger’s Thesaurus Temporum, which consisted of the second 

(and till then lost) book of Eusebius’s Ecclesiastical History.273 

Other relevant titles in Wren’s collection were the travels of Wheler 

and Spon, Evelyn’s Parallel (1707 edition); Alberti and Junius’ De 

Pictura Veterum were all present. Wren’s father owned and 

annotated a copy of Wotton’s The Elements of Architecture. 

Rhetorical treatises were represented in various editions of the 

works of Cicero.274  

Hawksmoor’s interest in ancient structures is a recurrent 

theme in his works. Not only were they important sources for his 

London church designs; they were also at the basis of his 

illustrations added to Henry Maundrell’s book A Journey from 

Aleppo to Jerusalem at Easter, A.D. 1697, where Maundrell 

described his travels.275 A reconstruction of the Temple of Bacchus 

at Baalbeck and Jones’s church at Covent Garden in London were 

published in the third edition of 1714. Hawksmoor’s reconstruction 

of the Bacchus temple was based on Jean Marot’s study in Le 

Grand Oeuvre d’Architecture de Jean Marot (c. 1665), who 

considered it a Greek structure.276 Since Hawksmoor never 

travelled outside England himself, he had to rely on published 

sources. His interest in ancient Greek architecture became very 

clear in his design for the ‘Basilica after the primitive Christians’. 

Pierre de la Ruffinière du Prey devoted a valuable article in the 

Journal of the Society of Architectural Historians to this design.277 

This design, originally intended for a site at Bethnal Green in 

                                                 
273 Eusebius, Thesaurus temporum, 1606. 
274 Amory (1973).. 
275 Maundrell, A Journey from Aleppo to Jerusalem, 1714; Hart 
(2002), pp. 39-41. 
276 Marot, Le Grand Oeuvre d’Architecture ; Hart (2002), p. 39. 
277 Ruffinière du Prey (1989), pp. 38-52. 



 172 

London, was never executed. It displays a plan for a church with 

many written notes and comments around it. Hawksmoor titled it 

the ‘Basilica after the primitive Christians’ at the bottom of the 

sheet and explained the “manner of Building the Church – As it was 

in ye fourth Century in ye purest times of Christianity”.278 

Du Prey’s article appeared in 1989 and although his book 

Hawksmoor’s London Churches (2000) has been published since, 

his article remains the most profound in-depth analysis of 

Hawksmoor’s design. Du Prey analysed the background of the 

Church Act Commission and its main characters, such as Atterbury 

and Hickes. He made the connection between Hawksmoor’s plan 

for a site at Bethnal Green in London, and the contemporary 

publications on early Christianity. Hawksmoor’s plan was never 

executed and the site at Bethnal Green never acquired, but the 

Basilica after the Primitive Christians was an early design (probably 

before December 1711 but no later than 23 July 1712) and might 

have functioned as a model for later designs.279 Du Prey suggested 

that Hawksmoor’s use of the term basilica was related to Joseph 

Bingham’s explanation of the term as a generic term for any 

church.280 Bingham, as we have seen, was one of Hickes main 

sources for his recommendation for the commission, and Du Prey 

points out the convenient date of Bingham’s publications of the 

third volume of his Origines Ecclesiasticae in 1711, which dealt 

primarily with church architecture.281 Bingham’s plate of an early 

Christian church can be traced back to a drawing by William 

Beveridge. Du Prey rightly concluded that “Hawksmoor’s concept 
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of primitive Christianity, far from being new, reflected a theological 

touchstone of the period”.282 He also concluded that it “prove[d] 

beyond doubt that Hawksmoor’s primitivism was part of a 

pervasive rhetorical practice to invoke the early church for 

inspiration”.283 The actual rhetorical practice at work in 

Hawksmoor’s designs was not analysed by Du Prey, but he 

provided some starting points for further research.  

II.2. Writings 

Hawksmoor’s surviving writings consist mainly of his letters to 

various patrons. For the city churches not many letters or other 

writings have been left. The correspondence between Hawksmoor 

and Lord Carlisle, who commissioned him to build Castle Howard 

with Sir John Vanbrugh, and the correspondence between 

Hawksmoor and Dr. George Clarke (1661 – 1736), Fellow of All 

Souls’ College in Oxford, amateur architect and an important 

patron for Hawksmoor in Oxford, are the most illuminating on 

Hawksmoor’s ideas on architecture. Clarke was involved in the 

schemes for Oxford, especially the designs for All Souls College 

that Hawksmoor explained to him in his famous letter on the origins 

of the Gothic style, which will be analysed in chapter III.284 In 

Hawksmoor’s writings one particular theme comes forward.285 It is 

summarized in the letter to Lord Carlisle where Hawksmoor 

comments on a design by Vanbrugh. He wrote: 
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What Sr. John proposes is very well, and 

founded upon ye Rules of ye Ancients I 

mean upon Strong Reason and good fancy, 

Joyn’d with experience and tryalls, so that 

we are assured of ye good effect of it, and 

that’s what we mean by following ye 

Antients, if we contrive or invent otherways, 

we doe but dress things in Masquerade 

which only pleases the Idle part of mankind, 

for a short time.286 

Educated by Sir Christopher Wren, Hawksmoor emphasized the 

importance of reason, and the method of trial and error and 

empirical observation, which at the time of writing was quite 

new.287 Hawksmoor’s drawings display a similar attention to trial 

and error. 

Anthony Geraghty has already pointed out the 

extraordinary quality of Hawksmoor’s drawing skills.288 These can 

be seen in his work for Wren as well as in the designs for the city 

churches for the 1711 Act. Unlike Wren, Hawksmoor started his 

drawings and sketches with pencil and wash and only added the ink 

outlines of his designs later.289 This already suggests the importance 

Hawksmoor applied to the visual and 3-dimensional appearance of 

his buildings. This came first in his design, rather than the 

‘harmony in geometry’ that Wren recommended.290 The drawings 
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for St. Anne Limehouse, for instance, include one in particular 

where the bell tower is depicted in wash and pencil only, and where 

we can thus see the first stages of his designing process (fig. 18). 

The ink washes suggest the visual effect of the tower and not the 

architectural detailing. We can only see light and shadow in this 

drawing and hence it displays how the tower would be viewed by 

the viewer who might be unable to see architectural details from a 

distance. In other drawings cross-hatching was used to suggest 

shadows, or the attachment of a paper flap with an alternative 

design was added (figs. 19, 20). In another drawing for St. Anne, 

Hawksmoor changed the perspective half way through the drawing, 

in order to try the visual effect of the east end in perspective (fig. 

21). In this we can see that he followed his own statement on 

method and drew with “experience and tryalls so that we are 

assured of ye good effect of it”.291 He sketched elements within a 

larger design, only to see if they would fit his overall idea. A 

striking characteristic in Hawksmoor’s design drawings is the stark 

use of light and shade. His designs for Christ Church show very 

plain façades with darkly shaded windows (fig. 22). It provides a 

picture of strong contrast. Instead of being concerned with classical 

geometrical composition, Hawksmoor considered his designs in the 

pictorial qualities of light and shade, contrast and effect. All this 

was in the service of the effect of the building on the onlooker. 

Without careful research of various ideas and their effects, without 

the balance between reason and imagination, Hawksmoor argues, 

the effect will be cheap and the end results would be a 

“Masquerade”. Hawksmoor did not aim to build simple stage sets; 

he did not want to use theatrical attributes to ‘speak’ to his 
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audience. He explained his high-reaching goals for his architecture 

very well in his remarks from 1728 on the designs for Greenwich 

hospital. There he claimed that architecture can do more than 

simply provide a roof over people’s heads. Hawksmoor wrote in his 

text on Greenwich 

The great Men of the World heretofore, to 

perpetuate their own Memories, and their 

great Actions, among other Things had 

recourse to the liberal Arts; particularly to 

that of Architecture; sometimes by erecting 

useful Structures for the Good and Benefit of 

Mankind, and sometimes for  their Grandeur 

only. Such as the Pyramides, the 

Monumental Pillar of Trajan, the great Tomb 

of Porsenna King of Tuscany, and infinite 

others.292 

Architecture can do more than use emblems and other ‘signs’ to tell 

a story about its owners or its use. Echoing Wren, he stressed that 

architecture is capable of representation. It can represent great 

actions, done by great leaders, and it can be erected for the grandeur 

of its patron, the grandeur of religion or the grandeur of the city it 

stands in, the country it inhabits. Wren wrote in his first Tract on 

architecture (started in the 1670s) that  

Architecture has its political Use; publick 

Buildings being the Ornament of a Country; 

it establishes a Nation, draws People and 

Commerce; makes the People love their 
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native Country, which Passion is the 

Original of all great Actions in a Common-

Wealth.293 

The visual effect that Hawksmoor was analysing in his drawings 

and designs appears not to have been aimed at as a goal in itself. 

Buildings can suggest mental or moral connotations in the mind of 

the onlooker. The ancient Romans and Greeks were, according to 

Hawksmoor, masters in doing this. On the buildings of Rome and 

their effects, Hawksmoor commented 

for tho’ there are many Devices to draw in 

Foreigners, yet their admirable and 

stupendous Buildings have no small Share in 

captivating the Attention of Strangers, to the 

great Advantage of the Inhabitants, and 

greatly owing to the Encouragement of Arts 

and Architecture, for their (so many) 

eminent Fabricks.294 

Architecture was more than just a roof carried by four walls. It 

could speak. Hawksmoor obviously believed in the rhetorical 

powers of architecture. He did not reconstruct the buildings of early 

Christianity. Times had changed and the same visual language 

would not recreate the same effects thirteen centuries later. As we 

have seen, ancient texts, such as written by Eusebius, were studied 

and modern interpretations were published by clergymen as Wheler 

and Bingham. Like R.T. in the early seventeenth century, they 

focused on the character and not the style of the ancient churches. 

The experience of church- goers and the effect of that roof-carried-
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by-four-walls were studied, and not the four walls and roof itself. 

Stylistic details in the carving of capitals in the architectural orders 

were considered of secondary importance, as long as the wanted 

effect was created. Hawksmoor worked with the classical orders in 

a similar manner. When the order was important - which means: 

when it could add to the evocative qualities of the building - the 

capitals were placed and designed carefully. But in other places in 

his churches, the capitals of his columns and pilasters disappeared.  

Antique structures and early Christian churches functioned 

as examples for modern churches. Hawksmoor referred to the 

Temple of Peace (so extensively described by Wren) and the 

Pantheon as early Roman temples in his letter to the Dean of 

Westminster in 1734-35: 

The primitive Christians, wanted Churches, 

they wou’d not, or cou’d not make use of the 

Temples of the Gentiles, how cou’d they? For 

the Cells of their Temples, were small and 

dark. Where the (Tabernacle) or Idol stood 

inshrin’d (as at Ephesus) and none came 

there but the preists to burn Incence. 

Indeed there were some Temples of other 

forms, capacious enough, as at Rome the 

Temple of Peace, the Pantheon and others, 

but most of them were either demollish’d or 

the Christians then esteemd ‘em prophane.295 
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II.3. Buildings 

Hawksmoor designed and built six churches for the Church Act 

Commission of 1711. I will describe and analyse each of these in 

the following paragraphs. Hawksmoor tried to conform to the 

commission’s guidelines in each church, but the local 

circumstances of each church prevented him from doing so on 

many occasions. Two themes will structure this analysis of 

Hawksmoor’s city churches. In St. George Bloomsbury, St. 

Alphege Greenwich, St. Mary Woolnoth and St. George in the East, 

there were significant problems with the required east – west 

orientation. Hawksmoor solved this differently in each case. St. 

George in the East displays an interesting use of classical quotes 

which illustrates Hawksmoor’s love for antiquity. Lastly, St. Anne 

Limehouse and Christ Church create some intriguing visual effects 

for the viewer which I will try to analyse. All church designs stress 

Hawksmoor’s attention to the visual effect of the building on the 

onlooker. 

II.3.a. Orientation 

St. George Bloomsbury 

The site for St. George Bloomsbury (began 1716 - 1727) was a 

typically central London plot; small and surrounded by houses on 

the east and west side. On the south side it borders Bloomsbury 

Way and the north side is on Little Russell Street. It is close by the 

British Museum. It was a narrow plot with hardly any space to 

expand. The east-west orientation that the commission required in 

every church was achieved by Hawksmoor for St. George. 

However, the long and narrow site made it more logical to create a 

north-south axis in the building or a centralized building shape (fig. 
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23). Hawksmoor, however, designed and built the east – west 

orientated church. 

Hawksmoor’s east-west oriented plan situated the chancel 

in the east end - as required. But only fifty years after St. George 

was built, it was moved to the north side, where it subsequently 

remained until today (fig. 24). It made sense to replace the chancel, 

because the plan is wider than it is long. The entrance was placed in 

the west side, but another and grander entrance was created on the 

south side. It is framed by a large portico with steps leading up to it. 

This entrance became the most important entrance and the altar at 

the north-end functioned well in this new lay-out. 

The main body of the church is a cube which runs higher 

than the aisles. Windows provided top lighting in the clerestory all 

around this central space. On either side of the nave are two aisles, 

screened off from the nave by paired columns, carrying a broken 

entablature and arched screen walls. The original east end chancel 

was only slightly raised and placed in a semicircular apse, topped 

with a semicircular dome and decorated with gold leaf mouldings. 

The paired columns, broken entablature and arched walls that 

screen off the central nave from the surrounding spaces was a motif 

that Hawksmoor tried before in the dining hall of Blenheim Palace. 

The columns carry Corinthian capitals. The windows were kept 

plain but the rich golden decorations of the entablature, capitals and 

the geometrical squared mouldings of the ceiling provide the 

interior with a luxurious atmosphere, fitting in with the location in a 

wealthy central London area (fig. 25).  

The problems with the east-west orientation are felt 

strongly in the interior. When a visitor entered via the west door 

(now closed), the wideness of the space must have seemed strange 

and the distance to the chancel in the east end was unusually short. 
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When entering the church via the grand portico on Bloomsbury 

Way, the church-goer has to make a unusual right-turn to face the 

east-end chancel and the initial grand entry is transformed in the 

experience of  a side-door entry as soon as the visitor steps inside 

the nave. This was the only church where the orientation problems 

were so explicit and not totally overcome by Hawksmoor’s design. 

The conflict between the requirement of the  east  - west orientation  

and the visual and religious experience of the visitor entering the 

church and approaching the altar via the main entrance on 

Bloomsbury Way has not been solved.296 

 

St. Alphege Greenwich 

St. Alphege in Greenwich (1712 – 1714) displays similar 

orientation problems, even though here the church could be built on 

a east-west axis without problems. But the east end of St. Alphege 

faces the street and the village centre, and therefore Hawksmoor 

decorated this front with a Doric portico. He also placed two doors 

out of sight in this portico. However, the main entrance was, as was 

more common, created in the west side underneath the tower. 

Again, the ideal orientation, and hence the perfectly staged 

architectural experience for the visitor was not possible because of 

the geographical circumstances of the site. 

St. Alphege has a rectangular plan, but in the interior the 

ceiling received an oval moulding, which creates a more centralised 

experience of the church interior for the visitor (fig. 26). The 

chancel is placed in an arched apse with decorational giant 

Corinthian columns and a row of smaller Corinthian columns 

carrying an entablature and the main eastern window above (fig. 

                                                 
296 Hart (2002) does not mention the strange orientation of St. 
George Bloomsbury. 
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27). The exterior shows Doric pilasters all round the building and a 

more elaborately decorated tower. Hawksmoor’s initial designs 

were changed on John James’s suggestions and the tower was 

probably designed completely by James.  

The request of the parishioners of St. Alphege for a new 

church was the instigation of the building act of 1711. The design, 

even though not completely Hawksmoor’s, showed the importance 

the commission attached to their guidelines, such as the east-west 

orientation and the tower. The longitudinal church has, in a way, 

two façades though, as besides the west façade there was an east 

façade on the main street. Hawksmoor created the required east-

west orientation, and he situated the chancel in the east-end. But he 

compromised in the design for St. Alphege as he also conformed to 

the existing village situation and designed an elaborate east 

elevation that gives the impression of a front façade. Hawksmoor 

proved unwilling to provide the parishioners with a main street 

elevation looking like the back of the building. The same 

unwillingness we can find in the designs for St. George 

Bloomsbury with its south facing portico and in St. Anne 

Limehouse, where the east end received substantial decoration. 

 

St. Mary Woolnoth 

St. Mary Woolnoth (1716 – 1727) is located in the middle of the 

city of London, close to the Bank of England. Here, as with St. 

George Bloomsbury, space was limited and the church was 

bordered on three sides by streets and backed by buildings. The 

south wall has five bays with deeply recessed windows, while the 

north wall has only heavily rusticated niches which recall  the 

arched structures Hawksmoor designed for Blenheim’s gates (fig. 

28). The west and entrance façade is a powerful block of sculptural 
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qualities, divided in three parts or layers (fig. 29). The lowest part is 

a very plain, but heavily rusticated entrance, with a semicircular 

window above the door. A strongly articulated cornice carries an 

attic and an shallow rectangular block with paired Composite 

pilasters on the front and back. Two little square towers crown the 

composition, decorated with Serliana windows and a balustrade. 

St. Mary Woolnoth’s plan is a perfect square with three 

fluted Corinthian columns in each corner carrying the entablature 

(fig. 30). Semicircular top lights create an airy atmosphere in the 

clerestory (fig. 31). The columns form a cube that is the nave which 

rises higher than the neighbouring spaces. Two arches open up the 

square plan towards the chancel and the entrance porch. The design 

shows a neat solution for such a limited space in a rich part of 

London. But what it could not provide in such a limited space is a 

‘delay’ in the approach to the altar, and avoid a central focus on the 

altar. The fact that the altar is in an unlit apse at the east end makes 

up for this, as the flood of light from the top lights makes the main 

body of the church, where the parishioners sit and listen to the 

sermon, the main focus of the building. 

In John Summerson’s Georgian London an axonometric 

view of St. Mary Woolnoth is shown, which is reprinted in Du 

Prey’s book on Hawksmoor’s churches (fig. 32).297 Summerson 

summarized Hawksmoor’s six designs for the London churches into 

one similar plan structure; a square within a square. And as with 

any “successful classical building much – almost everything- is to 

be learnt from a study of the plans”.298 St. Mary Woolnoth seems to 

be the best example of this principle and was subsequently drawn in 

                                                 
297 Summerson (1978), p. 93; Ruffinière du Prey (2000), p. 106. 
298 Summerson (1978), p. 86. 
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three dimensions showing the perfect geometrical character of the 

church.  

Summerson did find that the other Hawksmoor churches 

were faithful to the square-within-a-square principle, but that there 

was a consistent conflict. The Anglican faith did not require a 

centralized space, but a more elongated one, where the visitor can 

be led towards the altar slowly, and where not one, but multiple 

points of focus exist. Hawksmoor thus created a east-west axis and 

the square-within-square became rectangular. Summerson labelled 

this the Gothic-Classic conflict.299 This conflict lived on in many 

architectural historians’ writing on Hawksmoor after Summerson, 

as the debate on the Gothic characteristics versus the classical 

characteristics of Hawksmoor’s churches developed further.300 

Timothy Rub wrote in his article ‘A most solemn and awful 

Appearance: Nicholas Hawksmoor’s East London Churches’ 

(1981-82) that Hawksmoor’s towers were “Gothic in spirit, but the 

result is classical”, and “the odd gothic/classic hybrid of the 

lanterns of St. Anne and St. George in the East, or, at the latter, the 

peculiar frames of aisle windows and crypt doors, with their blocky 

pendants and oversize keystones, seem to have been selected more 

for their value as symbolic images than for their capacity to 

function together in a harmonious whole”.301 I believe that we 

should not analyse these buildings with the restricting concept of 

Gothic and Classical since we can conclude, when looking at the 

buildings, that they fit in neither or both. Also, Rub refers to the 

symbolical value of the stylistic features, where he should have, in 

                                                 
299 Summerson (1978), p. 87. 
300 Rub (1981-1982), p. 22; Downes (1996), p. 121; Worsley 
(1995), chapter IV. 
301 Rub (1981-1982, p. 21. 
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my opinion, referred to the associational value of the stylistic 

features. The recommendations to the commission do not refer to 

any symbolic langue to use, but do refer to visual association and 

effect, which for example Vanbrugh expressed as “their 

magnificence has been esteem’d a pious expression of the People’s 

great and profound Veneration towards their Deitys”. The required 

east – west orientation was not only an early Christian traditional 

way of worshipping but, as we have seen in the writings of the 

anonymous R.T., a manner of providing the visitor with a carefully 

staged experience. The conflict, then, is not between a Gothic 

longitudinal plan and classical centralised plan, but between the 

requirements of the commission for an early Christian inspired 

longitudinal church and the geographical limitations the sites 

provided. It seems more likely that not one of the six Hawksmoor 

churches succeeded in the classical principles of geometry, but that 

St. Mary Woolnoth was the odd one out. The centralised space was 

never a requirement from the commission, and St. Mary Woolnoth 

for that reason cannot be considered ideal. Its cramped situation in 

the busy city centre underlines this. An east-west axis was required 

by the commission and the elongated plan of the other Hawksmoor 

churches seem therefore more fitting to the requirements of the 

commissioners and designs of the architect.  

St. George Bloomsbury, St. Mary Woolnoth and St. 

Alphege all created problems for the architect as their sites were 

surrounded by buildings and roads. But St. George Bloomsbury 

proves how important the orientation was found to be. An earlier 

plan for St. George displays an oval plan which, as in the final 

design, is wider than long. But even here Hawksmoor did not 

choose to use the centralized plan, which could have fitted the 

limited space so well. The east-west orientation was the main focus 
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of the church, as were the various functions inside the church, such 

as the reading of the sermon and the communion. Centralised 

spaces were not suitable and hence only used once, in St. Mary 

Woolnoth when there was no other way. 

 

St. George in the East 

St. George in the East (began 1714 - 1734) was built in Wapping at 

the same time as St. Anne in Limehouse. The site on which St. 

George was to be built was open to the east and north sides, but 

lined with houses at the south and west sides. The bombings in the 

Second World War levelled these houses and the building is now 

completely free-standing. The plan of St. George again has an east-

west orientation and is rectangular in shape (fig. 33). In the corners 

of the nave are four giant columns. The west side incorporates the 

main entrance, while on the north and south sides staircases lead to 

the galleries. The altar was placed in the east side, inside an apse 

(fig. 34). 

The giant Doric columns in the interior carry square corner 

friezes that support the groin vault of the ceiling. The plan 

resembles Hawksmoor’s earlier plan for a ‘Basilica after the 

Primitive Christians’, which was submitted to the commission as a 

plan for the site at Bethnal Green, a site that was later to be rejected 

(fig. 35).  

The familiar conflict between a centralised and a 

longitudinal plan can also be noted in St. George in the East. 

Downes noted the use of a Greek cross within a rectangular plan in 

his monograph on Hawksmoor.302  He also noted the upward 

movement of the exterior tower design, which so bluntly breaks the 

                                                 
302 Downes (1996), pp. 121, 125. 



 187 

classical pediment (fig. 36 and 37).303 But the juxtaposition of 

Gothic and classical elements does not provide any parameters for 

the interpretation of these churches. The façade of the tower is 

composed out of classical elements, which is most evident at the 

ground level where paired Ionic pilasters are placed on either side 

of the entrance door. Higher in the tower design the pilasters are 

transformed into completely blank stone blocks with no decoration 

or capitals. The design of the belfry is based on an earlier design for 

St. Alphege and topped with ornaments that remind us of roman 

altars (fig. 37). This antique funeral vocabulary can be found on 

many of Hawksmoor’s London churches and Vaughan Hart 

eloquently described these in his book on Hawksmoor of 2002 as 

forming a ‘garden of remembrance’.304 Early designs for St. George 

show the use of obelisks at the west façade and a stepped pyramidal 

shape for the roof (fig. 19). Architectural historians have made 

references to Hagia Sophia, as the semicircular east end apse and 

groin vault make these associations likely.305 Among the churches 

built by Hawksmoor St. George in the east is one of the most 

difficult to understand. The ‘pepper pots’ (so called by Kerry 

Downes) on top of the staircases leading to the galleries provide an 

unusual and lively roofline (fig. 38). The sculptural use of giant 

keystones above the doors is one of the most recognizable features 

of Hawksmoor’s architecture in general and applied here in St. 

George in a manner that inspires awe. 

Visuality seems to have been a more important design 

factor than Gothic or classical style considerations. The experience 

of the visitor to the church was the main reason why, at St. George 

                                                 
303 Downes (1996), p. 121. 
304 Hart (2002), p. 154. 
305 Downes (1996), pp. 107-8; Hart (2002), pp. 38-9. 
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Bloomsbury, the orientation was changed to a north – south axis 

and why at St. Alphege the church received two main façades. St. 

Mary Woolnoth and St. George in the East are interesting but 

difficult cases as the antique architectural quotes are difficult to 

interpret. St. Mary is the only church with a centralised plan and 

was the cause of the invention of the so-called Gothic – classic 

conflict. It seemed to fulfill some ideal of a classical centralised 

church, but, in fact, it was the only church where Hawksmoor had 

to compromise greatly in the design of the plan because the site in 

the centre of London left him no choice. In all these designs it is not 

a Vitruvian interpretation that focuses on plans and orders that can 

help to understand these churches, but a more rhetorical approach 

where the relationship between the viewer and the building is 

analysed. 

II.3.b. Screening 

St. Anne Limehouse 

The plan of St. Anne Limehouse (founded 1714 - 1724) is not much 

different from the other church plans, except that it is slightly 

simpler (fig. 39). Again, it is made up out of a rectangular shape 

with four giant columns creating the main central nave. The east 

end has a lower ceiling than the nave and is raised by two steps. A 

Palladian window in the east end throws light on the altar. The four 

giant Composite columns in the nave carry corner entablatures 

which support the ceiling. The ceiling has received a circular 

moulding which emphasizes the centralised character of the nave in 

the visitor’s experience (fig. 40). The entrance is reached from the 

triangular staircase leading towards a circular domed porch, which 

is set half within and half outside the front elevation. A set of stairs 
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on the north and south side of the building each lead to staircases 

for the interior galleries. The west façade carries the tower. 

The west elevation consists of three bays of which the 

central one includes the entrance (fig. 41). The entrance is reached 

by steps. In each of the side bays a window is placed with a 

semicircular window above. An attic crowns each side bay. The 

tower rises from the central bay and consists of a Palladian window, 

surrounded by clustered Doric squared pilasters. A relatively plain 

block is placed on top. The church clock is a later addition. The 

turret consists out of a star-shaped plan with square coupled 

pilasters carrying a square crowning block which is decorated with 

four lanterns on each corner. The back elevation of the tower has 

the same design, but the sides lack the Palladian windows. The attic 

receives a little temple front motif at the north and south elevations. 

The north and south elevations are identical (fig. 42). They 

consist of seven bays plus a larger bay which is part of the west 

façade. This larger bay has a doorway with an entrance leading to 

the galleries inside. Stairs lead up to the door. The corners of this 

bay are rusticated, separating it from the rest of the elevation, and 

creating a visual link with the west façade. Five of the seven bays 

of the side elevations jump forward. This then looks like the main 

nave, while the receding first and last bays seem to function as 

connecting bays towards the entrance façade and the east end. The 

side elevations are kept very plain, with simple windows on three 

levels with only a plain windowsill as decoration. 

The east façade, as was noted earlier, is decorated 

extensively (fig. 43). The middle bay steps forward and has a large 

Palladian window surrounded by squared Doric pilasters. The two 

side bays are very plain and decorated in the same way as the side 

elevation, with plain windows. The corners are rusticated. Two 
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cubes top the east elevation which were initially intended to 

function as pedestals for little pyramids, or as another trial design 

by Hawksmoor suggests, little domes (fig. 20). In between the 

cubes a statue of Queen Anne was planned, but this was never 

executed. 

The church is free standing, but surrounded, especially at 

the west and east side, by narrow streets lined with buildings. The 

east – west orientation that the Commission required is maintained, 

although for some reason, so far unexplained, the church seems to 

have been turned, since the east elevation gives, as in St. Alphege, 

the impression of the main entrance and the west elevation, with its 

semicircular entrance, the impression of the east end with an apse. 

This has been noted earlier by Timothy Rub, but not explained.306 

In St. Alphege, the east elevation was facing the main street and for 

that reason the east elevation was treated as a main façade. At St. 

George Bloomsbury a similar design decision was made with the 

attachment of a giant entrance portico at the south side. Here, at St. 

Anne the east elevation could be seen from the street, and this can 

be considered as reason to decorate the elevation more elaborately. 

But the west end, with its entrance apse, gives the impression that 

there is an interior chancel, such as built at the east end of St. 

George in the East. The designs of Elizabethan parish churches 

have their towers located at the west end, above the entrance. 

Wren’s city churches followed, as far as that was possible in the 

restricted city sites, the same pattern. Hawksmoor built all his 

churches following this design, with the tower above the west 

entrance. At St. Anne, however, one is reminded of the great 

medieval cathedrals (and St. Paul’s) with their entrance façade with 

                                                 
306 Rub (1981-1982), p. 23. 
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(often) double small towers and the main tower located above the 

crossing near the east end. 

St. Anne’s west façade consists of three bays. The middle 

bay contains the entrance; the side bays each look like small 

temples, with their fronts on the north and south sides of the church. 

The three bays of the front façade suggest a triple-aisled church, or 

in other words, a traditional nave and aisle church to the onlooker. 

But this suggestion, although strong at the exterior, vanishes when 

entering the church. Here, as well as at the exterior of the side 

elevations, a centralized plan can be detected. St. Anne’s plan 

consists of a rectangular shape with a smaller one inserted. It seems 

a centralized scheme, were it not for the east-west axis of the 

rectangular. The circular moulding of the ceiling also underlines the 

centralized impression of the building’s interior. The exterior side 

elevations suggest a centralized hall-church in the suggested block 

form of the nave, which is emphasized by the receding first and last 

bays.  

The interior of the church was destroyed by a fire in 1850 

but rebuilt (fig. 40). The four giant columns that define the nave do 

not, as was the case in St. George Bloomsbury, dominate the 

interior since they are relatively set far back. The circular moulding 

of the ceiling, however, creates a feeling of a centralised space. 

This is again Hawksmoor’s solution for the ambiguous 

requirements of the Commission. The chancel is at the end of a 

rectangular space and the focus of the visitor entering the building. 

The circular moulding of the ceiling and the giant columns in the 

corners emphasize, at the same time, the equal importance of the 

nave as an important focus of the church. 

When analysing the building, one notices the relative 

separateness of the east and west fronts (fig. 45). The side façades 
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underline this, as the first and last bay serve merely as a connection 

with the east and west fronts. The east and west fronts are both 

wider than the main part of the church, the nave. The result of this 

design is that, when a visitor approaches the building from the west 

(or east) he or she is unable to ‘look around the corner’ towards the 

side fronts. The wide west façade blocks the view, and only if the 

visitor moves quite far towards the right or left can he view the side 

elevations. Of course, this system also applies the other way round: 

when standing in front of the side elevations one cannot see the east 

or west façade, unless one moves considerably, and basically, turns 

the corner. 

In Hawksmoor’s letters this approach to design is 

explained. In a 1734 letter to Carlisle on one of his designs for 

Castle Howard, Hawksmoor explains that  

The south side, and North front of your 

Ldships house cannot be seen together at the 

same Time, nor at any time upon the 

diagonall (or angular view).307  

This could easily be applied to his city churches, where he not only 

worked with views as they were made available by their inner city 

situation, but also created views, and bordered them off with 

screens. He continued his letter to Carlisle 

And it is most certain, that when a machine 

is composed of different parts, Limbs, or 

members, one would not have them, blend 

and melt into one mass, so as not to be able, 

to distinguish ye Noble parts from the 

                                                 
307 Hawksmoor, ‘Letter to Lord Carlisle, 13 July 1734’, p. 254. 
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inferior, the Basment, from the order, that 

rests upon it.308 

In the design for the tower Hawksmoor seemed to have used a 

similar system. The Palladian window in the lowest part is 

surrounded on all four corners by clustered columns that are moved 

forward, so that again, one cannot ‘look around the corner’. Higher 

up in the tower, Hawksmoor became aware, so it seems, of the fact 

that the onlooker, standing on the ground, could see ‘around’ the 

tower more easily as the tower grew higher. The clustered columns 

therefore move so far outwards that their plan forms a star shape. 

The west and east façades function as a screen on either 

side of the building. The façades are treated as two-dimensional 

surfaces that each performs their own duties. Notice in the tower 

the application of the Palladian window on the west and east side, 

but not on all four sides of the tower. The clustered columns 

provide the tower with the suggestion that it was made out of two 

flat surfaces, with a little mass to fill up the gap in-between. This 

concept of a ‘layered’ tower, which looks as if it is made of layers 

of paper, is very obvious in Christ Church Spitalfields where two 

triumphal arches provide the west and east side of the tower, but not 

the north and south side. These sides were left relatively plain and 

set back, rarely falling into view. 

The total image of St. Anne is made up out of conflicting 

suggestions, shapes and images. The east- and west elevations are 

attached to the main part of the church as if they are screens, staged 

for the onlooker to direct his gaze. The west façade suggests a nave 

and aisle church of three bays which reminds us of the great 

medieval cathedrals. The onlooker is unable to look around the 
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corner and correct this suggestion. The side elevations and the 

interior however, contradict this as they first suggest and then show 

a centralized church interior. 

 

Christ Church 

Christ Church in Spitalfields (began 1714 - 1729) displays the same 

‘layering’ of elevations as noted earlier in St. Anne. The tower of 

Christ Church shows a derivative of a triumphal arch motif (fig. 

46). The columns are simplified into squared flat pilasters with no 

capitals. The attic of the triumphal arch is plain. The arch is a two-

dimensional screen. A similar screen is put up on the back of the 

tower, but here the central window is almost invisible because of 

the squared buttresses that were placed on either side. The minimal 

depth of the tower’s front and back elevations are showed 

uncompromisingly and emphasize the two-dimensional character of 

the tower.  The cube-shaped block on top of the arch, however, can 

be viewed from all around and receives the same treatment 

throughout. The clocks are a later addition. 

The spire of Christ Church shows its derivation from the 

mausoleum of Halicarnassus in an earlier design possibly for Christ 

Church. Vaughan Hart published this drawing and noted the 

similarities with Christ Church.309 The mausoleum of Halicarnassus 

was discussed by Wren and Hooke and a sketch of it which was 

added to the 1750 edition of the Parentalia. The sketch was drawn 

by Hawksmoor.310 This motif was finally used in the tower of St. 

George Bloomsbury in the most literal manner. The tower design of 

                                                 
309 Hawksmoor made a drawing of the Mausoleum of Halicarnassus 
which was pasted into the Discourse of Architecture in the RIBA 
copy of Parentalia. Hart (2002), p. 22, pp. 52-55; Soo (1998), pp. 
15-16, pp. 184-187. 
310 Soo (1998), p. 187. 
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Christ Church became more simplified than its antique inspiration. 

The dormer windows intended in the design were never built and 

the tower remained plain and simple. 

The large and deep portico at the west entrance of Christ 

Church is an over-scaled Palladian window, repeated at the east 

wall as a window that lights up the chancel (figs. 47 and 48). A 

semicircular attic window, such as seen before at St. Mary 

Woolnoth, is placed above this east-end window. On either side of 

the central window there are two more bays with arched windows, 

topped by portholes. Under each window in the east elevation, an 

arched niche was placed. In the side bays doors were placed with 

stairways leading up to them, which bring the visitor to the side 

aisles of the interior church. The side elevations, north and south, 

are decorated with windows in a similar manner as St. Anne 

Limehouse. The arched windows are kept plain with minimal 

mouldings to decorate them. The main windows are set back in a 

niche and the portholes from the east elevation are continued all 

around the building. 

The plan of Christ Church is similar to the other 

Hawksmoor churches in London, in that it is a square within a 

rectangle (fig. 49). But the central square in the nave, which is 

defined (as in the other churches) by giant clustered columns at the 

corners do not provide much central focus for the visitor’s eye. The 

long nave, higher than the side aisles, and separated from the aisles 

by giant Composite columns, creates a long and narrow path from 

the west entrance towards the east end chancel (fig. 50). This path 

is illuminated by the Palladian window at the east end and the 

clerestory top lights. The windows in the sidewalls provide light in 

the aisles. 
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The giant Composite columns carry a broken entablature 

and arches. The entablature supports a clerestory pierced by 

windows. The ceiling is flat and decorated with square mouldings, 

similar to those at St. George Bloomsbury. The circular ceiling 

motifs of St. Alphege, St. Anne and St. George in the East were not 

applied here. In fact, the ceiling of Christ Church consists, as was 

St. Mary Woolnoth, of geometrical squares and rectangles. 

The side aisles again provide that feeling of being 

oversized that one experienced at the portico. The columns and the 

broken entablature carry the arches that develop into barrel vaulted 

bays in the aisles (fig. 51). Originally there were galleries in the 

aisles, but they were removed in the nineteenth century. They can 

only have added to the longitudinal emphasis of the interior. In the 

present situation the high rising columns and the large vaulted 

aisles provide an experience of height and longitude. The scale of 

the interior is so large that the visitor seems dwarfed, and perhaps 

humbled, in being there. 

Various sources have been mentioned for the design of Christ 

Church. Kerry Downes recalled the reference to Alberti’s San 

Francesco at Rimini, made because of the portholes in the side 

elevations. He does not provide any sources for these references.311 

Any convincing argument has not been made for or against the 

similarity, so we are left wondering. Vaughan Hart makes the 

connection of the interior vaulted aisles with the illustrations of the 

Temple of Peace in Serlio and Palladio.312 The monumental arches 

seem familiar when compared to Serlio’s illustration, and 

Hawksmoor was aware of these illustrations, as well as Palladio’s, 

but it did not seem to have been a direct source for Hawksmoor. 
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Especially Palladio’s reconstruction differs from Hawksmoor’s 

design for Christ Church’s aisles, in that it has a grander scale and 

does not apply barrel vaults, but semicircular domes with windows 

below it unlike Christ Church (fig. 44). As Hart noted, however, the 

general plan of an ancient basilica with portico, aisles and apse 

seem to be followed by Hawksmoor.  

Christ Church is one of Hawksmoor’s most evocative 

church buildings. It seems less complex than the design for St. 

Anne, as the plan is straightforward. The decoration of  Christ 

Church, however, is highly unusual: the two-dimensional motif of 

an triumphal arch, the extremely deeply recessed portico, which 

draws the visitor inside, and the plain and sober side- and east 

elevations with the dark contrasting windows and doors all raise 

more questions than can be answered. Hawksmoor’s obvious love 

for antique motives and his commission to design a contemporary 

Anglican church, rooted in early Christian tradition will have 

prescribed his choice of elements and formed his imaginative 

designs. We are never able precisely to pinpoint his exact sources 

as most of his work came from his mind and his imagination and 

not from books and examples. Also, citing models and sources do 

not explain the impression these buildings make on the beholder. 

Hawksmoor proves to be an artist, not just a builder or scientist, but 

an artist whose work provides interest and pleasure. He is not a 

scholar or a classicist architect who leaves obvious traces of his 

sources and examples. Hence, the meaning of his works should not 

be looked for in his sources but in the way he approached his work 

and the way the patrons and the audience reviewed it. Once we start 

to consider his works as such, many paths for future research will 

open. 
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III. CONCLUDING REMARKS 

Hawksmoor designed buildings that exercise a silent appeal on the 

viewer. It does not always seem easy to understand their language. 

Just as Wren described the Temple of Peace as a building that 

‘paints’ the idea of peace, Hawksmoor may have tried to design the 

modern conception of the Anglican Church. St. Anne lacks unity in 

this aspect; every façade seems to stand on its own. Each of them 

was treated as a new opportunity to create the desired idea in the 

onlooker. Its front façade suggests an ancient nave and aisle church; 

the side elevations recall the simplicity of roman architecture. 

Hawksmoor did not reconstruct any ancient structure in order to 

evoke early Christianity. He created a representation, suggestive 

and evocative that could ‘work’ on the onlooker. The building that 

was created was an Anglican auditory. But the High-church 

commissioners wanted a different approach. There was need for 

various focal points and a separate chancel. R.T. recommended a 

longitudinal plan, so that the experience of walking through the 

church could be compartmentalized and slowed down. Hawksmoor 

created a mix of centralized and longitudinal design. It was a 

complex answer to a difficult problem. But he created a staged 

experience for the visitor. Like the authors of the publications on 

early Christianity, Hawksmoor was very concerned about the 

character of his church and the subsequent spiritual attitude visitors 

might have. Hawksmoor therefore tried to communicate an image 

to the visitor. His drawings, where the visual effect was explored, 

underline this aim. They used historical or classical references, an 

emphasis on visuality, and a concern with the effect in the 

audience’s mind and imagination to make their audience see the 

things Hawksmoor wanted them to see. 
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III. THE ‘FIGURES’ OF ARCHITECTURE: RHETORIC, STYLE AND 

ARCHITECTURE IN VANBRUGH’S SEATON DELAVAL 

I. INTRODUCTION 

The architecture of John Vanbrugh has some unusual characteristics. Even 

though Nicholas Hawksmoor cooperated in designing some of the 

buildings, Vanbrugh’s hand is, although not precisely clear where and 

how, obvious in the drama that is put on display for the visitor. In 

Kimbolton Castle (fig. 52) medieval elements, such as battlements, towers 

and protective screen walls, but also Elizabethan elements, such as the 

decoration in pediments and friezes, were combined with Palladian plans, 

Serliana windows and a symmetrical design, though combined with a top-

heavy proportional scheme. Windows rarely add any rhythm, as they do in 

Elizabethan country houses such as Wollaton Hall (1580-88) and 

Hardwick Hall (1590-97) (fig. 59), but instead when Vanbrugh wanted to 

emphasize a certain repetition or rhythm, he dramatised the windows into 

deeply recessed arches, varied the shapes of windows within one façade, or 

created a three dimensional play with the help of columns, arches and 

cornices. Variety and rhythm was created by stressing masses and 

volumes. Even though Vanbrugh sometimes combined the appropriate (i.e. 

from the same historic period, and hence fitting) historic elements together 

in one façade, he sometimes mixed elements from different areas in a non-

conforming and un-apologizing manner. Examples of this can be found in 

Kimbolton Castle, Blenheim Palace and the Goose Pie House (figs. 54, 2, 

and 55)  

The famous Goose Pie house, which Vanbrugh built and designed 

for himself in Whitehall and was demolished in 1906, was mocked by 
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contemporaries for being a random mix of architectural elements. Swift 

gave it the name of Goose Pie in a poem (1703): 

Now Poets from all Quarters ran 

To see the House of Brother Van: 

Look’d high and low, walk’d often Round, 

But no such House was to be Found: 

One asks the Watermen hard by, 

‘Where may the Poet’s Palace lie?’ 

Another of the Thames inquires 

If he has seen its gilded Spires? 

At length they in the Rubbish spy 

A thing resembling a Goose-Pie.415 

 It was built on a small site and the design shows a combination of 

architectural elements from various historic periods.416 There are the strong 

rustica and heavy arches of the main façade, combined with two protruding 

‘guardhouses’ which each show a large Palladian motif as an entrance. The 

façades are very plain and sober. The brick structure that is just visible 

behind the main front of the building adds to the confusion of styles and 

surfaces. There is no clear entrance and no clear main floor or ‘piano 

nobile’. The guardhouses are disproportionably low compared to the main 

building and the rustica of the main building does not continue in the 

guardhouses. Was this the home of an aristocrat, somebody from the 

military, or a madman? It is understandable that this private home was 

sending an ambivalent message to the contemporary public. Nobody has 

been able to really offer an interpretation of this strange little house, which 

is mostly known through a romantic nineteenth century watercolour 

drawing from Sir John Soane’s office (fig. 55). The building no longer 

                                                 
415 Beard (1986), p. 20; Downes (1977), pp. 304-307; Swift, ‘Van’s 
House’, p. 307. 
416 Hart (2002), p. 254.  
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exists and until somebody can create a satisfying interpretation, it remains 

the creation of a seemingly free artistic mind, were it not for the fact that 

the love of such interpretations based on artistic expression and freedom 

has a strong twentieth-century ring to it. 

Vanbrugh Castle in Greenwich is another building that Vanbrugh 

designed and built for himself and his family in 1718, now still extant (fig. 

55). It is seemingly less of a mix of historic architectural elements, as the 

medieval connotations are obvious in the name (‘Castle’) and the many 

towers, battlements, screen walls and the extensive use of bare-faced brick. 

But no medieval king would ever have built a castle like this. Only a 

romantic mind (as we would now call it) could design a building that has 

nothing of the original functions of a medieval castle and hence, could 

make free use of any and all architectural elements found in those 

structures. The Elizabethans started this tradition as a way of entertaining 

themselves and their audiences when they built their ‘mock’ castles and 

palaces with obvious medieval connotations.417 A relatively relaxed 

approach towards architectural elements from the past started to exist then 

in English architectural practice.  However, Vanbrugh’s design was 

different as he used curving lines, and piled up towers, walls and windows. 

If this would have been designed half a century later, by the architects of 

the Picturesque movement or the Romantics of the nineteenth century, 

historians would have had no trouble accepting this as the result of a 

romantic mind. The only thing missing would then have been some ruinous 

structure, or a grotto to add to the romantic drama. But Vanbrugh designed 

this before the Picturesque movement was fully developed. The 

introduction of the castle as a romantic echo of the past can only be 

interpreted by us within the context of the future Picturesque movement 

and the romanticism of the late eighteenth and nineteenth centuries. 

Associations with the late eighteenth century concept of the ‘sublime’ are 

                                                 
417 Girouard (1983), p. 41. 
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easily attributed to Vanbrugh Castle, but Vanbrugh’s design seems to sit 

perfectly in-between the wit of the Elizabethan medieval mock-castles and 

the romantic and intellectually serious Picturesque structures from the later 

eighteenth century. 

I.1. Vanbrugh: A much-loved Dissident? 

The architecture of John Vanbrugh is usually situated in the English 

Baroque. But his buildings do not fit very well with their contemporaries. 

Why this is so has so far not been answered satisfactorily by architectural 

historians. In most widely used architectural history handbooks Blenheim 

Palace and Castle Howard are described as the ‘culmination’ of the English 

Baroque.418 His lesser-known buildings, such as Grimsthorpe and Seaton 

Delaval display more unusual features and are less easy to group within the 

Baroque.  

Kerry Downes wrote the leading monograph on Vanbrugh in 

1985 and continued the manner of describing Vanbrugh’s architecture that 

was already set out by John Summerson in his Architecture in Britain 

(1953) and The Classical Language of Architecture (1963). Both authors 

analysed Vanbrugh’s Seaton Delaval in Northumberland (an example for 

which I will offer an alternative interpretation later in this chapter) in a 

Vitruvian manner. Seaton Delaval has the plan of a medieval keep, but this 

is combined with elevations that incorporated elements of classical 

architecture. Downes called it a complete fusion “of a Gothic Castle and a 

Palladian Temple”.419 This ambivalence in the analysis of Seaton Delaval 

reappears in descriptions of Vanbrugh’s larger buildings; Castle Howard 

and Blenheim Palace, and as we will see later, also in the descriptions of 

the work of Vanbrugh’s colleague Nicholas Hawksmoor and his designs 

for the London city churches. Apparently it is hard to decide if the 

                                                 
418 Summerson (1963), p.166. 
419 Downes (1977), p. 105. 
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buildings can be unreservedly described as Gothic or classical and hence, 

difficult to construct a framework in which they make sense. 

Labelling the buildings is difficult, and generally the description 

of the buildings illustrates the difficulties critics have. Summerson did not 

describe Blenheim Palace’s façade in traditional stylistic terms, but instead 

chose to describe its evocative qualities. The use of the Doric order in the 

façade of Blenheim Palace in The Classical Language of Architecture 

(1991) is described as:  

There is a double beat, then [the Doric Order] 

wheels round. Another double beat: it turns, enters 

the towers – it disappears. Then out it marches 

from the near side of each tower, marches forward 

till it is returned as a formal entry with steps inside 

and a flourish of arms above.420  

His description is eloquent and captures the mood that the building 

provides very well, but unfortunately it does not answer any of the 

questions we might have. Why was it built that way? Analysis of the plan, 

something that Summerson believed to be the most important part of any 

interpretation, did not provide entirely satisfactory results.421 Summerson 

started his analysis of Blenheim Palace in his Architecture in Britain with 

the plan.422 It was based on Wren’s Greenwich plans, he wrote, but he then 

quickly moved towards a more visual description. There is an “over-all 

conception of the castellar mass”, and the “combination [of the Greenwich 

plans and the French inspired château plans] is enormously powerful”. The 

Doric columns in the entrance “emerge” and “sweep around” to the 

pavilions. Architectural elements “sink”, “sweep”, “meet”, and “knit 

together” and all this is summarized as “the drama is wonderfully 

sustained, mounting to the portico which, robbed of its focal gravity by the 
                                                 
420 Summerson  (1991), p. 71.  
421Summerson (1978), p. 86. 
422 Summerson  (1963), p. 166. 
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presence of the two heavier pavilions, is compensated in height”. 

Summerson concluded that here the “English Baroque culminates”.423 This 

change in focus becomes even clearer when the description of Blenheim 

Palace is compared to that of the Greek Cross design for St. Paul’s 

cathedral earlier in the same book, where Summerson applied his own 

theory that “much – almost everything – is to be learnt from a study of the 

plans”.424 The design is analysed by its plan, as a “domed central space 

whose distinguishing characteristic is that the dome is supported on eight 

equal, but not equally spaced, piers, instead of four.”425 The traditional 

Vitruvian analysis of a classical building apparently did not work for 

Blenheim Palace. Instead Summerson chose to focus on the effect of the 

building on the onlooker. 

The problems in describing and interpreting the architecture of 

Vanbrugh and Hawksmoor appear in other authors as well. One often finds 

Vanbrugh’s architecture described in suggestive terms that provide the 

reader with a sketchy illustration of what these buildings are about. 

Terminology such as Summerson’s, or the use of terms like “dramatic”426, 

“majestical”427, “revivalism”428, “muted medievalism”429 or descriptions of 

Seaton Delaval as “superb, a breath-taking exaggeration”430 unfortunately 

do not illuminate the meaning of the design for architect, client or 

audience. Why was the building designed the way it was? And what did 

the architect and client want to communicate, if anything at all? 

I would like to suggest another method of analysing this 

architecture, which was already suggested by Summerson’s emphasis on 

the effect of the building. Instead of analysing the building as such, we can 

                                                 
423 Summerson (1963), p. 166. 
424 Summerson ( 1963)p. 130; Summerson (1978), p. 86. 
425 Summerson (1963), p. 130 
426 Summerson (1963), p. 168. 
427 Summerson  (1963), p. 168. 
428Downes (1959), p. 52. 
429 Ridgway (2000), p. 72. 
430 Summerson (1963), p. 168. 
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focus on the relationship with its audience. After all, buildings are situated 

in a landscape or cityscape, are lived in, viewed and visited, and often 

judged and interpreted by people. The analysis of the relation between 

building and audience developed here is a rhetorical method of 

interpretation, because it uses the classical theory of persuasion with its 

strong focus on the impact of a speech on its audience, that is the relation 

between speaker and audience, as its basis. Rhetorical theory has also 

offered various prescriptions and guidelines on how to design a work of art 

in such a way that it reaches its purpose, in this case its goal as a certain 

type of building, i.e. as a church, an imposing country house or a 

monument.  Rhetoric provides guidelines on how to choose the elements of 

the work of art and in which manner they should be formed and 

represented. This is what we can refer to as rhetorical style (elocutio). This 

chapter will further explore the concept of style and how the analysis of 

rhetorical and art historical style can help us interpret a building like 

Vanbrugh’s Seaton Delaval. Especially the relation with the text On the 

Sublime by Longinus will provide us with clues as to how we can interpret 

Vanbrugh’s use of style.  The modern period style classification was 

developed in the nineteenth century and since then we are now all familiar 

with style periods such as Gothic, Modern, Romantic, Expressionistic, 

Renaissance etc.  But we are also more aware of the confusing and 

misleading connotations that come with the use of such classifying 

concepts when applied to works of art and buildings designed before the 

nineteenth century. 

II. MODERN CONCEPTS OF STYLE 

The modern concept of style in art history has, broadly speaking, two 

meanings. The philosopher Richard Wollheim (1923-2003) has argued this 
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in his essay Style in Painting.431  Wollheim wrote some leading works on 

art theory and aesthetic philosophy, most notably Art and its Objects 

(1968) and Painting as an Art (1987) on pictorial perception and 

representation and the intention of artists. In his essay Style in Painting he 

distinguishes ‘general style’ from ‘individual style’.432 General style is the 

style of a period or school. The chronological ordering of these styles is 

now accepted as the main system of classification and interpretation within 

art history. From Winckelmann to Wölfflin art historians created the 

almost fixed classification of one style period following the other.433 

Winckelmann argued for a connection between Greek art and the Greek 

way of life and others subsequently did the same for other art periods, such 

as Gothic, Baroque and Rococo. All an art historian has to do is “to 

demonstrate this unitary principle”.434  

But this has been questioned in the twentieth century. Wollheim 

divided the modern concept of style in art history in these two meanings: 

a. General style: Style refers to the shared characteristics of a 

group of artists (school) or a group of artists within a certain time 

(period). 

As a consequence style functions as a means for classification and 

interpretation. 

b. Individual style refers to the individual manner of the artist, 

which can be intentional or not. 

Wollheim made a distinction between ‘general style’ which “lacks reality”, 

has no “explanatory value”, and is very “changeable”, and ‘individual 

style’, which does have reality and is intentional and expressive.435  

General style concepts, such as the Baroque, are, according to Wollheim, 

                                                 
431 See on Wollheim: Danto (2003). Wollheim (1995), Wollheim (1968), 
Wollheim (1987). 
432 Wollheim (1995), p. 37; cf. Gombrich (1966);  
433 Gombrich (1968), p. 354. 
434 Gombrich (1968), p. 357. 
435 Wollheim (1995), pp. 41-45. See also Sohm (2001), p. 63. 
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unifying concepts formulated after the period they refer to, that is often not 

based on the ways in which artists at the time considered their work. The 

artists of the late seventeenth and early eighteenth century were not 

striving or working towards what would be called ‘Baroque Art’ in the 

nineteenth and twentieth century. The classifying concepts such as the 

Baroque are applied to art history from the viewpoint of the historian who 

has the (dis)advantage of looking back in time. They were applied to art 

history in order to impose order and create a clean-cut perspective, but then 

do not always help in the interpretation of the art of that period, since they 

were not a modelling principle for the art of that time.  

These modern concepts of style share a certain determinism, since 

they imply that artists are not able to work ‘outside’ their art historic period 

or their school. When an artist creates something that does not fit into the 

established classification system, it is usually not considered as a 

meaningful work of art. Art historians or critics can simply not make sense 

of it. The same applies to individual style. Within an approach to art 

history based on stylistic classification, the artist’s conscious intentions and 

ability to express them are acknowledged, but at the same time his works 

are judged in terms of period and individual style. Works that do not fit 

into these categories are either ignored or dismissed. Taken to its limit the 

stylistic approach to classification and interpretation takes away the 

possibility of human intention and choice.436 The interpretation of the 

architecture of Vanbrugh, which as we have seen, displays a so far 

inexplicable mixture of historic architectural elements, suffers from these 

modern style concepts. The principle unifying his work and that of  

contemporary architects seems to be insufficient and unclear.  The very 

modern concept of individual style, which acknowledges artistic individual 

expression and intention, has proven easier to apply to Vanbrugh as an 

artist, but this concept’s anachronism within the context of early 
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seventeenth-century English architectural practice and theory prevents us 

from interpreting Vanbrugh as a twentieth-century style avant garde artist 

who works to express himself. 

II.1. “express’d in a plain but Just and Noble Stile”: Seventeenth-

Century English Concepts of Style in Architecture. 

Vanbrugh’s architecture might be difficult to place in any modern period 

style concept now, but he was one of the first who were able to recognize 

and incorporate the modern concept of period styles in his designs. One of 

the origins of the classification system which was fully developed in 

particular for architectural history in the 19th century, lies arguably with 

him in the early eighteenth century. In order to trace the development of 

the concept of period style we need to start first with Sir Christopher Wren 

and then consider Hawksmoor’s treatment of historical styles.437 

II.1.a. Wren: Historical Concept of Style 

In the 1660s Wren was involved in many schemes for the 

rebuilding or refurnishing of old Gothic buildings. His scientific skills 

were highly appreciated by the commissions for rebuilding St Paul’s 

Cathedral and he provided various ideas for the reconstruction of the City 

of London and its cathedral. In these ideas he showed a growing awareness 

of the historic qualities of the buildings of London, which would later 

result in his Report on Westminster Abbey (1713) in which he formulated 

one of the first histories of British architecture. Wren was, of course, not 

entirely correct in his dating or in tracing the origins of architectural 

elements from historic periods, but his remarks were an important step in 

the development of the concept of period ‘style’ as a means of 

distinguishing and classifying the periods in British architecture. It was 
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John Aubrey (d. 1697) who, as far as we know now, wrote the first history 

of British architecture in the fourth section of his Monumenta Britannica, 

which appeared in the 1670s.438 An awareness of the historical evolution in 

building, expressed in terms of style, slowly emerged in England in the 

seventeenth century. An early example can be discovered in the treatise of 

JohnWebb and/or Inigo Jones on Stonehenge (1655).439 In this treatise the 

author acknowledged the differences in building between various countries 

and times. These differences however were not considered in terms of 

style, but were considered as differences between the ‘customary’ and the 

‘strange’.440 Within the ‘customary’ way of building a development was 

recognized which had resulted in the classical buildings of the continent, or 

as Christopher Wren put it in his Report on Old St. Paul’s (written in 

1666), the “modern way of Italy”.441 In the late sixties Wren continued 

writing about old cathedrals as built in a traditional, but faulty manner.  He 

disapproved of too much ornament in the cathedrals, as was common in 

“all the Cathedralls of the Gothicke Forme”, and instead preferred the 

Romanesque or the modern classic manner which were, according to 

Wren, both based on ancient Roman buildings.442 

In his Report on Westminster Abbey Wren developed a 

comprehensive account of the history of Gothic architecture. He described 

the ‘Gothic’ style as the Saracen Style of building, which was brought to 

Europe by the crusaders of the Middle Ages. He acknowledged the positive 

value of this style when he wrote  

I think it should with more Reason be called the 

Saracen Style; for those People wanted neither Arts 

                                                 
438 See Colvin (1999). 
439 In Raphael’s letter to Pope Leo X (1516) a first attempt was made at a 
stylistic history of architecture that differentiated between the Gothic and 
the classical. See Rowland (1994), p. 97. 
440 De Beer (1948), p. 157. 
441 Soo (1998), p. 55. 
442 Soo (1998), pp. 63-8 [‘Report on Salisbury Cathedral’, 1668]. 
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nor Learning; and after we in the West had lost 

both, we borrowed again from them, out of their 

Arabick Books, what they with great Diligence had 

translated from the Greeks.443  

Wren distinguished the Saracen (or Gothic) style and the modern style, 

which referred to sixteenth and seventeenth-century architecture. His 

words in Tract II clearly show what he thought of Renaissance 

architectural theory with its emphasis on proportion and the correct 

handling of the orders:  

Modern Authors who have treated of Architecture, 

seem generally to have little more in view, but to 

set down the Proportions of Columns, Architraves, 

and Cornices, in the Several Orders, as they are 

distinguished into Dorick, Ionick, Corinthian, and 

Composite; and in these Proportions finding them 

in the ancient Fabricks of the Greeks and Romans, 

(though more arbitrarily used than they care to 

acknowledge) they have reduced them into Rules, 

too strict and Pedantick, and so as not to be 

transgressed, without the Crime of Barbarity; 

though, in their own Nature, they are but the 

Modes and Fashions of those Ages wherein they 

were used; but because they were found in the 

great Structures, (the Ruins of which we now 

admire) we think ourselves strictly obliged still to 

follow the Fashion, though we can never attain to 

the Grandeur of those Works.444 
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Instead, Wren stressed the importance of a selective and critical use of 

stylistic elements. In his design for Westminster Abbey, which he 

presented together with his report on the old structure, Wren chose to 

integrate the new design with the old Gothic church, because “to deviate 

from the old Form, would be to run into a disagreeable Mixture, which no 

Person of a good Taste could relish”.445 So, even though he did prefer the 

classical way of building, he acknowledged the need to conform to 

architectural elements of a certain historic period when it was found 

suitable. The conscious choice for historic architectural elements was a 

decision based on the visual effect and the appropriateness of the elements 

(decorum). Only if the historic architectural would create the appropriate 

and wanted effect would they be chosen.  He wrote at the end of his 

Report:  

For all these new Additions I have prepared perfect 

Draughts and Models, such as I conceive may agree 

with the original Scheme of the old Architect, 

without any modern Mixtures to shew my own 

Inventions.446  

His reluctance to mix old and new ties in with notions of decorum which 

were current in the seventeenth century and originally rhetorical in 

character. These ideas were picked up after Wren by his pupil and 

colleague Nicholas Hawksmoor, who would show more emphasis on the 

visual effect of buildings. Wren’s writings at this time do not yet display an 

historical awareness which would allow for a free choice from the rich 

palette of period styles that history provides.447  
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447 See chapter I.III.2.c on decorum. 
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II.1.b. Hawksmoor: Towards an Associational Historical Style 

The designs for the city churches of Vanbrugh’s contemporary Nicholas 

Hawksmoor were criticized by James Ralph in his Review of the Publick 

Buildings in London and Westminster (1734) as being “mere Gothique 

heaps of stone, without form or order”.448 Hawksmoor responded in a letter 

to the Dean of Westminster in 1734-5 in which he accused his critics that 

“they are not enough skill’d in masonry, and the Styles of Building” to be 

able to object to his designs.449 Hawksmoor took over the job of 

remodelling Westminster Abbey after Wren had died, and designed the 

two towers. The towers follow Wren’s designs and Hawksmoor claimed 

that he had acquired enough experience under Wren’s supervision and on 

his own to know how to build according to the Gothic style. His towers 

were supposed to conform to the older building, just as Wren’s designs for 

it did. Hawksmoor claimed to have done no more than to restore and 

rebuild the church where necessary, and only gave in to alterations in the 

design where it was “irrationall and impracticable to follow” the old.450 

Earlier Hawksmoor had been asked to design alterations to All 

Souls College, Oxford, and it was here that we can observe Hawksmoor’s 

own handling of Gothic elements. In 1715 he presented numerous designs 

for a library, lodgings with twin towers, a ‘cloister’ and a remodelling of 

the south side.451 He wrote a long letter accompanying this design in which 

he gave an extensive history of Gothic architecture, largely based on 

Wren’s ideas. He emphasized that even though the chapel of All Souls 

College does not have right angles “(in all appearance) it will seem 

uniform” and further in the letter he wrote that he added “those Small 

irregularitys frequent in ye Gothick workes” to a Gothic styled arcade 
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which will “preserve a Reasonable uniformity”.452 He used the terms 

‘seem’, ‘appearance’ and ‘uniformity’ (in which he meant that the 

elements would seem uniform with the rest of the building). They refer to 

the visual effect these architectural elements would have on the onlooker, 

and the mental consequences of these visual stimuli into associations of a 

historic Gothic past. This document shows that he approached Gothic 

architecture differently from Wren, because he emphasized the 

associational character of his architectural choices, whereas Wren 

conformed to historic (visual and decorous) congruity. Instead of 

architectural choices based on decorum, Hawksmoor based his choice on 

the associational characteristics of these architectural elements. These do 

not necessarily have to be in the correct shape or with the correct detailing 

for that historic period, but Hawksmoor tried to make sure the onlooker 

associated these elements with the right historic period. His letter dating 17 

February 1715 in which he explained his designs for the College clearly 

stressed this design method.   

At All Souls it was not simply a matter of restoring and rebuilding 

a Gothic building, but remodelling and adding to an older building so that 

it became a contemporary one. Hawksmoor was aware of the value of 

architectural heritage, and the history of the College, and did not make 

stylistic choices based on historical congruity as Wren did, but on the 

visual qualities of architectural elements. He rarely worked in a proper 

Gothic style, which Wren probably tried, his designs for All Souls and his 

city churches show that he was able to suggest a Gothic style without using 

Gothic elements.453 All Souls College for example incorporates a Venetian 

window and classical interior designs in a mainly Gothic building. 

Hawksmoor was mostly concerned with the Gothic appearance of the 

building and felt he could freely use Italian Classical elements to reach that 

                                                 
452 Hawksmoor’s ‘Letter to dr. George Clarke (All Souls College)’, 17 
February 1715, p. 241. 
453 As Downes also observed, see Downes (1996), p. 163. 
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goal. Like Wren before him, he was able to make design choices that 

represent an awareness and recognition of the existence of architectural 

elements of a certain historic period such as Gothic and Classical. At the 

same time Hawksmoor began to mix elements from different historical 

styles with an eye to the associations this would evoke in the mind of the 

beholder 

II.1.c. Vanbrugh’s use of historical style 

Hawksmoor worked closely together with Sir John Vanbrugh on 

numerous occasions. Vanbrugh was a member of the commission for the 

building of fifty new churches in London, where Hawksmoor was the 

surveyor, and the two men worked together on the designs for Blenheim 

Palace in Oxfordshire and Castle Howard in Yorkshire. But in the designs 

of Vanbrugh it becomes even more apparent that style is now a matter of 

choice, based on the visual appearance and associations of architectural 

elements from a certain period of time or geographical location. 

Commenting on his designs for Kimbolton Castle, which had partly 

collapsed in 1707, he wrote to his client, Lord Manchester: 

As to the outside, I thought ‘t was absolutely best, 

to give it Something of the Castle Air, tho’ at the 

Same time to make it regular. And by this means 

too, all the Old Stone is Serviceable again; which to 

have had new wou’d have run to a very great 

Expence; This method was practic’d at Windsor in 

King Charles’s time, And has been universally 

approv’d, So I hope you Ldship won’t be 

discourag’d, if any Italians you may shew it to, 

shou’d find fault that ‘tis not Roman, for to have 

built a Front with Pillasters, and what the Orders 

require cou’d never have been born with the rest of 
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the Castle: I’m sure this will make a very Noble and 

Masculine Shew; and is of as Warrantable a kind of 

building as any.454 

This recalls the manner in which Wren remodelled old buildings. 

Vanbrugh was here mostly concerned with the appropriateness of his 

remodelling. Questions of suitability and decorum were a primary concern. 

But when Vanbrugh wrote his Proposals about Building ye New Churches 

(probably written in 1711) for the commission in London he was more 

explicit in his ideas style and design.455 In this paper, which is vital in the 

understanding of Vanbrugh’s architecture, he emphasized the power of 

architecture to evoke associations in the mind of the spectator and 

recommended to build the city churches of London with this in mind. 

According to Vanbrugh, buildings are able to inspire feelings such as piety, 

power or wealth. The “Magnificence” of churches, he wrote in his 

Proposals, “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”.456 

Churches are the most important buildings in which a state and a religion 

could express their power. The language Vanbrugh used to express his 

ideas on this power was not used by Christopher Wren, who sat on the 

same commission and also wrote his recommendations for the building of 

the city churches. In Wren’s recommendation it seems that he was mostly 

concerned with the placing of pews, burials and the capacity of the 

building. Vanbrugh on the other hand, expressed a belief in the persuasive 

power of architecture. He stated in his Proposal that the churches should 

not only be useful and answer the needs of the local parishes, but “at the 

same time, remain Monuments to Posterity of [the Queen’s] Piety & 
                                                 
454 ‘18 July 1707, to the Earl of Manchester’, Webb (1928), p. 14. 
455 The manuscript is undated. It was probably written in 1711 since on 16 
July 1712 the general guidelines for the churches were drawn up by the 
commission. 
456 Vanbrugh, ‘Mr Van-Brugg’s Proposals’, p. 257. 
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Grandure And by Consequence become Ornaments to the Towne, and a 

Credit to the Nation”. Through the ages, Vanbrugh continued, churches 

were always considered most important. Expenses were never spared for 

their construction. “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”.457 The commissioning of fifty new churches 

for the city of London in 1711 was a most suitable occasion for putting 

these ideas into practice. The designer for the city churches should then, 

according to Vanbrugh, not only bear in mind the use of the buildings, but 

also this use should be  

made consistent with the utmost Grace that 

Architecture can produce, for the Beauty of it: 

which Grace shou’d generally be express’d in a 

plain but Just and Noble Stile, without running into 

those many Divisions and Breaks which other 

buildings for Variety of uses may require; or such 

Gayety of Ornaments as may be proper to a 

Luxurious Palace.458 

The government wanted to honour Queen Anne with these new landmarks 

for the city. The recommendations of Vanbrugh and Wren were put 

together in guidelines for the architects that prescribed a number of 

elements for the designs. He wrote the recommendations shortly after the 

commission was installed in 1711, which was only a few years earlier than 

Wren’s notes on Westminster Abbey in which he described the history of 

English Gothic architecture. But according to Vanbrugh one must choose 

the manner in which a building was built according to the building’s 

purpose. He followed Alberti who attributed moral qualities to architecture 

                                                 
457 Vanbrugh, ‘Mr Van-Brugg’s Proposals’. 
458 Vanbrugh, ‘Mr Van-Brugg’s Proposals’. 
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when he recommended keeping the purpose of various building types in 

mind when choosing a style.459 This refers to functional decorum. 

Vanbrugh displayed a consciousness of appropriateness when designing 

“Luxurious Palaces” that would need “many Divisions and Breaks” and 

“Gayety of Ornaments” while the city churches should express a grace “in 

a plain but Just and Noble Stile”.  

Sir Christopher Wren considered the development of architectural 

styles in a linear manner, following the Gothic of the Middle Ages which 

developed into the Modern way of the Italians. He restored medieval 

buildings and used a fitting Gothic style for this but also designed new 

buildings in a modern manner, which was inspired by Italian architecture. 

Vanbrugh, however, chose freely from architectural elements from all 

known historical periods independent of functional and historical decorum, 

or whether it would fit with the rest of the existing building. Hence he 

added battlements to Kimbolton Castle, which was mostly classical in 

character, and the Italian Baroque style of Castle Howard was contrasted 

with a kitchen block with bare faced brick and sober masses. The 

mausoleum that was situated in the park of Castle Howard received a 

dramatic Roman classicist design. All types of architectural elements from 

all historic periods and geographical regions formed Vanbrugh’s palette. 

Decorum does not seem to have been the only factor in his design choices, 

but as the other factors remain unclear, Vanbrugh’s architecture is often 

considered wild and expressive. It is certainly full of associations for the 

viewer. It seems that the contemporary associations people might have 

when confronted with architectural elements from a certain historic period, 

directed Vanbrugh’s design choices. Not only was Vanbrugh aware of the 

ethical connotations attached to a certain type of building, but he could 

also make an informed choice of historic architectural elements that would 

be appropriate in the circumstances. Vanbrugh was able to integrate 

                                                 
459 Lang (1965), pp. 128,138 ; Onians (1988), pp. 149-157 ; Alberti, De re 
aedificatoria, IX. 
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different historic architectural elements, and thereby create something new 

and contemporary. The results of his choices were buildings that trigger the 

imagination of the onlooker. The buildings either tell a story, place the 

onlooker in a certain state of mind, or even transport the viewer to other 

times and places as the analysis of Vanbrugh’s Seaton Delaval will 

illustrate later in this chapter. 

As to where Vanbrugh’s buildings take the viewer and what story 

his buildings seem to tell we must continue to guess. The translation of his 

architectural choices into historically plausable interpretations remains 

difficult because Vanbrugh did not provide enough clues or because we are 

unable to read them. Giles Worsley recently added his interpretation of the 

mix of styles in Vanbrugh’s buildings and concluded Vanbrugh was tyring 

to create a ‘National Style’.460 Worsley referred to the Elizabethan and 

medieval influences in Vanbrugh’s architecture and concluded that 

Vanbrugh was creating a “new and yet self-consciously English 

architecture”. The architectural quotations from Elizabethan, medieval and 

ancient times cannot in themselves lead to the conclusion that Vanbrugh 

was after a ‘National Style’. Worsley further remarked on the parallels 

with France, Germany and Switzerland where architects made use of 

earlier national architectural styles.461 Unfortunately they remain just 

parallels. Worsley’s observations on Vanbrugh’s sources and inspirations 

are insightful and valuable, but I cannot take the leap towards a ‘National 

Style’ with him. An interpretation of Vanbrugh’s wild choice of historical 

architectural elements remains to be presented. 

Vanbrugh adopted architectural elements from various historic 

periods such as Gothic, Roman and Modern relatively freely in his designs. 

He was able to make stylistic choices from the growing field of period 

styles that emerged from the study of the history of architecture. We are 

therefore confronted with the paradoxical situation that Vanbrugh (like 

                                                 
460 Worsley (2002), p. 113. 
461 Worsley (2002), p. 122-123. 
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Wren and Hawksmoor) was one of the first to show an awareness of the 

historical development of architectural style and of the characteristics of 

each style, and this awareness clearly points to subsequent developments in 

the work of Winckelmann and nineteenth century historians of art and 

architecture. But at the same time, and in this Vanbrugh is different from 

these later developments, he used that awareness not for historical inquiry, 

but as an instrument for architectural design. To add to this paradox, he 

consciously employed elements from historical styles in his buildings on 

the basis of considerations of expressive and functional decorum and with 

the aim of awakening associations in the spectator, thus combining 

elements from rhetoric, as I will show, with the emerging doctrine of 

associationalism. Associationalism was developed by David Hume, 

Francis Hutcheson and Henry Home, Lord Kames who, among others, 

would take the first steps on the path that would make associationalism 

into a theory of ‘associationalist aesthetics’. They did not believe in 

objective beauty, and individual taste and subjective judgement of beauty 

became the ruling aesthetic theory.462 Richard Payne Knight (1750-1824) 

developed the idea of stylistic eclecticism further and the stylistic 

multiplicity of associationalism could then replace the rigid authority of the 

architectural order and beauty of classical architecture.463 We can consider 

Vanbrugh’s architecture as an early example of this associationalistic 

thinking. This clear when we consider his work with the help of some 

rhetorical concepts such as style or elocutio. 

III. THE RHETORICAL CONCEPT OF STYLE 

Quintilian described style or elocutio as the third stage in the process of 

designing a speech or text.464 The five stages were inventio, dispositio, 

                                                 
462 See Mordaunt Crook (1995), pp. 73-75. 
463 Mordaunt Crook (1995), pp. 74-80. 
464 Quintilian, Institutio Oratoria, III.iii.1. 
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elocutio, memoria and actio.  These stages were divided in two main 

groups, the first group in which the orator found his subject matter and 

created his argument (inventio and dispositio), and the second group in 

which the orator found the manner in which he could present his case 

(elocutio, memoria and actio). The first group is therefore concerned with 

res (subject matter), and the second with verba, or the expression of one’s 

ideas on the subject matter.465 Even though the subject matter of a speech 

was the so-called ‘backbone’ of the speech, the subsequent presentation of 

this was found very important.466 However, Quintilian emphasized that one 

should be careful not to ‘overdress’ the subject matter of a speech and not 

to give too much attention to appearance. After all, “while […] style calls 

for the utmost attention, we must always bear in mind that nothing should 

be done for the sake of words only, since words were invented merely to 

give expression to things: and those words are the most satisfactory which 

give the best expression to the thoughts of our mind and produce the effect 

which we desire upon the minds of the judges”.467  

After this caution, Quintilian continued in book VIII to describe 

the properties of elocutio, or rhetorical style. Within elocutio, propriety (or 

decorum) is of a fundamental importance. Whatever ingredients for 

elocutio are chosen, the orator should always have the particular 

circumstances of the text or speech in mind. Inappropriateness will result 

in a reversal of the wanted effect and persuasion will certainly not be 

achieved. Ornaments are vital in attaining and maintaining the most proper 

elocutio throughout a speech. Quintilian emphasized the power of 

ornaments as he wrote “the speaker who possesses it [the “employment of 

skilful ornament”] fights not merely with effective, but with flashing 
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466 Quintilian, Institutio Oratoria, VIII.pr.18. 
467 Quintilian, Institutio Oratoria, VIII.pr.32. 
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weapons”.468 And an orator who uses ornaments properly also helps 

himself to attain his objective, that is, to persuade his audience.  

For when our audience find it a pleasure to listen, 

their attention and their readiness to believe what 

they hear are both alike increased, while they are 

generally filled with delights, and sometimes even 

transported by admiration.469 

The main ornaments in rhetoric are the figures of speech. Figures and 

tropes create “alterations in language” and “add force and charm to our 

matter”.470 Figures are intended to enhance what is said or written, through 

the creation of vividness, or enargeia.471 If the subject matter is presented 

vividly the listener will, so to speak, ‘see’ things and consequently be 

persuaded more easily.472 Quintilian described vividness as making the 

orator “seem not so much to narrate as to exhibit the actual scene, while 

our emotions will be no less actively stirred than if we were present at the 

actual occurrence”.473 Figures help to create this vividness as they provide 

variety in a text or speech. Real life speech has this variety naturally and an 

orator can attain his goal best when he persuades the audience that he is 

speaking naturally. Figures are used to gain support, defend a subject, 

simply relieve monotony, or express a meaning in the best way.474 There 

are numerous figures, which are all described extensively by Quintilian. He 

and other classical orators often described the value of the rhetorical rules 

for the other arts. In a famous and very influential passage Quintilian 

described the value of variety achieved by means of the use of figures in a 

                                                 
468 Quintilian, Institutio Oratoria, VIII.iii, 2-3. 
469 Quintilian, Institutio Oratoria, VIII.iii.5. 
470 Quintilian, Institutio Oratoria, IX.i.2. 
471 For the history and meaning of this concept see Ueding (1992)(ed.), 
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speech by describing the Discobolus by the Greek sculptor Myron (5th 

century B.C.). He described a body which, when standing straight seems 

lifeless, but when “curved” gives an impression of life and motion. The 

variety in the position of limbs and head in a sculpture creates a vividness 

that convinces the onlooker of its quality: 

Where can we find a more violent and elaborate 

attitude than that of the Discobolus of Myron? Yet 

the critic who disapproved of the figure because it 

was not upright, would merely show his utter 

failure to understand the sculptor’s art, in which 

the very novelty and difficulty of execution is what 

most deserves our praise. A similar impression of 

grace and charm is produced by rhetorical figures, 

whether they be figures of thought or figures of 

speech. For they involve a certain departure from 

the straight line and have the merit of variation 

from the ordinary usage.475  

One of the most important characteristics of figures is their connection 

with real life. Only when an orator can imitate real life speech correctly, 

only then can he hope to persuade his audience. In a Greek treatise of the 

first century A.D. attributed to Longinus on the rhetorical category of the 

sublime, to which I will refer later in section IV, the rhetorical figures were 

described extensively.476 Longinus emphasized the qualities of rhetorical 

figures as “natural allies of the sublime”, and stressed the need to conceal 

                                                 
475 Quintilian, Institutio Oratoria, II.xiii.10-11. On this passage and is 
influence on Renaissance artist theory see  Summers (1981), pp  91-92. 
476 Longinus, On the Sublime. I will refer to the Loeb edition from 1999 
[first edition 1995] as translated by W.H Fyfe. On Longinus see Kennedy 
(1972), pp. 369-377. On Longinus and his influence on 17th-century art 
and thought see Hope Nicolson (1963), pp. 29-31; Brody (1958); Henn 
(1934), Monk (1935), and Rosenberg (1917). 
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them so that the audience can believe in their naturalness.477 He compared 

this concealment with the art of painting, where highlights draw the eye 

and shadows suggest the depth of something in the background.478 So it is 

with figures, which evoke an emotional response in the audience without 

being noticed initially as figures.  

The figures should always be applied with decorum in mind. Only 

proper and fitting figures can be used in order to gain the maximum effect. 

This also applies to the correct choice of style, or elocutio. Cicero 

distinguished three styles in rhetoric; the grand, the middle and the plain 

style.479 He linked these styles with the three goals of rhetoric, respectively 

persuasion, pleasure and proof.480 Quintilian would later disagree with the 

division of rhetoric in only three styles, since according to him, there are 

numerous variations within each style. He wrote that oratory has many 

forms “but they differ greatly from one another, and not merely in species, 

as statue differs from statue, picture from picture, and speech from speech, 

but in genus as well, as, for example, Etruscan statues differ from Greek 

and Asiatic orators from Attic”.481 He continued describing the differences 

in the style of various artists and concluded the section with the description 

of the various styles in oratory. He stressed that within the traditional three 

styles of oratory “countless species of styles” can be found, “each differing 

from the other by some fine shade of difference”.482 An orator will choose 

the elocutio according to the subject matter, the audience, the time and 

place of delivery, but an orator will also change his choice of elocutio 

throughout his speech depending on the demands of the different portions 

of the case.483 

                                                 
477 Longinus, On the Sublime, 17, p. 231. 
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Elocutio within rhetorical theory was then a consciously added 

‘colouring’ which expressed the ideas of the orator as best he could. 

Hence, it added vividness and thereby persuasive power to the subject 

matter at hand, and was intended and added consciously by the orator. In 

the words of the sixteenth century writer Puttenham it “delight[ed] th’eare” 

and created “a stirre to the mynde”.484 

 

Within classical rhetorical theory choice is vital in the adding of elocutio in 

a speech or text. Most orators distinguish the three rhetorical styles, the 

Grand, the Middle and the Plain and associate them with the Greek regions 

or people of their origin; Attica, Rhodos and Dorian, which refers to the 

Doric tribe. The three styles received normative descriptions corresponding 

to the supposed characteristics of their original country and countrymen. 

For architecture Vitruvius classified the three classical orders in a 

comparable manner and gave them normative descriptions. 

The classical orators did strongly believe in choice. With decorum 

in mind, an orator had to choose his style and the appropriate figures. The 

clear separation of res (subject matter) and verba (its expression through 

words) marks the value of style as a consciously chosen, added factor.485 

Therefore, the present-day art-historical concept of style is an instrument 

of chronological and local classification, made by the art historian after the 

work has been created; the rhetorical concept of style is one used by the 

speaker (or artist), and refers to the ways in which the most persuasive 

formulation is reached: it is not about classification, but about choice. 

Vanbrugh chose various period features for his buildings to excite 

associations in the onlooker. To understand Vanbrugh’s approach to design 

and the way he envisaged the design process the description of the effects 

of rhetorical figures in Longinus’ treatise is very helpful. As we shall see in 

the next section, the resemblance between Longinus’ advice on rhetorical 
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style and Vanbrugh’s approach to architectural design is no coincidence. 

Rhetorical theory in the early eighteenth century had long been part of the 

curriculum of schools and formed part of the upbringing of gentlemen and 

especially politicians. Rhetorical theory therefore forms a valid corpus with 

which to analyse the architecture of Vanbrugh and Hawksmoor. It will 

provide us with tools for a new manner of analysis and interpretation that 

can easily be extended beyond the works of Hawksmoor and Vanbrugh, 

but which will be limited to them in the present book. Longinus’ rhetorical 

treatise gained an immense popularity in the early eighteenth century and 

even though we do not know if Vanbrugh knew any of the contemporary 

translations or editions, he must have been aware of the modern 

interpretations of Joseph Addison and John Dennis. The conscious choice 

of various design elements, either to provide associations, or to provide or 

relieve monotony and variety, can be interpreted in terms of the method 

Longinus advised for writing speeches. 

IV. LONGINUS’ ON THE SUBLIME  

According to the modern literature on Vanbrugh’s architecture, 

Vanbrugh’s choices in architectural style seem to be based on his intuition 

or his artistic expressionism. He seemed to have known what elements to 

choose and what not, in order to design the building he wanted to build. 

Modern historians acknowledged this, and wrote on Vanbrugh’s “feeling 

for the qualities of the medieval fortress”.486 But the process behind this 

‘feeling’ has so far not been analysed. 

There exists a text, however, that is wholly devoted to the choices 

an artist has to make in order to have the greatest power over the 

imagination of the audience, which might supply the missing link. That 

text is Pseudo-Longinus’ On the Sublime, which I have briefly mentioned 
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in the previous section. The actual identity of this author remains 

uncertain, but it seems the text was not written after the first century A.D. 

As a consequence of this uncertainty surrounding his identity, nothing is 

known about Longinus’ other work.  There are some clues that Longinus is 

actually the third-century scholar and statesman Cassius Longinus, since 

parts of On the Sublime are repeated in his treatise on rhetoric. But Cassius 

Longinus lived in the third century, while our text refers to the ‘decline’ of 

oratory which seems to refer to the first century A.D.487 Judging by the 

many translations and editions the text was very popular in the early 

eighteenth century.488 After some early Greek editions published in Italy in 

the early 16th century, it was translated by the French poet and critic 

Nicolas Boileau Despreaux (1636–1711) in 1674. English interpretations 

of the text appeared in the writings of Joseph Addison (1672-1719) and 

John Dennis (1657–1734). Addison and Vanbrugh were both members of 

the Kit Cat Club, and hence, we can assume that they knew each other’s 

work. As a play writer Vanbrugh must have been aware of the current art 

theoretical debates. Longinus’ prescriptions and advice on how to write a 

sublime text provides us with interesting links to Vanbrugh’s architecture, 

and may throw some new light on his design choices.  

                                                 
487 See Longinus, On the Sublime, Loeb edition with introduction by 
Donald Russell, pp.145-146. 
488 Longinus’ Greek text was first published in the sixteenth century (1554, 
1555, 1569)  and translated into Latin in 1566 and 1572. In the seventeenth 
century it was translated by Gerard Langbaine (1636-38) into Latin. 
English translations appeared in the seventeenth century by John Hall 
(1652), and John Pulteney (1680). William Smith translated the text in 
1739. The most famous translator and instigator of Longinus’ huge 
popularity was Nicolas Boileau Despréaux, whose French translation 
appeared in 1674. See also: Hoffmann (1961), Bolgar (1977), pp. 40-41, 
480. 
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IV.1. What is the sublime? 

Longinus’ treatise dealt with a specific part of rhetorical theory; the 

sublime. The sublime is a category in rhetoric which is difficult to 

describe, since it is not really a rhetorical style, but as Russell in his 

preface to the Loeb edition wrote, it is “better described as a tone of 

writing, attainable only as a consequence of a developed intellectual and 

emotional response to life”.489 When reading a 1711 anonymous English 

translation of the French edition the interpretation of the meaning of the 

sublime becomes clearer: 

It must be observ’d then that by the Sublime he [ie. 

The translator, Boileau] does not mean what the 

Orators call the ‘Sublime Stile’, but something 

extraordinary and marvellous that strikes us in a 

Discourse and makes it elevate, ravish and 

transport us. The Sublime Stile requires always 

great Words, but the Sublime may be found in a 

Thought only, or in a Figure or Turn of Expression. 

A Thing may be in the Sublime Stile, and yet not be 

Sublime, that is, have nothing extraordinary nor 

surprising in it.490 

The sublime style in traditional rhetoric was associated with the grandest 

and most ornate style. This does not correspond with the sublime as it 

became known in the late eighteenth-century in particular in the new 

definition of the sublime as an aesthetic category by Edmund Burke and 

Immanual Kant.491 It was more than just a style.492 In order to attain the 
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sublime the orator needed to add certain literary turns and measures to 

elevate and transport the audience. The sublime is not only concerned with 

persuasion, as the classical rhetorical handbooks prescribe, but mostly with 

a higher (and even more persuasive) goal. The sublime does not  

properly speaking, perswade, it charms, it 

transports and produces in us a certain Admiration 

mingled with Astonishment and Surprize, which is 

quite another Thing than pleasing or perswading 

only.493 

Now it is obvious that this rhetorical category is concerned with effects on 

the mind that create strong emotions. Creating strong emotions is a very 

successful manner of persuasion. The treatise described the ways and 

means to create a sublime effect in speech and writing.  

Longinus divided his treatise in several parts. After a preface in 

which he presented and defined his subject, he continued with a discussion 

of faults in the process of achieving sublimity. Next Longinus described 

his subject in more positive terms, after which he continued to the five 

sources for sublimity. These are: great thoughts, strong emotion, figures of 

thought and speech, noble diction, and dignified word arrangement. After 

an extended description of these five sources Longinus discussed language, 

metaphors, similes, hyperboles, word arrangement and in chapter 33-35 a 

small digression into the concept of  ‘genius’. He concluded his treatise 

with some notes on the effect of the opposites of the causes of the sublime 

and the causes of failure. The treatise breaks off suddenly, as the last 

remaining paragraphs are missing.494 

The link between rhetoric and the visual arts and architecture is 

regularly emphasized by Longinus. He often compared the power of 

speech with architecture, sculpture or painting, for instance when he 
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likened the arrangement of parts of a speech with that of architectural parts 

to form a firm foundation. Architectural metaphors are common in 

Longinus’ text, although the different translations use different metaphors. 

In book 10 Longinus wrote that intervening words or phrases “ruin the 

whole, by introducing, as it were, gaps and crevices into masses which are 

built together, walled in by their mutual relationships”.495 John Hall 

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

Buildings are raised up by the correspondie of parts one towards another”, 

and John Pulteney (1680) wrote: “...which must necessarily spoil all, and 

are like Morter and Rubbish anyway heap’d together to raise a foundation” 

while an English translation of Boileau from 1711 stated: “Indeed it spoils 

all, to dwell long upon little things; and is like Piling Dirt and Rubbish 

upon each other, to form a building”. The 1739 translation of Smith totally 

ignored the architectural link.496 

On another occasion Longinus explained the value of 

concealment, an infamous point within rhetoric because of its supposed 

‘treachery’497, in order to elevate the various artifices into an integrated 

unity with the message of the text.  

The artfulness of the trick is no longer obvious in its 

brilliant setting of beauty and grandeur, and thus 

avoids all suspicion. [...] We see something of the 

same kind in painting. Though the highlights and 

shadows lie side by side in the same plane, yet the 

                                                 
495 Longinus, On the Sublime, pp. 205. 
496 John Hall, Dionysius Longinus of the Height of Eloquence, paragraph 8; 
Pulteney, A Treatise of the Loftiness or Elegancy of Speech, paragraph 8; 
Boileau, Critical Reflections on Some Passages(...), paragraph 8;Smith, 
Dionysius Longinus on the Sublime, chapter 10. Franciscus Junius also 
referred to this passage in Longinus, when he wrote in the third chapter of 
De Pictura Veterum on the unnecessary and sometimes spoiling 
characteristics of decorative wording. See further page 111. See also Fehl  
(1991), vol. I, p. 279 [Junius, The Painting of the Ancients, III.v.10] 
497 Longinus, On the Sublime, pp. 17, 231. 
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highlights spring to the eye and seem not only to 

stand out but to be actually much nearer. So it is in 

writing. What is sublime and moving lies nearer to 

our hearts, and thus, partly from a natural affinity, 

partly from brilliance of effect, it always strikes the 

eye long before the figures, thus throwing their art 

into the shade and keeping it hid as it were under a 

bushel.498  

In another example Longinus compared the representation of a subject in 

sublime wordings with a statue that seems to come to life “like the bloom 

on the surface of the most beautiful bronzes, and endows the facts as it 

were with a living voice”.499 This comparison is similar to the one 

Quintilian made earlier between the vividness of Myron’s Disc thrower 

and the vividness that figures provide for a speech. The “artfulness of the 

Trick”, or the use of figures is concealed by the effect of vividness, and 

vividness is an important factor in the persuasion of an audience. Only 

when “things absent are presented to our imagination with such extreme 

vividness that they seem actually to be before our very eyes” will the 

orator have “the greatest power of the emotions” and hence, persuade.500 

Music offers a very interesting case of the connections between 

the arts and rhetoric, again with striking architectural associations not only 

in Longinus; in most other treatises on rhetoric music plays an important 

part in the understanding of the persuasive powers of sounds, melody, 

rhythm and arrangement. Longinus described the composition of words as 

a “Harmony of Discourse”501 or a “Melody in words”502 

                                                 
498 Longinus, On the Sublime, pp. 17, 231-3. 
499 Longinus, On the Sublime, pp. 30, 257. 
500 Quintilian, Institutio Oratoria, VI.ii.29. 
501 Boileau, A Treatise on the Sublime, p. 79.  
502 In the translation of Fyfe in Longinus, On the Sublime, pp. 39, 287. 
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which are part of man’s nature and reach not his 

ears only but his very soul – stirring as it does 

myriad ideas of words, thoughts, things, beauty, 

musical charm, all of which are born and bred in us, 

and by the blending of its own manifold tones, 

bringing into the hearts of the bystanders the 

speaker’s actual emotion so that all who hear him 

share in it, and by piling phrase on phrase builds 

up one majestic whole – must we not think, I say, 

that by these very means it casts a spell on us and 

always turns our thoughts towards what is majestic 

and dignified and sublime and all else that it 

embraces, winning a complete mastery over our 

minds? Now it may indeed seem lunacy to raise 

any question on matters of such agreement, since 

experience is a sufficient test [...].503 

IV.2. Translations 

In the late seventeenth century the French poet and critic Nicolas Boileau 

Despréaux (1636-1711) published his edition of Longinus’ On the Sublime. 

Boileau must have worked from a printed text available to him via the 

many publications that circulated Europe at that time.504 Boileau’s 

translation was published in 1674 as Traité du sublime ou du merveilleux 

dans le discours, traduit du grec de Longin and became a great succes. It 

was the catalyst of numerous other translations (mostly based on Boileau’s 

French text) and comments.505 The publication of this translation occurred 

                                                 
503 Longinus, On the Sublime, pp. 39, 287. 
504 See Bolgar (1977), pp. 40-41, 480, Hoffman (1961). 
505 Rosenberg (1917), p. 15. 
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at the height of the Querelle des Anciens et des Modernes, the seventeenth-

century dispute that was fought out between authors, artists and patrons on 

the usefulness of ancient classical literature, art and ethics for 

contemporary thoughts and publications. The question as to how far one 

should follow antique examples was debated by the main players such as 

Swift, Temple and Evelyn. In France it was Charles Perrault who took one 

of the star roles in the Querelle.506 Boileau took ‘sides’ with the Ancients. 

Boileau is often known as a man deeply concerned with reason, which 

would not seem to fit with his translation of Longinus who emphasized 

passion and emotions. Boileau did not seem bothered by this opposition, in 

fact, he “magnified” the “qualities of intensity, spontaneity, and 

enthrallment […] the writer’s power to cast a spell, create a gripping 

illusion”.507 He had numerous confrontations with Charles Perrault, the 

author of the Parallèle des Anciens et des Modernes, published from 1688-

92, and a brother of Claude Perrault, the architect and scientist who wrote 

the Ordonnance des cinq espèces de colonnes selon la méthode des 

Anciens (1683). Charles Perrault favoured the ‘Modernes’ and criticized 

ancient writers. In the 1694 edition of the Longinus translation Boileau 

responded to Perrault’s criticism and accused him there of not 

understanding enough of the Greek language.508 Boileau also referred to an 

architectural comparison that Perrault made in his comments on Homer 

and Pindar, where Perrault compared an exordium in a poem to a 

frontispiece in a palace.509 Boileau responded: 

An Exordium shou’d be simple, and without 

Affection. This is as True in Poetry as Oratory, it 

being a thing founded on Nature, which is the same 

                                                 
506 See Levine (1999). 
507 Brody (1958), p. 142. 
508 Brody (1958), pp. 38, 97-114. 
509 Unfortunately I have not been able to locate this text as yet. The 
reference to it was found in the English translation of Boileau’s work, 
Critical Reflections, 1712. 
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every where: And Monsieur Perrault’s Comparison 

of the Frontispiece of a Palace is not Just. The 

Frontispiece of a Palace ought to have Ornament, 

but the Exordium is not the Frontispiece of a Poem; 

‘t is rather an Avenue or Court-yard leading to it, 

from whence it is discover’d. The Frontispiece is an 

essential Part of a Palace, and cannot be taken away 

without destroying all the Symmetry of it: But a 

Poem will subsist very well without an Exordium, 

and even our Romances which are a sort of Poems 

have none.510 

Here we find a reference to architecture that suggests the common ground 

architecture and poetry or literature shared in the perception of 

seventeenth-century critics.511 Hence architecture and poetry can both 

function under the same rules of communication, and be commented upon 

in the same manner. 

Boileau’s translation sparked a growing popularity of Longinus. 

In England it was quickly translated by John Pulteney in 1680 as The 

Loftiness or Elegancy of Speech.512 In 1739 William Smith (1711-1787) 

published his translation On the Sublime which fixed the usage of the term 

Sublime for the rest of the eighteenth century.513 Earlier the sublime was 

translated as ‘Height’ in the early edition of John Hall (1652-1656) The 

Height of Eloquence (1652).514 Hall was a poet and pamphleteer who 

accompanied Cromwell on his missions through England and Scotland. He 

published many political pamphlets, was a friend of Hobbes and among his 
                                                 
510 Boileau, Critical Reflections, p. 92. 
511 See also the link between architecture and literature in Longinus as 
quoted above. 
512 Pulteney, The Loftiness or Elegancy of Speech. Note the use of an 
architectural metaphor ‘Loftiness’. 
513 Henn (1934), p. 10. 
514 Hall, Dionysius Longinus of the Height of Eloquence. 
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publications we find for example Satire against Presbytery (1648). His 

translation of Longinus does not seem to have been read much in the early 

seventeenth century. Until Boileau’s edition of 1674 there is not much 

known influence of Longinus’ theory on English art theory.  

There are some suggestions, however, of some knowledge of 

Longinus’ theory in early seventeenth-century texts, but these are by no 

means certain.515 Rosenberg suggested influence of Longinus in texts of 

Puttenham and Davenant. The Dutch humanist scholar Gerard Vossius 

(1577-1649) translated Longinus’ text, but never published it. Vossius 

knew Longinus’s text at least via his friend and later family member 

Franciscus Junius (Vossius married Junius’ half sister). Junius (1589–

1677) was a philologist born in Heidelberg and son of the French 

Huguenot theologian of the same name. He studied under his father with 

the later jurist and humanist Hugo Grotius (1583–1645) and Vossius in 

Leiden. In 1621 Junius became the librarian of Thomas Howard Earl of 

Arundel who commissioned him to collect information on antique art. 

Junius published De Pictura Veterum in 1637 and an English translation 

the following year. The Painting of the Ancients consists of two parts and 

discusses classical texts on the arts. Junius dedicated the English edition to 

King Charles and wrote his dedication as a panegyric. Junius certainly 

knew Sir Henry Wotton (even though Wotton was working for a 

competing patron the Earl of Buckingham) and might have based his 

panegyric on Wotton’s Panegyric to King Charles.516 An example of 

Junius’ knowledge of Wotton’s treatise The Elements of Architecture is 

shown by his usage of the word ‘resupination’ in book III.I.7 on optics in 

sculpture, as was noted by Philip Fehl in his introduction to the 1991 

edition of The Painting of the Ancients.517 The Painting of the Ancients is a 

publication in which Junius tried to rehabilitate the arts as a worthy 

                                                 
515 Rosenberg (1917), pp. 7-8. See Brody (1958), p. 281.  
516 Wotton, ‘A Panegyrick to King Charles’, 1685; Fehl (1991), p. 315. 
517 Fehl (1991), p. 206 n. 61. 
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discipline, just like Wotton, with the help of antique sources, because as 

Fehl wrote  

it is [in antique sources] that poetry, allied to 

rhetoric and, later, the visual arts, first displayed 

the power to move mens’ minds with so compelling 

an independance that the most discerning spirits 

found they trespassed upon the provinces of the 

lawyer and the philosopher.518  

Especially in the first book Junius analysed the nature of art and the 

imagination. With the imagination Junius introduced the Sublime to his 

readers, and with this Longinus.  Longinus was one of Junius’ favourite 

authors and he quoted often from him.519 Other favourites are Quintilian 

and Cicero. Many ideas from Longinus on the imagination, visualisations 

(phantasiai) and composition can be found in The Painting of the Ancients.  

For example the passage mentioned above in Longinus about intervening 

words which can spoil the whole, is transferred by Junius into his Paintins 

of the Ancients, book III:  

Neither do we think well of them, which meeting 

with a thin and spare argument, use to besmeare it 

round about with many fine by-workes, set forth in 

glorious and glaring colours; sometimes also 

piecing and inlarging it in the middest with a great 

number of farre fetcht additions, althogether 

disagreeing from the matter at hand: for all such 

things spoyle the whole frame of the worke, and 

make it totter, though they seeme to strengthen and 

augment it.520 

                                                 
518 Fehl (1991), vol. 1, p. xxi. 
519 See for instance in Fehl (1991), vol 1, pp. 55-6, 205-6, 270, 279. 
520 Fehl (1991), vol. 1, p. 279 [The Painting of The Ancients III.v.10]. 
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Junius himself defended his choice of sources in his first book:  

And who will take it upon himself to disparage this 

work because, by means of a slight verbal change, I 

have transferred passages of Cicero, Horace, and 

Quintilian form Oratory or the art of poetry to the 

visual arts? Surely such a person has little 

comprehension of the close affinity which joins 

these arts to one another.521 

As Fehl noted we can consider Wotton’s The Elements of Architecture as a 

direct precursor to Junius’ work.522 Both tried to rehabilitate the arts to a 

higher level of appreciation. Wotton presented architecture and painting as 

a moral tool for the patron and artist and used examples from antiquity to 

prove his point. They both worked and lived in a neoplatonic milieu that 

believed the world to be a harmonious whole and in which every aspect 

reflected God’s harmonious principles. What Wotton did for architecture in 

seventeenth-century England, Junius did for painting. They provided art 

with a moral connotation, when necessary with the help of Longinus, and 

so lifted it from its artisan surroundings into the aristocrat’s study.523 

IV.3. The Interpretation of Longinus by John Dennis in the Early 

Eighteenth Century 

In the first decades of the eighteenth century the influence and popularity 

of Longinus is noticeable in works of Pope, Addison and Dennis.524 John 

Dennis’ publications The Advancement and Reformation of Poetry (1701) 

                                                 
521 Junius, The Painting of the Ancients, I.ii.3-4. See also Fehl (1991), 
vol.1, p. lviii. 
522 Fehl (1991), vol. 1, p. xxxvii. 
523 See Howarth (1997), p. 283; Fehl (1991), vol. 1, p. xxxvi-ii, lxxxi; 
Ellenius (1960), p. 88. 
524 See for instance Pope, An Essay on Criticism, and Addison, The 
Pleasure of the Imagination. 
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and The Grounds of Criticism (1704) emphasized the emotional side of 

poetry. In his texts he made use of Longinus’ ideas on style in poetry and 

prose. Dennis defined poetry in these terms: 

Poetry then is an Art, by which a Poet excites 

Passion (and for that very cause entertains Sense) in 

order to satisfie and improve, to delight and reform 

the Mind, and so to make Mankind happier and 

better ; from which it appears that Poetry has two 

Ends, a subordinate and a final one, the 

subordinate one is Pleasure, and the final one is 

Instruction.525 

Here he gave poetry comparable ends to those the ancient rhetoricians gave 

to rhetoric and could thus apply rhetorical rules to poetry.526 He followed 

Longinus in the explanation of these rules. Rules are the basic thing which 

any criticism on poetry should start with: “For this is undeniable, that there 

are proper Means for the attaining of every end, and those proper Means in 

Poetry, we call the Rules.”527 Dennis then compared these rules, before 

actually giving them, to painting and music, confirming once again the 

shared basis of the liberal arts.528 

But how should these Arts reestablish Order, unless 

they themselves were Regular ? Those Arts that 

make the Senses instrumental to the Pleasure of the 

Mind, as Painting and Musick, do it by a great deal 

of Rule and Order, since therefore Poetry 

comprehends the force of all these Arts of Logick, 

of Ethicks, of Eloquence, of Painting, of Musick; can 
                                                 
525 Dennis, The Grounds of Criticism, p. 8. 
526 Quintilian for example stated in his Institutio Oratoria that an orator 
“must instruct, move and charm his hearers” (III.iv.2). 
527 Dennis, The Grounds of Criticism, p. 5. 
528 Vickers (2003), p. 11. 
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any thing be more ridiculous than to imagine, that 

Poetry it self should be without Rule and Order ?529 

Poetry is an art, it has rules, which, according to Dennis, is the same as 

having an end. The end of poetry is, as we have seen, to provide 

instruction, and this can be attained by creating passion: “Now the proper 

Means for Poetry, to attain both its subordinate and final End, is by 

exciting Passion.”530 Dennis here still followed the guidelines layed out by 

rhetorical handbooks, and more specifically the text on the sublime by 

Longinus. Dennis actually fell back on Longinus extensively in order to 

explain how to create passion in a reader. He prescribed four conditions 

which were based on Longinus’ five ‘sources of the sublime’: 

For first greatness of Thought supposes Elevation, 

they being Synonimous Terms: And secondly the 

Enthusiasm or the Pathetique, as Longinus calls it, 

follows of course ; for if a Man is not strongly 

mov'd by great Thoughts, he does not sufficiently 

and effectually conceive them. And thirdly the 

Figurative Language is but a consequence of the 

Enthusiasm, that being the natural Language of the 

Passions.  And so is fourthly the nobleness of the 

Expression, supposing a Man to be Master of the 

Language in which he Writes.  For as the Thoughts 

produce the Spirit or the Passion, the Spirit 

produces and makes the Expression, which is 

known by experience to all who are Poets; for never 

any one, while he was rapt with Enthusiasm or 

Ordinary Passion, wanted either Words or 

                                                 
529 Dennis, The Grounds of Criticism, p. 7. 
530 Dennis, The Grounds of Criticism, p. 10. 
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Harmony, as is self evident to all who consider that 

the expression conveys and shows the Spirit, and 

consequently must be produc'd by it.531  

Cicero had already stressed the persuasive powers of impressing the senses 

of sight and hearing. Longinus emphasized this power and claimed that the 

sublime can only come from elevated minds, because “sublimity is the 

echo of a noble mind”.532 The greater a person’s life and thoughts, the 

bigger the chance of greatness in speech. John Dennis also picked up this 

point. He wrote: “That the more the Soul is capable of receiving Idea's 

whose Objects are truly great and wonderful, the greater will the 

Enthusiasm be that is caus'd by those Idea's”.533 With Enthusiasm Dennis 

meant the passion a person could have in the contemplation of common 

things or the idea of common things.534 This he called enthusiastic passion, 

or enthusiasm.535 The enthusiastic passions are missed by the common 

people, because they are not capable of conceiving them, but people with 

“greater minds” pick them up and can produce sublimity in speech and 

poetry. The strongest passions can only be aroused by strong and great 

ideas, and only great men are able to distinguish these. According to 

Dennis, the strongest and greatest ideas have proven to be religious 

ideas.536 Here we arrive at the point which is Dennis’s main goal; to prove 

                                                 
531 Dennis, The Grounds of Criticism, p. 80. Longinus’ five sources are: 
“the power of grand conceptions”, “the inspiration of vehement emotion”, 
“construction of figures”, “nobility of language”, and  “dignified and 
elevated word arrangement”. See Longinus, On the Sublime, pp.  8, 181. 
532 Longinus, On the Sublime, p. 9, p. 185. 
533 Dennis, The Grounds of Criticism, p. 21. 
534 See for the concept of Enthusiasm in the early eighteenth century also 
Shaftesbury’s writings who wrote extensively about the concept of 
Enthusiasm in his Characteristics of Manners, Opinions, Times (1712), 
especially his A Letter Concerning Enthusiasm (1708) in which he 
emphasized the importance of imagination and feeling as fundamental to 
human experience. See Shaftesbury, ‘Characteristics’ (1999), pp. xxix-xxx; 
Klein (1994), pp. 160-168; Hope Nicolson (1959), pp. 295-300. 
535 Dennis, The Grounds of Criticism, p. 15-16. 
536 Dennis, The Grounds of Criticism, p. 20. 
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that religious ideas are “the most proper to give greatness and sublimity to 

a discourse”.537 He argued: 

That since Religious and Divine Idea's, or Idea's 

which shew the Attributes, or relate to the Worship 

of the Divinity, are the worthiest to move the 

greatest and the wisest Men; and the greater and 

wiser the Men are, the more they must move and 

raise them: As for Example, The greater and more 

comprehensive the Soul is, which reflects upon the 

Idea of God, the more that Idea must fill that Soul 

with Admiration; it follows, That as great Passion, 

only is the adequate Language of the greater 

Poetry; so the greater Poetry, is only the adequate 

Language of Religion; and that therefore the 

greatest Passion, is the Language of that sort of 

Poetry; because that sort of Poetry is the worthiest 

Language of Religion.538 

And this focus on religious ideas for poetry explains Dennis’s choice to 

quote Longinus (besides Hermogenes and Aristotle) to prove his case.539 

His choice for Longinus, he wrote, is obvious because the latter only used 

examples that came from Greek religion.540 “The Reason why Religion 

moves the Soul so extreamly, is because the Soul was Created by God, to 

find its Happiness in Him, and all Happiness consists in Pleasure, and all 

Pleasure in Passion”, Dennis wrote.541 And also:  

                                                 
537 Dennis, The Grounds of Criticism, p. 72. 
538 Dennis, The Grounds of Criticism, pp. 22-23. 
539 Dennis, The Grounds of Criticism, p. 23. 
540 Dennis, The Grounds of Criticsm, p. 72. 
541 Dennis, The Grounds of Criticism, p. 104. 
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that the Design of the Christian Religion is the very 

same, with that of Poetry, which can be said of no 

other Religion, that the business of both is to 

delight and reform mankind, by exciting the 

Passions in such a manner as to reconcile them to 

Reason, and restore the Harmony of the humane 

Faculties.542  

Dennis explained in his publications that through sensory experience the 

mind could be reformed and improved. To change the manners of man is 

an attainable end, and poetry is the most obvious means to reach that end. 

The theory of education through sensory experience Dennis derived from 
Aristotle, Cicero, Horace and was going to give the early eighteenth 

century a basis to build, paint and write on. Passionate sensory experiences 

were no longer banned from art theory, but were able to function in a 

greater scheme.543 While Wren was still wary of imagination and fancy in 

the late seventeenth century and went no further than visual effects of a 

design, by the start of the eighteenth, fancy could move the onlooker and 

only when one is moved, can one be persuaded and educated. Hawksmoor 

and Vanbrugh picked up on this move towards the imagination as they 

designed with association in mind. For Dennis, the senses firstly, and the 

mind secondly will recognize and appreciate the sublime. An unmistakable 

sign of the sublime would be when the senses are struck by something that 

is irresistible first, and second “gives us a great deal of room for 

Thought”.544  

                                                 
542 Dennis, The Grounds of Criticism, pp. 102-103. 
543Heninger (1989), p. 396.  
544 Longinus, On the Sublime, pp. 7, 179. Note the use of an architectural 
metaphor, ‘room for thought’. 
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IV.4. Addison’s Interpretation of Longinus 

The rhetorical ideal of a gentleman educated in the liberal arts and sciences 

and able to speak persuasive truths, because of the nobility of his mind, 

formed a large part of Longinus’ treatise. His text often referred to the 

political situation of his time, which, even though not completely clear 

nowadays, in Hawksmoor’s and Vanbrugh’s time was considered to be the 

time of Marcus Aurelius.545 In the late seventeenth century and early 

eighteenth century Longinus was believed to be a Greek, probably from 

Athens, who made his fame and found his death in the service of Queen 

Zenobia, who challenged Marcus Aurelius in the eastern part of the Roman 

Empire. Longinus spoke in his treatise on numerous occasions about 

political freedom; and this part was picked up especially in the English 

translation of William Smith in 1739. Smith explained in his preface to the 

treatise how the sublime was based in the human mind as an innate idea, 

born with us, but with the possibility of development and improvement by 

education. But Smith added, this “inward Vigor [...] cannot reach Maturity 

without other concurrent Causes, such as publick Liberty and the strictest 

Practice of Virtue”.546 Smith made special note of this innate character of 

real genius and added that there are many different circumstances under 

which the sublime can exist, thereby accommodating Longinus’ views and 

conforming to the current political situation of England, which was then 

ruled by King George I.547 

                                                 
545 It is believed nowadays that Longinus must have lived in the first 
century A.D. 
546 Smith, Dionysius Longinus, p. xxx. 
547 The moral and political connections of the notion of ‘taste’ in the early 
eighteenth century were also emphasized by Shaftesbury in his Letter 
concerning Design, where he emphasised the link between art and state 
when he stated: “Every thing co-operates, in such a State, towards the 
Improvement of Art and Science. And for the designing Arts in particular, 
such as Architecture, Painting, and Statuary, they are in a manner link’d 
together. The Taste on one kind brings necessarily  that of the others along 
with it. When the free Spirit of a Nation turns itself this way, Judgments 
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The change in emphasis that occurred in the early eighteenth 

century in the translations of Longinus is clear in Smith’s introduction on 

the treatise. Here he wrote: 

This Life he [Longinus] considers as a public 

Theatre, on which Men are to act their Parts. A 

thirst after Glory, and an Emulation of whatever is 

great and excellent is implanted in their Minds, to 

quicken their Pursuits after real Grandeur, and to 

enable them to approach, as near as their finite 

Abilities will admit, to Divinity itself. Upon these 

Principles he accounts for the vast Stretch and 

Penetration of the human Understanding; to these 

he ascribes the Labours of Men of Genius; and by 

the Predominancy of them in their Minds, 

ascertains the Success of their Attempts. In the 

same manner he accounts for that turn in the Mind 

which biasses us to admire more what is great and 

uncommon, than what is ordinary and familiar, 

however useful.548 

                                                                                                      
are form’d; Criticks arise; the publick Eye and Ear improve; a right Taste 
prevails, and in a manner forces its way. Nothing is so improving, nothing 
so natural so con-genial to the liberal Arts, as that reigning Liberty and 
high Spirit of a People, which form the Habit of judging in the highest 
Matters for themselves, makes ‘m reely judg of other Subjects, and enter 
thoroughly into the Characters as well of Men and Manners, as of the 
Products or Works of Men, in Art and Science.” See Shaftesbury, A Letter 
Concerning Design, p. 403. 
548 Smith, Dionysius Longinus, pp. xxviii-xxix. A referral to the common 
concept of ‘theatro mundi’; ‘the world is a stage’. Sir Henry Wotton also 
used the theatre as an metaphor as when he wrote about a country house as 
the “theatre of hospitality” (Elements, p. 82) of its owner, and 
recommended (following Alberti) to paint figures “as if they were acting 
on a stage” (Elements, p.88). Quintilian recommended orators to study the 
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Smith then applied this philosophy to his own time: 

There are other masterly Reflections of this kind in 

the 33d and 34d Sections, which are only to be 

excelled by Mr. Addison’s Essay on the Imagination. 

Whoever reads this part of Longinus, and that Piece 

of Mr. Addison’s with Attention, will form Notions 

of them both very much to their Honour.549 

In the Notes and Observations that were added to the translation of the 

treatise, Smith referred to Addison regularly, and when analysing 

Addison’s remarks in his famous essays on The Pleasures of the 

Imagination, published in The Spectator in 1712, one realises that Addison 

applied the theory of Longinus and combined it with his own ideas on 

experience and association. Addison set the stage for the eighteenth 

century Picturesque. His writings in The Spectator exemplify the 

theoretical connection between the design ideas of Hawksmoor and 

especially Vanbrugh as we shall see, and Longinus’ treatise On the 

Sublime.  

Addison mainly wrote about taste, which is “that Faculty of the 

Soul, which discerns the Beauties of an Author with Pleasure, and the 

Imperfections with Dislike”.550 This faculty is born within us and can be 

developed and improved by education, but according to Addison, there “is 

still something more essential to the Art, something that elevates and 

astonishes the Fancy, and gives Greatness of Mind to the Reader, which 

few of the Criticks besides Longinus have considered”.551 Addison 

explained his subject further, incorporating the ideas of Locke on primary 

and secondary qualities of objects, when describing the primary and 

                                                                                                      
theatre and its actors for, for example, gestures and facial expressions 
(book I.xi). See also Barkan (1995). 
549 Smith, Dionysius Longinus, p. xxix. 
550 Addison, ‘The Pleasures of the Imagination’, p. 365. 
551 Addison, ‘The Pleasures of the Imagination’, p. 367. 
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secondary pleasures of the imagination. In The Spectator 415, Addison 

discussed the subject of architecture, which according to him possesses “a 

more immediate Tendency, than any other, to produce primary Pleasures of 

the Imagination”. These primary pleasures were Greatness, Novelty and 

Beauty. He described Greatness in architecture, but left Novelty and 

Beauty unconsidered, because he believed that viewers would not have any 

trouble in recognizing these last two pleasures in buildings. Any pleasure 

of the imagination first enters the mind via the eye. It is more than just 

sensory experience, but less than intellectual experiences. It gives pleasure 

or displeasure and as such can be the basis of a distinction between right 

and wrong, because the human mind would find displeasure in anything 

that is not symmetrical or “every thing that looks like a Restraint upon 

it”.552  Beauty is the source of pleasure which “strikes the Mind with an 

inward Joy, and spreads a Chearfulness and Delight through all its 

Faculties”. It strikes the mind most directly.553 Isaac Browne formulated it 

in similar terms in 1734 as “Beauty that warms, is Harmony of Mind”.554 

Addison gave great weight to the sensory experience of art and architecture 

and illustrated the effects of architecture with an example about churches: 

We are obliged to Devotion for the noblest 

Buildings that have adorned the several Countries 

of the world. It is this which has set Men at work on 

Temples and Publick Places of Worship, not only 

that they might, by the Magnificence of the 

Building, invite the Deity to reside within it, but 

that such stupendous Works might, at the same 

time, open the Mind to vast Conceptions, and fit it 

to converse with the Divinity of the Place. For every 

                                                 
552 Addison, ‘The Pleasures of the Imagination’, p.371. 
553 Addison, ‘The Pleasures of the Imagination’, p. 372. 
554 Browne, On Design and Beauty, p. 7. 
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thing that is Majestick, imprints an Awfulness and 

Reverence on the Mind of the Beholder, and strikes 

it with the Natural Greatness of the Soul.555 

Addison here suggests that churches have some sort of persuasive power 

over the beholder, which he explains by drawing attention to the sensory 

experience of greatness which strikes the mind with an awe for the 

greatness of God. The message which architecture could put across 

reminds us of the efforts of Sir Henry Wotton in the early seventeenth 

century. Wotton also believed in the rhetorical powers of architecture, but 

Addison considered the persuasive powers of architecture in terms of 

sensory experience and association, while Wotton was referring to a more 

Elizabethan tradition of heraldry and emblems, where symbol and 

metaphor played the most important part in interpretation. 

IV.5. Addison’s theory and Vanbrugh’s Interpretation 

The difference between these two types of ‘languages’ is apparent in 

Vanbrugh’s writings. When he was appointed to design and build 

Blenheim Palace for the Duke of Marlborough in Woodstock Park (began 

1705), Vanbrugh was charmed by the old manor house on the site. He 

pleaded against its deconstruction with the Duchess of Marlborough, but to 

no avail. With his plea  he attached a sketch of the park and its house 

which he believed was a better explanation of his case. He added: “I have 

no designe [...] but only in Silent Paint to lay before, and explain to you, 

what I fear I have not done by other Means”.556 As Christopher Ridgway 

already noticed, it is quite extraordinary that an able and celebrated play 

writer could run out of words, and felt that a picture could better explain 

his case than words.557 Vanbrugh seemed aware then that there are two 

                                                 
555 Addison, ‘The Pleasures of the Imagination’, p. 382. 
556 Webb (1928), pp. 28-9. 
557 Ridgway (2000), p. 174. 
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different ways of speaking. The old way, to which Wotton also referred, 

was a conventional language that needed a lexicon and idiom, or when 

images were concerned, a translation for symbols or metaphors.558 The 

second type of language, which only in the early eighteenth century began 

to be developed in the ideas of Vanbrugh was a pictorial language which 

did not need this linguistic translation. Images could create associations 

and emotions and work directly upon the mind. Vanbrugh’s memorandum 

for the preservation of Woodstock Manor was an attempt to explain to the 

Duchess of Marlborough how this worked. Unfortunately his plea fell on 

deaf ears. He wrote of the power of old houses to  

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.559  

Vanbrugh here showed an interest in the history of buildings which was 

part of a tradition which started with Aubrey’s account of the history of 

Gothic architecture Monumenta Britannica, which appeared in the 

1670s.560 The interest in the history of architecture developed in Wren’s 

and Hawksmoor’s rebuilding of medieval buildings in Oxford. But besides 

this historic awareness, Vanbrugh also emphasized the associations an old 

house could excite in the mind of the viewer. He tried to describe the old 

house, and when he feared he might fail, he added his sketch of the park 

and mentioned this at the end of his letter to the Duchess. Unfortunately 

                                                 
558 Wotton referred to the classical orders as symbolical elements and 
ordered them according to their ethical connotations or ‘characters’. For 
Vanbrugh and Hawksmoor, the classical orders would become less a 
symbolical element, and more an architectural element with visual and 
associational characteristics that do not require an interpretation from the 
viewer, but a direct visual confrontation with the viewer. See Wotton, The 
Elements of Architecture, pp. 29-37. 
559 Vanbrugh, ‘Reasons Offer’d’. 
560 See Colvin (1999). 
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this sketch is now lost, but some drawings do remain of how the old manor 

house looked in its park setting (fig. 56). Vanbrugh emphasised its 

painterly qualities when he wrote about its effect in the landscape:  

it wou’d make One of the Most Agreable Objects 

that the best of Landskip Painters can invent. And if 

on the Contrary this Building is taken away; there 

then remains nothing but an Irregular, Ragged 

Ungovernable Hill, the deformitys of which are not 

be cured but by a Vast Expence.561 

The stress on pictorial associations that Vanbrugh displayed here fits in 

with Locke’s theory on associations and Addison’s associational 

aesthetics.562 In fact Addison wrote about old ruins in his essay on ghosts 

in The Spectator 110 from 1711 in which he described the frightening 

associations people usually have in dark and gloomy places. Addison then 

referred to Locke’s theory on associations and as Ridgway rightly noted, 

this associationism is similar to what Vanbrugh wrote on the effect of the 

old manor house at Woodstock Park in the mind of the viewer.563 

Vanbrugh may have known Longinus’ theory on style via the 

works of Addison and Dennis. Their interpretation and adaptation of 

Longinus’ stylistic rules for sublime seem to tally with Vanbrugh’s method 

of design. He emphasized the associational qualities of historical, visual or 

literary elements of architecture and designed accordingly. His 

memorandum of Woodstock Manor illustrates this clearly. It shows that 

Vanbrugh was willing to select architectural elements for their 

associationalist qualities and not, as Wren or Hawksmoor did, for their 

‘environmental’ appropriateness or functional decorum alone (such as 

when Hawksmoor chose to use architectural elements that merely seemed 

Gothic to the viewer, but might not have actually been Gothic). 
                                                 
561 Vanbrugh, ‘Reasons Offer’d’. 
562 Mordaunt Crook (1995), p. 73-4. 
563 Addison, Ghosts, p. 225-228; Ridgway (2000), p. 177. 
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Vanbrugh’s Goose Pie House shows his capacity to use very different 

elements of different styles together in one building. Medieval elements, 

Elizabethan plans and Palladian classicism could all be combined together 

without problems (fig. 55). When we compare his designs for Vanbrugh 

Castle (fig. 57), the Goose Pie House, Seaton Delaval (fig. 54), the 

Pyramid Gate at Castle Howard (fig. 58) and the grand designs for 

Blenheim (fig. 59, 60) the striking use of heterogeneous architectural 

elements becomes apparent. Vanbrugh’s exterior designs show no clutter 

and no frills. The fronts of his houses are built up from strongly outlined 

shapes that even seem enlarged where it was necessary to add some focus 

and diminished where it was necessary to add depth. By referring to 

painting as a better medium to illustrate his ideas, he acknowledged the 

interchangeable rules of painting and architecture.  

V. SEATON DELAVAL HALL 

One of the most intriguing buildings that Vanbrugh designed is Seaton 

Delaval Hall in Northumberland. Vanbrugh was asked by Captain George 

Delaval to design the house while in London around 1718. Much of the 

designing happened off-site, as Vanbrugh only travelled to 

Northumberland three times to oversee and inspect the site and the work in 

progress.564 John Summerson called it “the most concentrated and intense 

of all Vanbrugh’s houses”, probably because it was much smaller than 

Castle Howard, which was built at the same time.565 The building is built 

on a square plan with four octagonal corner towers (fig. 61). It has two 

main rooms; the entrance hall, which is placed lengthwise, and the saloon, 

which runs along the width of the building. The North front incorporates 

the main entrance, which is reached by a flight of stairs (fig. 62). It is 

                                                 
564 Downes (1977), pp. 102-103. 
565 Summerson (1979), p. 287. 
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surrounded by a large courtyard with stables and kitchens in the side 

buildings, connected to the main house by arcaded galleries. The courtyard 

opens up on the North side from which a view towards the North Sea 

stretches out. This front consists of stairs leading towards an entrance that 

is set in a rusticated front. Two rectangular windows frame the entrance 

door and a semi-circular window is placed above it. A very shallow broken 

portico decorates the entrance. The Tuscan columns with rusticated bands 

carry a Doric frieze with triglyphs and metopes with carvings of trophies 

and symbols, such as a warrior’s head, a griffin, and an anchor (fig. 13). 

The attic has a pediment, decorated with carvings that symbolize the 

achievements of the Delaval family. On either side of the entrance portico 

an octagonal tower has been added. They rest on heavily rounded banded 

rusticated bases and are crowned by a balustrade. The façade connecting 

the towers and portico consists of a two-bay wall, with rectangular 

windows, plainly decorated by a central keystone and a window sill. 

An open portico with fluted Ionic columns that carry an 

entablature, frieze and balustrade, dominates the South front (fig. 64). The 

attic is crowned by a pediment with a semi circular window, below which 

three arched windows look out on to a little terrace which forms the 

balustraded roof of the southern portico. Vitruvian windows on either side 

of the main central bays lead to the side octagonal towers. There are only 

two bays between the towers and the central three bays, which are covered 

by the portico. The second floor has more sober windows with simple 

classical decoration. 

The east and west sides of the square building are dominated by 

large square blocks that are rusticated up until the first floor on top of 

which a third floor shows Palladian windows on all four sides (fig. 65). A 

balustrade crowns the side blocks that house the main staircases of the 

building. The staircases circle round in the square building and are 

decorated with a wrought iron balustrade, recently rebuilt from an original 

design. There is no central support for the staircase since it rests 



 251 

completely in the side walls. On each floor a window lights the staircase. A 

most extraordinary window can be found on the first floor of the east 

block. The window is cut out of the wall in an angle, which would guide 

the eyes of the onlooker towards the stables (fig. 66). It is unclear why this 

was built this way, and if this is part of the original design of John 

Vanbrugh. But if it was included in the original design, a clearer example 

of directing the onlookers view, or, in other words, a staged experience, 

can hardly be found. Vanbrugh would then have been guiding the viewers’ 

eyes towards the stables while consiscously and obviously blocking the 

view straight out of the window. The pedimented attic building of the main 

block, which runs north – south, has a freestanding arched wall on its east 

and west side, running parallel to the side square blocks. These little walls 

might have housed the chimneys and reminded of the intriguing roof 

decoration of Blenheim Palace.  

The plan of the courtyard as printed in Colen Cambell’s Vitruvius 

Britannicus (1725) shows a long courtyard, which has been reprinted in 

John Summerson’s Architecture in Britain (1953 and numerous later 

editions), but without noting the source in the text (fig. 67). In a more 

recent publication Christopher Ridgway printed a nineteenth-century plan, 

on which the courtyard seems less long and squarer (fig. 68).566 In 

Campbell’s print, the court takes up roughly 60% of the total plan, while in 

the nineteenth century plan, the court takes up roughly 45% of the plan. I 

did not measure the courtyard myself; the guidebook that is available on 

site, however, states it is 180 ft. long and 152 ft. 6 inches wide, which 

seems to come close to the nineteenth century plan. The depth of the 

courtyard is then dramatically less than Summerson let his readers believe.  

In 1822 the interior of Seaton Delaval was burnt out completely 

and Seaton remains largely empty until today. What remains is a very plain 

and simple interior decoration of arches and niches in a rough stone wall 

                                                 
566 Ridgway (2000), p. 61. The plan was taken from an Ordnance Survey 
map of 1860. 
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(fig. 69). The walls may initially have been meant to be plastered, but the 

stark Roman (esque) shapes remain dominating. A most extraordinary 

fireplace remains, where two male caryatids carry a frieze. The Caryatids 

are strongly reminiscent of the ones in the Guard Room in Hampton Court 

Palace, which were probably designed by Vanbrugh as well. The Hampton 

Court fireplace is decorated by two yeomen that remain in style with the 

function of the room. At Seaton Delaval the two figures have a more 

classical character but cannot be identified. Flemish pattern books seem to 

have been a source guide for this fireplace though. Especially the designs 

of Hans Vredeman de Vries and the adoption of such motifs in many 

Elizabethan country houses seem likely sources.567 Both figures in the 

fireplace look towards the door that leads to the saloon. Above the ground 

level the wall is decorated with arched niches, which carry statues 

representing music, painting, sculpture, architecture, geography and 

astronomy. Nowadays they look badly burnt. 

Mark Girouard pointed out that Elizabethan country houses were 

often treated as castles “but for effect not defence”.568 The various 

quotations from Elizabethan architecture and decoration that can be found 

throughout Vanbrugh’s architecture seem to have functioned in a similar 

way. While sham castles were considered as “very witty” by Elizabethans, 

the Elizabethan elements in Vanbrugh’s architecture such as the figures at 

the fire place, the use of rusticated towers and a square plan that reminds of 

medieval castles, however, were a combination of historic and nationalistic 

reference, wit and romanticism.  

In an interpretation based on the stylistic classification system of 

modern art history, Seaton Delaval has a classical portico, Venetian 

windows, an Elizabethan plan, medieval towers, Romanesque arches and 

Flemish motifs. In other words, it would be a ‘complete fusion’ of gothic 

                                                 
567 See for the use of these pattern books as sources:  Wells-Cole (1997), 
pp. 44-50: Hart (1998), p. 298; Colvin (1999a). 
568 Girouard (1983), p. 41. 
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and classical elements.569 Vanbrugh has chosen a wide range of styles and 

motifs in the design of Seaton and applied them all in a very small scale. 

Seaton Delaval seems a small version of the larger Elizabethan country 

houses, but this illusion is broken by the many Italian motifs (fig. 70). The 

square and symmetrical design of Seaton ensures that the buildings is not 

just a ‘heap of stone’ but easy on the eye.570 Modern art historians praise 

the theatrical qualities of this building, which are most prominent when the 

various views of the building are taken in (see figs. 63 and 65). This 

theatrical quality might have come from the fact that it was largely 

designed on Vanbrugh’s drawing table, instead of on site. Seaton Delaval, 

however, is a typical example where modern style period applications fail 

to do justice to the building. No label of Gothic, Classical, or Baroque can 

do it justice yet the obvious visual qualities that seem to point forward to 

the designs of the French architects Boullée and Ledoux in the later 

eighteenth century, make sure it is rarely left out in an history of English 

architecture of the eighteenth century. The combination of different styles, 

the small scale of the building and its compressed effect, the limited use of 

walls and the focus on towers, stairs and columns, together provide a 

building where traditional art historic analysis falls short and where 

rhetoric may provide an alternative approach. 

When this building is put next to Longinus’ advice on how to 

write a sublime, and therefore persuasive text, we find interesting parallels 

that may help in the interpretation of this building. We can almost say that 

the rhetorical figures that Longinus recommended and described receive an 

architectural interpretation in Seaton Delaval. I will not argue that Seaton 

Delaval is a sublime building in the later eighteenth-century meaning, but 

that the building can be interpreted with the help of the style prescriptions 

                                                 
569 Downes (1977), p. 105. 
570 James Ralph called Hawksmoor’s churches St. Anne Limehouse and 
Christ Church in Spitalfields “mere Gothique heaps of stone” in his 
Critical Review of London, p. 6. 
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that rhetoric, and especially Longinus, set out.571 Longinus described five 

sources of sublimity in his treatise, which he subsequently discussed. The 

five sources are great thoughts, strong emotion, certain figures of thought 

and speech, noble diction and dignified word arrangement.572 Chapters 9 – 

15 discuss great thoughts. Chapter 10 is especially revealing in relation to 

Seaton Delaval. This chapter describes how to select and combine 

elements in a text in such a way that they can be most sublime. Longinus 

also gave advice on how to structure a text here. He analysed a poem by 

Sappho and the description of Oddyseus’ shipwreck by Homer. These 

authors combined elements in an unusual manner that provided a 

persuasive effect. 

 Moreover, by forcing into an abnormal union 

prepositions not usually compounded he [Homer] 

has tortured his language into conformity with the 

impending disaster, magnificently figured the 

disaster by the compression of his language, and 

almost stamped on the diction the precise form of 

the danger- “swept out from under the jaws of 

destruction.573  

Longinus concluded:  

What they [Homer, Sappho & Demostenes] have 

done is to clean up, as it were, the very best of the 

main points, and to fit them together, allowing 

nothing affected or undignified or pedantic to 

                                                 
571 The later eighteenth-century concept of ‘sublime’ refers to the 
psychological effects of great emotions, such as terror, which is ‘the ruling 
principle of the sublime’. ‘Pleasure’ can be related to ‘beauty’.  In the late 
eighteenth century modern scientific psychological knowledge on human 
emotions was incorporated into the concept of the Sublime. See on the 
‘Sublime’: Brewer (1997) and Mordaunt Crook (1995). 
572 Longinus, On the Sublime, 8, p. 181. 
573 Longinus, On the Sublime, 10, p. 203. 
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intervene. These things ruin the whole, by 

introducing, as it were, gaps and crevices into 

masses which are built together, walled in by their 

mutual relationships.574 

Now how can this be related to Vanbrugh’s design for Seaton Delaval? 

The “abnormal union” of elements that do not usually belong together 

certainly fits in with the union we noticed of Gothic and classical elements 

in Vanbrugh’s design. But the small-scaled building can also relate to 

Longinus’ mentioning of “the compression of language”. Vanbrugh not 

only chose and combined unusual architectural elements, but he situated 

them in such a way that the effect is “concentrated” as Summerson put 

it.575 Vanbrugh chose architectural elements that in themselves are directly 

recognized by any viewer, who would recognize the medieval and 

Elizabethan elements from the many medieval and Elizabethan buildings 

dotted around England. He or she would also recognize the ‘foreign’ 

classical elements that might have recalled classical buildings of ancient 

Rome and modern France and Italy. As if he were a true stage designer, 

Vanbrugh only wanted to sketch, to suggest, and thus provided the most 

essential elements that a spectator would need to associate these historic 

elements with their origin.576 Towers, columns and stairs play a major part 

in Seaton Delaval, but one notices how the walls are reduced to only two 

bays and only remain important in a supporting role. Unnecessary elements 

were simply left out, and hence we can speak of a ‘compression’ of his 

architectural language. Longinus commented on one of Sappho’s poems on 

love, emphasizing the symptoms that come with this emotion. Love then, 

                                                 
574 Longinus, On the Sublime, 10, p. 205. 
575 Summerson (1979), p. 287. 
576 The connection between Vanbrugh’s career as a play writer and as an 
architect has often been made in terms of stage design. But Vanbrugh was 
never a stage designer. See Berkowitz (1981), McCormick (1991), Orrell 
(1988), Tzonis and Lefaivre (1990), p. 5, and Whistler (1978). 
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“selects and combines the most striking and intense of those symptoms”.577 

Poets should do the same thing and when describing a storm, for example, 

pick out “the most alarming circumstances”.578 

In chapters 16-29 Longinus discussed figures of speech and 

figures of thought. Among these are asyndeton, anaphora, hyperbaton, 

polypton, periphrasis and figures such as presenting the past as present, an 

impersonation of address of the audience or a fictive personage in the 

second person, and the introduction of abrupt speech. Quintilian also 

discussed most of these figures.579 

Chapters 20 and 21 discuss the figures anaphora and asyndeton. 

Anaphora is the figure of repetition, which creates an emotional effect.580 

Asyndeton is the figure where connecting particles between clauses are left 

out, in order to suggest strong emotions.581 As an example Longinus 

quoted Demosthenes: “For the aggressor may do many injuries, some of 

which the victim could not even describe to anyone else – by his manner, 

his look, his voice. By his manner, his looks, his voice, when he strikes 

with insult, when he strikes like an enemy, when he strikes with his 

knuckles, when he strikes you like a slave.”582 Repetition and the absence 

of smooth sentences suggest emotional disorder. The variation of these 

figures imitates real life speech, where repetition and ruggedness are 

symptoms of violent emotions. Longinus then warns,  

if the rush and ruggedness of the emotion is 

levelled and smoothed out by the use of connecting 

particles, it loses its sting and its fire is quickly put 

out. For just as you deprive runners of their speed if 

                                                 
577 Longinus, On the Sublime, 10, p. 199. 
578 Longinus, On the Sublime, 10, p. 201. 
579 Quintilian, Institutio Oratoria, VIII.vi, and IX. 
580 Longinus, On the Sublime , 20, p. 237. 
581 Longinus, On the Sublime , 21, p. 239. 
582 Quoted from Longinus, On the Sublime, 20, p. 237 [Demosthenes, 
Oration, 21.72]. 
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you bind them up, emotion equally resents being 

hampered by connecting particles and other 

appendages. It loses its freedom of motion and the 

sense of being, as it were, catapulted out.583 

In Seaton Delaval we can see the walls are nearly absent in the design. The 

two-bayed walls seem only to function as a support to connect ‘the main 

points’; i.e. the corner towers, the central entrance portico and the staircase 

towers.  The square shape of the staircase towers is repeated in the broken 

frieze of the front. The medieval octagonal corner blocks are placed 

besides a classical entrance at the garden front, and the whole pile sits 

heavily on a banded rustica base which seems to bulge under the building’s 

weight. 

The next figure that Longinus discussed is hyperbaton in chapter 

22. He described it as “arranging words and thoughts out of the natural 

sequence, and is, as it were, the truest mark of vehement emotion”.584 He 

provided an example from Herodotus where Dionysius the Phocaean says 

“Our fortunes stand upon a razor’s edge, men of Ionia, whether we be free 

men or slaves, aye, and runaway slaves. Now therefore if you are willing to 

endure hardship, at the moment there is toil for you, but you will be able to 

overcome your enemies”, which is a reworking of Herodotus’ “O men of 

Ionia, now is the time for you to endure toil, for our fortunes stand upon a 

razor’s edge”.585All these figures provide variety and most of all liveliness 

(or enargeia) to a speech or text. Liveliness is the main object of good and 

sublime oratory, because only when the audience believes its truthfulness, 

will they be persuaded.586 

It becomes easier to understand Seaton Delaval when considered 

with these passages by Longinus in mind. Disorder, repetition, ruggedness 

                                                 
583 Longinus, On the Sublime, 21, p. 239. 
584 Longinus, On the Sublime , 22, p. 239. 
585 Quoted from Longinus, On the Sublime, 22, p. 241 [Herodotus, 6.11]. 
586 Longinus, On the Sublime, 15, p. 217; and 23, p. 243. 
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and (the absence of) connecting particles all seem easily applied to the 

building. The repetition of the towers on all corners and the arcades in the 

side buildings, and the fact that walls seem almost left out at Seaton 

Delaval, which seems to consist mainly of towers and columns, can be 

interpreted as ‘figures’ in architectural language. Vanbrugh may be said to 

have used hyperbaton in the seemingly wild choice of styles and motifs. 

The connecting elements that would have smoothened the transition 

between Gothic and classical design elements were simply left out and the 

result is a rugged and theatrical display. Vanbrugh seems to have used 

architectural ‘figures’ that were chosen and added in order to provide the 

onlooker with a carefully staged association. 

According to Longinus the vividness or liveliness that an orator 

seeks can also be reached by the introduction of “events in the past time as 

happening at the present moment”, hence “the passage will be transformed 

from a narrative into a vivid actuality”.587 Vanbrugh’s letter to the Duchess 

of Marlborough in which he pleaded for the conservation of the old manor 

house on the site of Blenheim Palace suggested a similar means in order to 

include the English past into actuality. Woodstock Manor not only created 

a composition of the landscape that was appealing to the eye, but would 

also add meaning to Blenheim Palace. It would have functioned as a 

reference to the past, which, combined with the modern and political 

statement of Blenheim, would have created a complete picture of past and 

present fused into one. The present would then have gained from the rich 

meaning of the past. At Seaton Delaval Vanbrugh did not make use of 

existing structures on the site. But he did introduce quotes from the 

architectural English past in order to add meaning, by means of stage-

directing the mind of the visitor and exciting associations of the English 

past in his or her mind.  

                                                 
587 Longinus, On the Sublime, 25, p. 247. 
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VI. CONCLUSION: RHETORIC, STYLE AND ARCHITECTURE 

Traditional architectural history, with its focus on ‘style’ as a means of 

classification is not very comfortable with Vanbrugh’s architecture. His 

buildings do not fit in descriptions of Baroque architecture, and he used 

Classical and Gothic elements together in an initially surprising way. The 

strong visual qualities of his work were acknowledged by most historians 

and can indeed hardly be ignored. But any attempt to answer questions 

about the ‘how’ and ‘why’ of his buildings remains unanswered so far. I 

have attempted to construct a new perspective for Vanbrugh’s architecture 

in the rhetorical tradition of thought about style.  

Vanbrugh considered what we would nowadays call ‘period 

styles’ as manners of designing from the past which were still part of the 

present. Both his writing on Woodstock Manor, the London city churches, 

and his designs, show a sense of the belief in the continuation of the past 

into the present. As such, present-day architecture could not, according to 

him, exist without the input of the past. He was able to distinguish between 

Gothic and Classic architecture and can thus be considered as one of the 

first who paved the way towards the modern concept of ‘period style’. 

Vanbrugh’s own style however, that is, his design method or 

individual style, has rhetorical characteristics. The most important factor in 

his method is the selection of certain design features that provided him 

with the visual effects that he intended. The description of rhetorical 

figures in Longinus’ treatise could have been the ideal theoretical guide to 

such a method of design. Choices in design, such as the combination of 

different styles, the emphasis on certain elements, variation and rhythm, 

the factor of surprise and association, can thus be considered as 

comparable to rhetorical figures. They also provide “alterations”, 

“variation”, “add force and charm” and create the architectural equivalent 
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to enargeia, or vividness.588 Considered in these terms Seaton Delaval 

makes the viewer ‘see’ things in his mind that are not there, and these 

‘figures’ thereby provide the building with meaning.  

                                                 
588 See Quintilian, Institutio Oratoria, IX.i.2. 
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CONCLUSION 

An initial fascination with the architecture of Hawksmoor and Vanbrugh 

and a discomfort with existing interpretations of that architecture were the 

main motives for this investigation. The manifestly unusual characteristics 

of their work are recognized by many if not all, but hard to understand. 

Within the currently common approach, Hawksmoor’s and Vanbrugh’s 

buildings have been categorized within the stylistic period of the Baroque, 

and analysed within the paradigm of Vitruvian architecture. The 

consequence of this is that the plans, the classical order, the proportions 

and decoration are studied and categorized carefully. Hawksmoor’s and 

Vanbrugh’s architecture failed to fit within these paradigms completely, 

but historians are reluctant to dismiss it altogether. As a result, Blenheim 

Palace and Hawksmoor’s London city churches figure in many 

architectural handbooks, but are only connected to other contemporary 

works of art by the thin and fragile threads of Vitruvianism and style 

characteristics. 

 An approach that attempts to connect these buildings to other 

disciplines may help us construct an alternative approach to Vanbrugh’s 

and Hawksmoor’s architecture. This approach considers the building itself 

not only as an independent work of art, but also as a work of art which has 

strong links with the society it was designed in and for, and with the artist 

and its intended audience. Building on the work of Winckelmann and 

Hegel, this approach was originally suggested and developed by Michael 

Baxandall. For the research and knowledge about Hawksmoor and 

Vanbrugh, the tendency to interdisciplinarity has resulted in interesting and 

detailed studies such as Charles Saumarez Smith’s about the realization of 

Castle Howard and David Cast’s article on ‘seeing’ Vanbrugh and 

Hawksmoor. Recently, the publication of Pierre de la Ruffinière du Prey’s 
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book on Hawksmoor’s London churches has revealed many important 

sources that lie outside the traditional corpus of architectural history source 

material. His work shows how far outside this traditional corpus we can go 

and therefore suggests how large the potential corpus could be. 

 Rhetoric is the theory that systematized and formulated the way a 

work of art can interact with its audience. With the help of rhetorical 

concepts, such as ‘style’, ‘composition’, figures of speech and vividness I 

have tried to design a new way of interpreting the architecture of 

Hawksmoor and Vanbrugh. This interpretation corresponded with themes 

in the art- and architectural theory of their time, such as the sublime and 

the Picturesque. Studying their writings proved how important they 

considered the relationship between a work of art as a building and its 

audience. It also proved how much they considered architecture to be a 

form of persuasive communication. They used and indirectly 

recommended rhetorical tools in the design or analysis of architecture. 

Even though Hawksmoor and Vanbrugh did not literally refer to rhetoric as 

a guiding theory in their approach to architecture, their writings, their 

buildings and the literature surrounding their buildings and persons suggest 

a strong presence of rhetorical strategies. Hence, it was illuminating to 

approach their architecture with these strategies in mind. 

 Hawksmoor’s London city churches can, thanks to Du Prey’s 

publication on the subject, be studied in the context of a much larger body 

of contemporary literature than ever before. The group of divines who 

commissioned this project were all highly interested in, or published on the 

history of the Christian church and focused on the early Christian Church 

of third and fourth century AD. Their writings showed an interest in how a 

church should function, and how a church should ‘work’ on the visitor. 

These ideas can also be detected in Hawksmoor’s designs. Hawksmoor 

studied ancient architecture in his own time and would have learned a lot 

from his tutor and life-long friend Sir Christopher Wren. Hawksmoor’s 

choices of the architectural elements of his churches are easier to 
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understand and less anachronistic, now that we are aware of the 

circumstances of the Commission. His seemingly random use of Gothic 

and classical elements can be considered as innovative. His designs came 

from a deep involvement with contemporary issues on the state of the 

Anglican Church, the interest in antiquarian research, combined with the 

associationalism of contemporary art theory. I believe that it will be more 

fruitful to follow these lines of enquiry, instead of solely focusing on the 

Vitruvian elements of his designs and his design method. My interpretation 

of some of the issues pertaining to his London churches, such as the 

orientation and Hawksmoor’s use of screening, is an initial exploration 

following these lines of enquiry. 

 I have attempted to show that Sir John Vanbrugh was probably 

very much concerned with the associationalist characteristics of his 

architectural designs. As a very early exponent of the Picturesque 

movement, he built the three-dimensional equivalents of Joseph Addison’s 

art theory. His understanding of the emotional and intellectual effects of 

visual input corresponds to a similar attention in rhetorical theory. As a 

playwright Vanbrugh was familar with rhetoric and the problem of how to 

address an audience in a persuasive and lifelike way, his architecture can 

be placed in an intellectual and artistic context where the relationship 

between work of art and onlooker was studied intensively. The various 

translations and paraphrases of Longinus, who described rhetorical 

strategies to attain the most persuasive of all ‘styles’, the sublime, formed a 

fertile ground for Vanbrugh’s designs. Just like Hawksmoor he used a mix 

of architectural elements from different historic periods in his architecture. 

This choice was based on the associational qualities of those elements.  But 

Vanbrugh went very far in the application of historically evocative 

elements and had a clear love for the romantic medieval past. His choices 

of style elements are rhetorical choices, as the use of architectural elements 

from the past was for Vanbrugh a consciously added factor to his designs, 

a factor that shaped and defined his buildings. 
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 The tendency to consider architecture as communicative or even 

as persuasive communication in Vanbrugh’s and Hawksmoor’s 

architecture can be traced back to earlier seventeenth-century English 

architectural theory. Sir Henry Wotton’s treatise already stressed in 1624 

the power of architecture as a communicative device, which should not be 

underestimated. His treatise is immensely important in any understanding 

of English architecture in the seventeenth century, because it not only 

offered an adaptation of continental classicism to English visual culture, 

but also because he described the classical orders as ‘characters’. Wotton’s 

treatise is concerned with the nature of architecture as a persuasive art, and 

not with the practical requirements of architecture. As such architecture 

was, according to Wotton, concerned with its public, the visitors and the 

owners and therefore it was communicative. Rhetorical themes feature 

throughout his treatise and may very well have shaped the way future 

architects such as Wren, Hawksmoor and Vanbrugh approached their 

work. 
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APPENDIX. 

I. JOHN HALL, EXCERPTS FROM DIONYSIUS LONGINUS OF THE HEIGHT 
OF ELOQUENCE (1652). 

 

[Dedication] To my Lord, the Lord Commissioner Whitelock. 

For as the corruption of time hath diseas’d most Governments into 

Monarchies, so the least of these few populacies now in being is too great 

to be included in the same walls, or brought to the hearing of one voice 

(long studied Orations being become useless) and therefore as men now 

endeavour to summe up their Notions, and draw them into a sharp angle, 

expecting reason should overcome, so in the management and conveyance 

of that reason, there must be needful so many artifices, charms, masteries, 

and such subtle conducts, that without them am an cannot so well obtain 

his end, and a man of skill that brings not so much force of reason may 

easily avoid them. By this time it must be necessary (sine I have talk’d so 

boldly) that I explain my conception of Eloquence, which though I think 

‘tis such a thing as we may rather Ideate and wish then describe, yet when 

once a man is of opinion (and I think there are few dissentors) that the end 

of Oratory is to perswade or Gain, I think he wants not a description, which 

if I may language is this, A way of speech prevailing over those whom we 

designe it prevail. This is if we will take it in the short or Laconick way a 

distilling our Notions into a Quintescence, or forming all our thoughts in a 

Cone, and Smitting with the point; if the more spacious or Asiatick ‘tis 

hard to describe, but in its own manner, ‘Tis what Tully sayes of the 

το πβεπον, Resultance and to begathered not express’d, the Galileans Via 

Lactea a conflux of lesser starres clear yet undistinguish’d, the chymist’s 
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Elixar conteining all Qualities in it, yet not once perceivable; Tis Empire 

wholly commanding, yet never to be commanded. 

 

It must therefore have somewhat I cannot tell how divine in it, for it 

depends not of the single amassing or embroidery of words, there must be 

in it, excellent knowledge of Man, deep and studied acquaintance with the 

passions, a man must not onely know very perfectly the agitations of his 

own mind, but be seen and conversant in those of others, he must know all 

what the Sciences & Prudence teach, what history hath remembred, he 

must know the instinct, and regular motions of nature that all may 

proportionable resemble her that she may never be overdone, or too near 

the life. And yet all this without somewhat which I cannot expresse, is but 

the smallest part that goes to the building up of such a prodigy, there must 

be somewhat Ethereall, somewhat above man, much of a soul separate, that 

must animate all this, and breath into it a fire to make it both warm and 

shine. 

I conceive therefore my Lord, that this being a businesse wherein 

man can onely, and that so hardly, be excellent, and withall a thing of so 

tender a nature and easie to be offended in, that the observations of regular 

and vast minds ought not to be regarded in it, especially considering how 

easie and willing we are to adventure and transgresse, in things which 

nature seems of herself to teach us, and therefore was I the readier to make 

this publication in acknowledgement of what my self had profited by this 

curious monument, and having no better Present, I was encouraged by your 

Lordships generall indulgence and affection to all learning, to make his 

choice not without deep acknowledgement of your Lordships favours to 

my self, which besides the shape and apprehension of your great worth, 

fully seated and ruling in my soul, will ty me in all the thoughts and actions 

of my life, zealously to aim at the Honour of Being 

My most honoured Lord. J. Hall. 
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[1] That the bravest and most shining parts of Speech are height, that 

Height to which Pots and other Authors owe their Eminency, and by which 

they have made their names to flourish in all ages. For these Sublimities do 

not only win, but astonish their Hearers, and generally high and noble 

passages smite sooner, and ore-top those others that are rather disposed for 

persuasion or ornament. For though Persausion be to be accounted 

amongst such things as are commonly in our power, yet those things that 

have within them force and an irresistible violence repell the hearer and 

overcome him. And whereas the vivacity of Invention, the harmony and 

order od Disposition cannot be discerned out of one or two clauses, but 

difficulty make themselves appear in a generall Survey of the whole 

fabrick; Height wheresoever it seasonably breaks forth, bears down all 

before it like a whirlwind, and presently evidences the strength and ability 

of the speaker. 

 

[6] Now since there are five most rich fountains (if I may term them so) of 

sublime Eloquence, (we supposing the faculty of Oratory as a common 

base to these five pillars of building without which we cannot build at all) 

[…] 

 

[15] Not unlike this is an observation we find in picture; for after that Lines 

are drawn upon a plain and colours laid on and shadowed and enlivened, 

this set in the light projects a pleasant brightnesse, which is so much the 

more visible by how much you nearer approach it: even so Heights and 

Passions of speech neighbouring to our souls, as knit thereunto by a 

straight alliance out-shine the figures, and only stand in sight, 

overshadowing their Art and clouding it in obscurity. 

 

[27] Now since in an Oration both the conception and phrase receive spirit 

and lustre from one another, let us bestow our consideration about that part 

of phrase, if there be any thing remaining to be said in it. That the election 
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therefore of big and magnificent words strangely stroaks and wins the 

Hearers, and supplyes all Oratours and other Writers aiming at Height, not 

only with Majesty, but beauty, clearnesse, weight, strength, prevalence, 

and whatever else can yeeld any help thereunto, animating and polishing 

speeches like rare Statues, and striking a Morbidezza and sprightlinesse 

into them, inspiring the subject with a vocall kind of soul, I conceive it 

unnecessary to demonstrate to a man understanding. For indeed selected 

and flourishing words are reflexions, and (as a man may say) 

transparencies of the mind: yet is not the state and bignesse in them always 

require’d; for to enunciate slight and creeping matters in terms grave and 

lofty, is a business no more congruous, then to impose a high tragicall 

person upon an Infant: yet in Poetry …[the rest is wanting] 

 

[34] We are now arrived at the fifth branch, which we said in the beginning 

was to glorifie speech, and that is (my noble friend) the disposure and 

Architecture which we have already sufficiently discoursed of in two 

treatises. Yet for so much as I did then insert to this purpose, I thought it 

but necessary to transcribe hither; as, that harmonious fabrick of speech is 

not only very fortunate in persuasions, and naturally full of allurement and 

delight, but also a most admirable promotion and engine of liberty and 

passion. For a Pipe makes not only an impression upon the hearers, but 

unsettles them and makes them rove about like a mad men, and if you 

choose any particular tune compels them to dance after it, and by severall 

gestures to answer and imitate it, or any other when ‘tis chang’d: And can 

it be deny’d that the Severall Tunes of a Lute (though they signifie nothing 

in themselves) varied and chang’d by severall touches and stops into sweet 

concord, do not wonderfully charm and bewitch the spirit? But these Airs 

and imitations are forc’d and bastardly, not reall and genuine movers of the 

mind of men. Shall we not therefore think that Composition begin a 

Musick resulting from words which are naturall to men, gains admission as 

wel in the soul as at the ear; when it musters up numerous Idea’s of words, 
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things, lustre, proportion, and what ever else is innate or congenial with us, 

and by mixing and moulding their sounds disperses the passion of the 

Speaker, and infects all near him, and by all this adding magnificence to 

the structure of words, and raising them up to glory and majesty, and 

whatever it comprehends within it selfe or may touch upon our spirits, or 

any way master our understandings? But it would but seem madness to 

doubt any longer of things so universally acknowledg’d, for there needs no 

other proof but experience. 

 

[35] Besides that this apt disposure of parts doth greaten speech, as the like 

in members does a body: for if one be once cut off and severed from 

another there is nothing comely, but all remaining together make up a 

handsome system; so generous things being scatter’d and parcel’d One 

from another can never close into any Height, but brought into a coalition 

and bound up into harmony, they circulate and become sonorous; so that 

the true sounds and tones of Periods, maybe compos’d to a great feast 

made up of many dishes. And indeed a many both Poets and other Writers, 

thogh they had none of the highest natures, and use mostly but low, 

common, triviall and plain words, yet by the contexture and fabrick of 

them have arriv’d at pride and stately interstices, and made shew of 

nothing terse then their meanesse […]. 

II. WILLIAM SMITH, EXCERPTS FROM 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 (1739). 

 

[xxvi] Let us pause a little here, and consider what a disagreeable and 

shocking Contraste there is between the Genius, the Taste, the Candor, the 

Good-nature, the Generosity and Modesty of Longinus, and the Heaviness, 

the Dullness, the snarling and sneering Temper of modern Critics, who can 
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feast on inadvertent Slips, and triumph over what they think a Blunder. His 

very Rules are shining Examples of what they inculcate; his Remarks the 

very Excellencies he is pointing out. Theirs are often Inversions of what is 

right, and sinking other Men by clogging them with weight of their own 

Load. He keeps the fame majestic Pace, or soars aloft with his Authors; 

they are either creeping after or plunging below them, fitted more by 

Nature for Heroes of a Dunciad than for Judges of fine Sense and fine 

Writing. The Business of a Critic is not only to find fault, nor to be all 

Bitterness and Gall. Yet such Behaviour in those who have usurped the 

Name has brought the Office into Scandal and Contempt. An Essay on 

Criticism appears but once in an Age; and what a tedious Interval is there 

between Longinus and Mr. Addison! 

 

[xxviii] This Life he considers as a public Theatre, on which Men are to act 

their Parts. A Thirst after Glory, and an Emulation of whatever is great and 

excellent is implanted in their Minds, to quicken their Pursuits after real 

Grandeur, [xxix] and to enable them to approach, as near as their finite 

Abilities will admit, to Divinity itself. Upon these Principles he accounts 

for the vast Stretch and Penetration of the human Understanding; to these 

he ascribes the Labours of Men of Genius; and by the Predominancy of 

them in their Minds, ascertains the Success of their Attempts. In the same 

manner he accounts for that turn in the Mind which biases us to admire 

more what is great and uncommon, than what is ordinary and familiar, 

however useful. There are other masterly Reflexions of this kind in the 33d 

and 34th Sections, which are only to be excelled by Mr. Addison’s Essay 

on the Imagination. Whoever reads this part of Longinus, and that Piece of 

Mr. Addison’s with Attention, will form Notions of them both very much 

to their Honour. 

 

[xxx] That the Seeds of a great Genius in any kind must be implanted 

within, and cherished and improved by Education, are points in which the 
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whole World agrees. But the Importance of Liberty in bringing it to 

Perfection may perhaps [xxxi] be more liable to debate. Longinus is clear 

on the affirmative side. He speaks feelingly, but with caution about it, 

because Tyranny and Oppression were triumphant at the time he wrote. 

He avers with a spirit of generous Indignation, that Slavery is the 

Confinement of the Soul, and a publick Dungeon. On this he charges the 

Suppression of Genius, and Decay of the Sublime. The Condition of Man 

is deplorable, when he dares not exert his Abilities, and runs into imminent 

danger by saying or ding what he ought. Tyranny erected on the Ruins of 

Liberty lays an immediate Restraint on the Minds of Vassals, so that the 

inborn Fire of Genius is quickly damped, and suffers at last a total 

Extinction. This must always be a necessary Consequence, when what 

ought to be the Reward of an honourable Ambition, becomes the prey of 

Knaves and Flatterers. But the Infection gradually spreads, and Fear and 

Avarice will bend those to it whom Nature formed for higher 

Employments, and sink lofty Orators into pompous Flatterers. The truth of 

this Remark will easily appear, if we compare Cicero speaking Cataline, to 

the same Cicero pleading before Caesar for Marcellus. That Spirit of 

Adulation which prevailed so much in England about a Century ago, 

lowered one of the greatest Genius’s that ever lived, and turned even 

[xxxii] the Lord Bacon into a Sycophant. And this will be the case, 

wherever Power incroaches on the Rights of Mankind: A servile Fear will 

clog and fetter every rising Genius, will strike such an Awe upon it in its 

tender and infant State, as will stick for ever after, and check its generous 

Sallies. No one will write or speak well in such a Situation, unless on 

Subjects of meer Amusement, and which cannot by any indirect Tendency 

affect his Masters. For how shall the Vassal dare to talk sublimely on any 

Point, wherein his Lord acts meanly? 

But further, as despotic and unbridled Power is generally 

obtained, so ‘tis as often supported by unjustifiable Methods. The splendid 

and ostentatious Pageantry of those at the Helm gives Rise to Luxury and 
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Profuseness among the Subjects. These are the fatal Sources of dissolute 

Manners, of degenerate Sentiments, of Infamy and Want. As Pleasure is 

supplied by Money, no Method however mean is omitted to procure the 

latter, because it leads to the Enjoyment of the former. Men become 

corrupt and abject, their Minds are enervated and insensible to Shame. 

“The Faculties of the Soul (in the Words of Longinus) will then row stupid, 

their Spirit will be lost, and good Sense and Genius must lie in Ruins, 

when the Care and Study of Man is engaged about the mortal the worthless 

part of himself, and he has ceased to cultivate Virtue, and polish his nobler 

part, the Soul.” 

The Scope of our Authors Reflexions in the latter part of the 

Section is this; that Genius can never exert it self or rise to Sublimity, 

where Virtue is neglected, and the Morals are depraved. Cicero was of the 

same Opinion before him, and Quintilian has a whole Chapter to prove, 

that the great Orator must be a good Man. Men of the finest Genius which 

have hitherto appeared in the World, have been for the most part not very 

defective in their Morals, and less in their Principles: I am sensible there 

are Exceptions to this Observation, but little to the Credit of the Persons, 

since their Works become the severest Satyrs on themselves, and the 

manifest Opposition between their Thought and Practice detracts its 

Weight from the one, and marks out the other for public Abhorrence. 

An inward Grandeur of Soul is the common Centre from whence 

every Ray of Sublimity, either in Thought, or Action, or Discourse is 

darted out. For all minds are no more of the same Complexion than all 

Bodies of the same Texture. In the latter Case our Eyes would [xxxiv] meet 

only with the same Uniformity of Colour in every Object: in the former, 

we should be all Orators or Poets, all Philosophers, or all Blockheads. This 

would break in upon that beautiful and useful Variety, with which the 

Author of Nature has adorned the rational as well as the material Creation. 

There is I every Mind a Tendency, tho’ perhaps differently inclined, to 

what is great and excellent. Happy they, who know their own peculiar 
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Bent, who have been blessed with Opportunities of giving it the proper 

Culture and Polish, and are not cramped or restrained in the Liberty of 

shewing and declaring it to others! There are many fortunate 

Concurrences, without which we cannot attain to any quickness of Taste or 

Relish for the Sublime. 

I hope what has been said will not be thought an improper 

Introduction to the following Treatise, in which (unless I am deceived) 

there is a just Foundation for every Remark that has been made. The 

Author appears sublime in every View, not only in what he has written, but 

in the manner in which he acted, and the Bravery with which he died; by 

all acknowledged the Prince of Criticks, and by nor worse Judge than 

Boileau, esteemed a Philosopher worthy to be ranked with Socrates and 

Cato. 

 

III. SIR HENRY WOTTON, EXCERPTS FROM A PHILOSOPHICAL SURVEY 
OF EDUCATION, OR MORALL ARCHITECTURE (UNDATED). 

 

[71] The Epistle Dedicatory to the King. 

[…]But having long since put forth a slight Pamphlet about the Elements 

of Architecture, which yet hath been entertained with some pardon among 

my Friends I was encouraged even at this age, to assay how I could build a 

Man: For there is a Moral, as well as a Natural or Artificial Compilement, 

and of better Materials: [72] Which truly I have cemented together rather 

in the plain Tuscan (as our Vitruvius termeth it) than in the Corinthian 

form. Howsoever, if Your Majesty be graciously pleased to approve any 

part of it, who are so excellent a Judge in all kind of Structure, I shall much 

glory in mine own Endeavour. If otherwise, I will be one of the first 

myself, that shall pull it in pieces, and condemn it to Rubbage and Ruine. 
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And so wishing Your majesty (as to the Best of Kings) a longer Life than 

any of the soundest Works of Nature or Art, I ever rest, 

Your Majestie’s Most devoted poor Subject and Servant. H. Wotton. 

 

[79] I am yet willing to grant, that generally in Nature, the best outward 

shapes are also the likeliest to be consociated with good inward faculties: 

for this Conclusion hath somewhat from the Divine Light: since God 

himself made this great World (whereof Man is the little Model) of such 

Harmonious Beauty in all the parts, to be the Receptacle of his perfect 

Creature. 

 

[82] We have another, somewhat of the same mould, [83] from Quintilian, 

(whom I have ever thought, since any use of my poor judgement, both the 

elegantes and soundest of all the Roman Pens) That a Child will have 

Tantum ingeniii, quantum memoriae:[…] There is yet another in the same 

Writer, and in the same place, where he handleth this very Theme. How to 

descry Capacities That Parents should mark, whether their Children be 

naturally apt to imitate; wherewith certainly all fine fancies are caught, and 

some little less than ravished. And we have a Tradition of Quintilian 

himself, that when he saw any well-expressed Image of grief, either in 

Picture, or Sculpture, he would usually weep: For, being a Teacher of 

Oratory in School, he was perhaps affected with a passionate Piece of Art, 

as with a kinde of mute Eloquence. True it is indeed, which a great Master 

hath long before taught us, That man is of all Creature the most Mimical, 

as a kind of near adjunct to Reason: Arguing, necessarily in those that can 

do it well, whether it be in Gestures, in Styles, in speech, in Fashion, in 

Accents, or howsoever, no shallow Impression of Similitudes and 

Differences; about which in effect, is conversant the whole Wisdom of the 

World. 
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IV. SIR HENRY WOTTON, EXCERPTS FROM A PANEGYRICK TO KING 
CHARLES; BEING OBSERVATIONS UPON THE INCLINATION, LIFE AND 
GOVERNMENT OF OUR LATE SOVEREIGN (UNDATED). 

 

[139]Yea, let me add this with Confidence, that if Nature herself (the first 

Architectress) had (to use an expression of Vitruvius) windowed your 

Breast; if you Majesty should admit the eyes of all men, [140] not only 

within the privatest parts of your Bed-Chamber, but even in the inwardest 

closets of your Heart, no other thing at all would there appear, save the 

splendor of your goodness, and an undistempered serenity of your Vertues. 

 

[155] But the most splendid of all your entertainments, is your love of 

excellent Artificers, and Works: where with in either Art both of Picture 

and Sculpture you have so adorned your Palaces, that Italy, (the greatest 

Mother of Elegant Arts) or at least (next the Grecians) the principal 

Nursery, may seem by your magnificence to be translated into England. 

What can be more delightful than those sights? Nay, I am ready to ask, 

what more learned than to behold the tongueless eloquence of lights and 

shadows, and the silent Poesie of lines, and (as it were) living Marbles? 

Here would the spectator swear the limbs and muscles design’d by Tintoret 

to [156] move; there the birds of Bassano to chirp, the Oxen bellow, and 

the Sheep to bleat: Here the faces of Rafael to breathe, and those of Titian 

even to speak: there a man would commend in Corregio delicateness, in 

Parmesano concinnity. Neither do the Belgians want their praise; who if 

they paint Landskips, all kind of vegetables seem in their verdure; the 

flowers do smile, the hills are raised, the valleys in depression: in your 

Statuary works the like learned variety; of which some glory in kind of 

vivacity, some in tenderness of parts; but those are the entertainment of 

your eye. 
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V. R.T., EXCERPTS FROM DE TEMPLIS. A TREATISE OF TEMPLES, 
WHEREIN IS DISCOVERED THE ANCIENT MANNER OF BUILDING, 
CONSECRATING AND ADORNING OF CHURCHES (1638). 

 

Chap. I. 

Of the word Temple, and why not us’d by the Primitive Christians. 

 

[...] [4] The Primitive Christians, are said not to call their Churches, 

Temples; and Cardinall Bellarmine, gives this reason for it; because the 

Jewish sacrifieces offer’d in their Temple, were as yet fresh in memorie, 

and might with the name seeme still to remaine: as also because the 

Gentiles, call’d the places where they worshipt their Idols by the same 

names. So that you shall not often find (if I mistake not) in ancient 

Christian writers, the word Temple, unlesse [5] signifying the Temples of 

the heathen, until the time of Constantine the Great, by whose munificent 

pietie, stately, and beauteous temples were every where erected, the 

Temples of Idols destroyed, and  the Christians enjoyed publique libertie, 

throughout the whole world, then also was the name Priestr more 

frequently applied to the Christians, as appears in the wirtings of S. Hilarie, 

S. Ambrose, S. Augustin, and others. 

Laelius Bisciola is of opinion, that the Primitive [6] Christians 

had no Temples, their poverty was not able to erect so stately, and glorious 

buildings, as were called Temples. Nor if they had beene able, would the 

Gentiles have suffered them, for we read in Ecclesiasticque stories, that 

they pull’d downe their humble, and low Oratories: Besides, it was not 

lawfull, for any to build a Temple, unlesse the ground were first hallowed 

by the Idolatrous, and subperstitious ceremonies, of the Augurs, which the 

Christians [7] could by no meanes endure. 
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Chap. II. 

Divers names of the Temples of the Gentiles. 

 

Delubra, were sacred structures of the Gentiles, so called (as Isidor saith) à 

diluendo, for they had fountains belonging to them, in the which they were 

wont to wash, before they entered into them, for which reason (saith hee) 

[8] well might our Temples be cald Delubra, at whose entrance stands the 

sacred Font, by whose water, weare cleans’d in Baptisme from our sins. 

But those Temples have beene so polluted, by the sacrilegious Idolatrie of 

the heathens, that all Christian writers, (unlesse the Poets for verse sake) 

abhor the very word. 

Fana, were a kind of Temples, so called, à fando, saies Festus, 

from certaine words uttered by the Priests, when the bounds of the ground 

[9] wheron they stood were first limited. Others think they were so called à 

Faunis, from their Gods Fauni, to whom they were dedicated. 

Saint Paul speaking of the Temples of Idols, calls them idolia, 

receptacles of vaine Idols, and feigned deities, in which they were kept, 

and worshipped, and in which they kept feasts wich the meat which was 

offered in sacrifice to the Idols, of which kind of feasting, Herodotus 

speaks, and also Virgil. 

The Turks have their [10] Fana, some greater than others, all 

which in their language are called Moschits or Mosquitas, the greatest of 

all, is that of Sancta Sophia at Constantinople, of which more hereafter. 

In Japan, the cheifest Temple (they say) of 13000 is called Denix, 

from the name of their Idoll Denichi, which they worship under the forme 

of the Sun, the Moone, and the Elements. 
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[11] 

Chap. III. 

Divers names of the Iewish Temples. 

 

The Jewes, before Salmons Temple was built, had their Tebernacle, which 

they called the house of the Lord. So we read, how that Elcana brought 

Samuel to the house of the Lord in Silo, where is meant, the Tabernacle, 

for the Temple was not then built. The word is a diminutive à Tabernâ, 

which signifies any [12] house, fit for habitation, à tabulis, because they 

wre usually enclos’d with boards, but though built of other matter, custome 

still retained the name. 

The Jewes Tabernacle had the forme of a Temple, but was made 

as the Tents and tabernacles wherein the Jewes dwelt at that time when 

Moyses built it. 

The first part of the Tabernacle, in which was the Candlestick, the 

Table, &c. was called the Sanctuary, and into this first Tabernacle, all the 

[13] Priests might enter, and at all times, but into the second, which was 

called Sanctum Sancorum, might the high Priest onely come, and that but 

once every yeare, not without blood, which hee offered for himselfe, and 

for the errours of the people as we read Hebrewes 9.2. A Sanguine, from 

blood, saith Isidor. comes the word Sanctum, for the ancients accounted 

nothing holy, Nisi quod hostiae sanguine effet consecratum, unlesse it were 

hallowed, with the [14] blood of a Sacrifice. 

That most sacred place of the Tabernacle which was called 

Sanctum Sanctorum, the holiest of holies, because it conteined in it, the 

most holy things which appertained to the Jewish religion, was also called 

Oraculum, the Oracle, from the Divine answers, which therein were uttered 

by the voice of an Angell. 

The Jewes had also, besides the Temple of Salomon, certaine 

other edifices dedicated to the worshiop of God, which [15] were called 

Synagogues, in these houses it was lawfull to pray, to preach, or dispute, 
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but not to offer sacrifices. The Temples was as it were the Cathedrall 

Church, the Synagogues as petty parish Churches belonging to it. The farre 

distance of the Temple, was the first occasion of building these 

Synagogues; to which those Jewes that dwelt in remote places, might 

repaire in stead of the Teple, like to our Chappels [16] of ease, in great 

Parishes. 

Wee often read in holy Scriptures the Temple called the house of 

God, the house of the Lord: and our blessed Saviour, from the cheisest 

service men doe in it, called it Domus Orationis, the house of prayer. 

 

Chap. IV. 

Divers names of Christian Temples. 

 

As Synagoga amongst the Jewes [17] so the word Ecclesia, amongst 

Orthodox Christian writers, signifies not onely the Congregation of the 

people of God, but the place also where the assembly meets. Ecclesia 

dicitur (saith Saint Augustin) quò Ecclesia congregatur, the place where 

the Catholique Church meets together is called a Curch. 

Basilica, is often read in Saint Augustin, and other Fathers, for a 

Temple: Bellarmin saith, that the same place may bee called a Temple, as 

it is [18] destin’d to Gods worship, and a Basilica, as it is the ornment of 

some Saints Sepulcher, and so, is both a Temple to God, and a Tombe to is 

Martyrs. Kings Palaces, were of old called Basilicae, a King, and the 

sacred Temples, dedicated to the King of Kings, may well bee so called. 

Basilicae were also certaine buildings adjoyning to Market places, where 

the Judges sate, and decided Law cases, mentioned by Plinius Secundus in 

one of his Epistles, [19] Descendebam in Basilicam Iulianam, sedebant 

Iudices, &c. I went into the Iulian Basilica, where the Judges sate. These 

Basilicae, saith Baronius, were by a happy Metamorphôsis, changed into 

Christian Churches, and still retained their old name, as may be gathered 

by that of Ausonius to Gratian: Basilicae, olim negotiis plenae, nunc votes, 
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votisque pro tuâ salute susceptis: Those Basilicae, which erst while were 

throngd with publike negotiations, are now filled with praiers [20] and 

wishes, for your Majesties prosperity. And the agreement in forme of the 

ancient Christian Churches, with these Basilicae makes the opinion very 

probable; for the Basilicae were divers galleries or porticues, joined 

together, standing upon columns, equally distant, as Vitruvius teaches. 

Churches built in remembrance of some Saint or Martyr, were 

called Memoriae; Saint Augustin uses this word often, in his book of the 

City of God, Memoria [21] Martyrum ibi est Mediolanensium, Gervasii, & 

Protasii: There (saith hee) is the Memoriall of Gervase and Protase, both 

Martyrs of Millan. And else-where, Nos Martyribus nostris, non Templa 

sicut Diis, sed Memorias, sicut hominibus mortuis, queorum apud Deum, 

spiritus vivunt fabricamus: Wee erect not Temples to our Martyrs, as if 

wee thought them gods, ut Memorials, as to men whose soules, we are 

sure, live with God. 

The same Temples [22] which the Latines call Memoriae, the 

Greekes call Martyria, which at first were onely those Churches, in which 

the bodies of holy Martyrs were interred. Afterwards other Churches 

shared in the name, so that famous Temple of the Resurrection of our 

Saviour, at Jerusalem, (built by the singular care, and pietie of Eustace, a 

Priest of Constantinople, as Saint Hierome writeth) was called a Martyrie, 

because is was a Testimoniall of our blessed [23] Saviours Resurrection. 

Christian Churches are also called Tituli, so Prudentius, Parte aliâ titulum 

Pauli, &c. now the chief Churchesonly, which in Rome belong to the Lords 

Cardinal, are called Tituli. 

There are in Rome certaine Churches called Diaconiae, 

Deaconries belonging to the Cardinall Deacons. 

They were at first, houses of publique hospitality, having 

Oratories adjoyning to them, in wich the Deacons ministred to the 

necessities [24] of the poor fatherlesse children, and widows. 

[...] 
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We call our greates Churches Cathedrals, because they belongs ad 

Cathedram Episcopi, to the Episcopall Seat; they are also called Ecclesiae 

Episcopales & Baptismales, also Mother Churches. For in the primitive 

times (either in imitation of Saint Johns baptizing [29] of Christ in the river 

Jordan, or rather quia nondum Oratoria vel Baptistoria in ipso exordio 

nascentis Ecclesiae poterant aedificari; as venerable Bede thinkes, because 

they were unprovided of Fonts and Churches, therefore) the rites of 

Baptisme were performed in rivers and fountains; but afterwards, it was 

ordered that Baptisterials, or Fonts should be places in the great Church of 

every City, wherein the Bishop himselfe resided, and the right of [30] 

Baptisme belonged to the Cathedrall Church onely, unlesse in case of 

necessitie. And these Churches were therefore called Mother Churches. 

Because that as the people in their mothers womb were borne men, so in 

the Fonts of Baptisme as in the Churches womb, they were borne 

Christians. In after ages (because of the farre distances of the Cathedrall 

Churches) the right of Baptisme was transferred to Parochiall Churches; 

which Churches in regard [31] of the Chappels of ease, and private 

Oratories belonging to them, may now also be called Baptismall and 

Mother Churches, towhom only belong the right of Spulture and Baptisme. 

[...] 

 

Chap. V. 

The definition of a Temple. 

 

A Temple is by some thus defined, Templum est aedificium Deo 

consecratum, it is an edifice consecrated to God. And in this definition is 

conteined the whole nature of any Temple. 

It is an edifice, whether [34] made of wood, or of stone, as 

marble, Touch, &c. or of metals, as brasse, silver, gold, &c. the word 

signifies, as well poore, and meane buildings, as great, and noble.  Ara 

floribus redimita spelunca frondibus inumbrata: an Altar (saith one) deckt 
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with flowers or a cave, or grotto, made of boughs, may bee called a 

Temple. 

It is reported of our own Ancestors the old Saxons, that they used 

to have publique praiers under a Crosse, erected [35] in the open fields, 

which place and structure was to them a Temple. Mos est Saxonicae gentis 

quod in nonnullis nobilium honorumque hominum praediis Sanctae Crucis 

signum Domino dicatum, & cum magno honor in altum erectum ad 

commodam diurnae orationis sedulitatem solent habere. Hodaperic 

Wilibaldi. 

We read also how the holy Patriarch Iacob, erected the stone on 

which he had slept, for a Temple, and with a seemly reverence powring 

oyle upon it, said [36] thus. Quàm terribilis est locus iste, &c. How terrible 

is this place, it is no other than the house of God, the gate of heaven. 

When wee say, it is consecrated to God, we not only distinguish it 

from all profane buildings, but also teach the end, for which it was built. 

And if by God, we will understand the feigned deities, in this definition 

may also bee comprehended, the Fana and Delubra, of the Heathens, as 

well as the Temples of the Jewes, [37] and Christians, or any other, who 

ignorantly worship the true God; for wee read that Saint Paul fond an Altar 

at Athens, with this inscription, Ignoto Deo, To the unknowne God, which 

God (Saint Paul saith) they ignorantly worship’d. Finally, whether you 

consider the matter, forme, figure, situation, &c. of Temples, all are in this 

definition comprized. 

 

[38] 

Chap. VI. 

Of the forme or figure of Temples. 

 

The forme of a Temple, is twofold, either the externall forme, which is 

obvious to every beholder, or the internall forme, which bodily eyes cannot 

see. That consists in the figure, and outward workmanship: This in the 
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dedication. The external forme, of which wee intend to speak, depending 

almost [39] wholly on the fancie of the Architect, has ever been various, 

and uncertaine. The Gentiles, commonly fitted their buildings to the nature 

of their Gods. Iupiter Olympius's Temple, was built after the Dorique 

order, with columnes round about the outsides of it and by Iupiter was 

signified the fire, as by Iuno the ayre, whose Temple they builded after the 

self-same order, and manner, intending doubtlesse thereby, to signify, the 

great strength of the two [40] elements, of fire, and ayre; as also, the 

vicinity of the nature of ayre, in its supreme region to the fire. 

Vitruvius saith, that the Dorique manner of building, being more 

strong, doth best beseem the Temple o the more warlike and robustious 

Gods, as Mars and Hercules, &c. But to Flora, Venus, the Nymphes of the 

fountains, and the like delicate Goddesses, if you build a Temple, let it bee 

after the Corinthian order, more slender & beautifull, the [41] Capitols & 

Freezes, graced with curious leaves and carved flowers. To Deities of te 

middle sort, as Iuno, Diana, Bacchus, &c. let the Temples be erected after 

the Ionique building, which is the meane betwixt the severe grave Dorique 

order ,and the light slender and effeminate building of Corinth. 

Many of the Temples of the Heathen, in the Apostles times, and in 

the itme of Constantine the great, wer econverted from Idols, to the 

worship of the true God, [42] yet still retained their old figure and shape, 

Alia falforum Numinum Templa, dirui, alia in meliorem usum commut ari 

consuevere as Saint Augustin tells us. 

Some Temples of the Heathens wer converted to the service of the 

true God: Others were quire demolished. We read, how that the wicked 

infidels had erected a Temple, in that verie place wher our Saviours 

Sepulcher was, to their impure Goddesse Venus, which constantin pulled 

down to the very [43] foundation, commanding also that the stones, timber, 

and rubbish of it, should bee carryd farre from that ground. 

Saint Gregory in an Epistle to Melitus an Abbot, gives command, 

that Augustine the Bishop (as I suppose) of Canterbury, and he to whom 
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England owes much for her conversion, should destroy the Idols in 

England, but suffer their Temples still to stand: Nam gens illa verum Deum 

cognoscens (saith hee) ad loca quae consuevit familiarius concurret, 589 

and a little afer : [44] Duris mentibus omnia abscindere, impossiblile 

effecnon dubium est. Qui locum summum ascendere nititur, gradibus vel 

passibus, non saltibus elevatur, &c. And by this, we may guess at the 

figure of the Churches, which the primitive Christians first used. The 

figure most affected by the ancient heathen, was the round, imitating (as it 

were) thereby the Heavens. Of this figure was Vesta's Temple, built in 

Rome by Numa, of this figure was also the famous Pantheon.  

[45] Indeed the Temples which the Christians erected from the 

very foundation, were of other figure, yet some of them were of the round; 

such was that stately Temple of Sancta Sophia builded by the Emperor 

Constantine, of which Phil: Lonicerus hath this description; The Temple of 

Sancta Sophia at Constantinople, excels all the rest, the roof is vaulted and 

covered with lead: in figure not unlike the Pantheon in Rome, but much 

greater, and higher. It stands [46] upon stately Marble and Porphyrie 

pillars, the doores of it are all covered with brasse, one of which is said, to 

have been made of the wood of Noah’s Ark. This Temple (saith he) was 

built by Constantine the great, but now the Turks have throwne downe the 

Altars, paintings, and Images of the Christians, and cast their bels into 

Ordnance. 

Pet: Gregorius Tolozanus saith, that the Apostles themselves gave 

order, that the body of the Church should be built [47] long, after the figure 

of a ship, in which the Bishop should sit as a Pilot, the Deacons as 

Mariners; the Bishop's seat should be placed in the middle; on the side, 

should sit the Priests and Deacons; on the other Side the Lay men; and the 

women should bee separated from the men, in a place by themselves.590  

                                                 
589  [Author’s note in the margin:] Lib. 9 Epist. 7.  
590  [Author’s note in the margin:] Lib. 12 de Rep. Cap. 22.  
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Constantine beautified the City Antioch, with a most spacious and 

fire Church, whose inward part or quire, was of an octangular figure, for 

the [48] conveniency of many private Oratories belonging to it. 

Divers Churches have many Isles, joyned to the body of the 

Church, like so many boats, or ships, compacted and tyed together; and 

some think that by this figure, the Christian builders did desire to expresse 

Saint Peter's boat, warning us, that saile here in this world, amongst so 

many rocks, and dangers, to be sure wee commit ourselves, to a safe 

bottom, by whose help, we may at last arrive at our blessed [49] haven, for 

want of which care, many dayly make shipwrack of their salvation.  

We see many Churches built after the figure of a Crosse, and without 

doubt, the pious bilders, did by that figure desire to resemble the Crosse on 

which Christ was Crucified. 

 

[50] 

Chap. VII. 

Of the parts of Christian Temples. 

 

Bellarmine observes, that Christian Temples are built with three parts, after 

the Fashion of Salomons Temple.591 First there is the portch, [...] Secondly, 

there is the ship or body of the Church. Thirdly the quire or chancell, 

divided [51] from the body of the Church by an ascent of steps and certaine 

cancelli, latices, bars, or hangings, which part belongs to the Priests only. 

Durandus compares the parts of the Church, to the parts of a mans 

body; the place where the Altar stands, to the head, the Crosse on either 

side, to his armes the body of the Church to the rest of his body.  

                                                 
591  [Author’s note in the margin:] Lib. 3 de Cultu Sanctorum 
cap. 3.  
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Baronius distinguished the Church into fourre parts. viz. the 

Porch, the Church itself, [52] the Chancell, and the place most sacred, 

where the Altar stands. 

There is adjoining also to Churches a little house, or roome, in which the 

Priest prepares himslefe to doe his holy office, called AEdicula Salutatoria, 

& Sacrarium, the Sacrary, or Vestry. 

Pope Clement is said to have commanded that on either side of 

Churches, should be built Pastophoria, little chambers or roomes, onto 

which the reliques of the holy Eucharist, were caryed, and [53] in them the 

sacred vessels, and vestments were to bee kept, Paulinus expresses the use 

of these places in this distick,  

Hic locus est, venerada penus qua conditur, & qua Ponitur alma sacri 

pompa Ministerii. 

The Greekes agree, much with the Latines, in the figure of their 

Churches, as appears by that of Simeon Archbishop of Thessalonica, in his 

book De Templo. Our Temples (saith he) have three parts, viz. [54] the 

place before the Temple, which we call the Church portch, the Temple it 

selfe, and the Chancell. Which three-fold division, may put us in mind of 

the sacred mystery of the blessed Trinity, as also of the three-fold order of 

holy Angels; besides there is on earth a three-fold distinction of the elect 

people of God, who are either Priests, or perfect believers, or publique 

penitents:  Further (saith hee) the Church Portch, denotes Earth; the 

Church, Heaven; [55] the Chancell, the things above the Heavens.  

[...] 

 

[59] 

Chap. VIII. 

Of the situation of Temples, and why Eastward? 

 

The situation of Temples, hath respect either to the place on earth, or to the 

climate of the Heavens. We read of Temples built in Sundry places: Some 
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on the shoare, to Venus and Neptune; some on the tops of Mountaines, 

called in holy writ, High Places; some in Valleys, others in Fields, in 

Cities, in [60] dark Groves, and some under the Earth But where ever they 

were built, they all looked towards the East, and received the light of the 

rising Sun, at their upper end, and divers Authors testifie: Perchance the 

reason why the Gentiles used this situation was, because they were wont to 

sing Hymnes, and praises to their Idols, at Sunne-rising. And Plato tells us, 

that as well Greeks, as Barbarians, at the rising, and setting, of the Sun and 

Moon, used often prostrations and [61] adorations. From which custome of 

the heathens Clemens takes occasion to blame the lazinesse of such 

Christians as came late to Church. 

The same position and situation of Temples has ever beene in use 

amongst the Christians, as the testimonie of ancient Authors, besides 

experience teach us: Ecclesias Christianorum, Orientem amare solitas, 

saies Tertulian, Christian Temples have ever born a love towards the East. 

Some write, that it was a tradition of the [62] Apostles, that in solemn and 

publique prayer, in the Church, all should turne their faces towards the 

East, and far that reason, all Churches were built Eastward, unlesse some 

few, which the inconvenience of the place would not permit to be so built, 

on that at Antioch, of which Socrates takes speciall notice, whose Altar 

was placed at the West.  

Divers other reasons are given for building Christian Temples 

Eastward, as because of the early frequenting [63] of Matins by the 

primitive Christians, which Tertulian, Clemen, Philo, & Plinius Secundus 

in one of his Epistles to Trajan, and other report, to have have been by 

them, most exactly and religiously observed. Who when the Sun began to 

disperse his rayes upon the earth, did then begin to poure forth their Soales 

to their God, the very situation of the Temple, as it were reaching them, 

with what actians they were to begin the day, for no time is so fit to present 

our prayers [64] and devotions to the divine Majesty, no time so glorious, 

as the morning, no time of the day so well agreeing with our infirmity. 
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Another reason, why rather to the East, than to any other region of 

the Heavens, ay bee because it has over been accounted the most excellent 

part of the world, from thence the Heavens begin their motions. Thither 

therefore we turne our faces, in our prayers, rising as it were from the night 

of sin, and forsaking the [65] works of darknesse, wee implore the Divine 

goodnesse, to shew the light of his countenance upon us. 

Saint Augustin gives this reason [...]. We turn our [66] faces (saith 

hee) towards the East, when we pray, not as if we thought God were there 

onely to be found, Whose Majesty is every where present, but when weee 

turne our earthly bodies, to that glorious part of the Heavens, our soules 

may consider the glorious Majestie of that nature, to which we addresse 

our petitions. 

Furthermore, God placed the Garden of Paradise in the East [...] 

Other reasons may be taken from our blessed Saviour, who is 

called, lux mundi, and sol Justitiiae, The Light of the world, the Sun of 

righteousnesse, Cujus nomen est Oriens, Zach. 6.12. the day spring from 

above, to him wee direct our prayers, from him [68] our soules receive 

illumination, motion, life, and being, as the whole world from the Eastern 

Sun, receives its light and heat. [...] 

 

Chap. IX. 

Of the Rites, and Ceremonies, used at the Dedicaton of Heathen Temples. 

 

The Dedication makes the edifice a Temple: many Palaces and profane 

buildings have the like Situation, and figure; [74] yet are not Temples, 

because not consecrated to God. That we Christians may learne even from 

the vaine superstition of the Heathen, with what reverence the place 

dedicated to the true God are to be used, we intend first, to speak of the 

Dedication of Heathen Temples.  

Before they began to build, the limits and bounds of the ground, 

were determined, and designed, and this they called effari Templum, vel 
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sistere Fanum, all which was most religiously [75] and carefully performed 

by the superstitious ceremonies of the Augures. After this, they began to 

build, and when the building was finished, the founders dedicated them to 

some god, to whom by vow they had formerly bond themselves to erect 

them. Lastly, followed the Consecration, or Inauguration, by the 

Soothsayers, after whose auguries, they were accounted most sacred; and 

unlesse all their rites and ceremonies had passed, they were not called [76] 

Temples, and this is the difference mde of Templum, and AEdes sacra, in 

Aulus Gellius. 

[...] 

 

Chap. X. 

Of the Dedication of the Iewes Temples. 

 

The solemnities uses by the Jewes, at the Dedication of their Altars, before 

the [83] written Law, are copiously set downe in the sacred Scriptures. In 

them wee also read of the great gifts and oblations offered by the Hebrew 

Princes under the Law, at the Dedication of their Tabernacle, when it was 

anointed all over with an ointment of a most fragrant smell. 

[...] 

 

[89] 

Chap. XI. 

Of the Consecration of Christian Temples. 

 

As for Christian Temples, it is most certaine that the custome of 

consecrating them, has been used ever since the Apostles times: Saint 

Clement in an Epistle to S. James the brother of our Lord, has these words, 

Ecclesias, per congrua & utilia facite loca, quae divinis precibus sacrare 

oportet. [90] Build your Churches in decent and convenient places, and 

Consecrate them with divine praiers. 
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Eusebius lib. 10.cap.3. saith, that no sooner was Constantine 

created Emperour, but immediatly the sacred Temples were from the 

foundations, raised to an exceeding height. Then, saies he, was that long 

wished for, and much desired sight seene, the celebrating of the Dedication 

of Churches, The Consecration of Oratories, The meeting together of 

Bishops, The uniting [91] of the members of Christ, into one Harmony, 

which had beene severed into forraine Countries. 

Pope Sylvester, is said to have instituted these ceremonies of 

Consecration. First, hee ordained that a Crosse should be erected to 

signifie, that the place was destined for a Church, and sacred to our blessed 

Saviour, who was crucified for our sinnes. Then, that it should be 

Consecrated by none but a Bishop, who first knocksat the doore, after [92] 

opens it with his Crosiers staffe, thereby signifying, that power is given to 

the Priest, to knock at the doores of our hearts, by the preaching of the 

Word, and by it ot open them, for the receiving of Faith. After that, the 

Bishop enters the Church and with his staff, on the pavement, which is 

strewd with ashes for the same purpose, hee writes the characters of the 

Greek and Latine Alphabet, teaching thereby that our hearts beng open’d, 

and prepared to receive [93] faith, the Priest as it were writes in them, the 

Elements and Principles of Christian Faith, and Religion: Next hee 

besprinkles the Church with a brush of Hysop, dipt in holy water, teaching 

thereby, that when the grounds of Christian Religion, are perfectly learned, 

afterwards followes the Sacrament of Baptisme. Hee also ordained that 

twelve Crosses, should be painted on the wall, signifying the twelve 

Apostles, who valiantly bare that banner [94] throughout the world: 

Twelve Lamps are also lighted, denoting that by their preaching, the whole 

world was enlightned, which before sate in darknesse, and in the shadow of 

death. And as the liquour of oyle, swimmes above other liquours, so the 

office of Preisthood, is more sacred than other worldly dignities. Lastly, 

when the solemnities of Consecration, are quite ended, hee ordained, that 

the rest of the day should be kept holy, with much mirth and [95] rejoicing, 
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and that the mirth and joy of that day, should every yeare , bee celebrated 

afresh. Thereby teaching that after this life, piously ended, we shall 

certainly enter into the joyes of Heaven, wich are joyes without any 

sorrow, without any feare, without any end. 

And this custome wee see sis still observed by the practise of 

Christians, in our yearely feasts, and Wakes, and was also in ancient times, 

as may appeare by the Sermons of holy Fathers, made at the [96] the 

Anniversaries of the Dedication of Churches. And thus the afore-named 

Judas Macchabeus, celebrated the Dedication of the Temple yearly. Which 

Feast Christ himselfe honoured with his sacred presence, which gave 

occasion to Felix Quartus, to write thus to the Bishops of sundry Provinces. 

Solemnitates Dedicationis Ecclesiarum, per singulos annos celebrandos 

esse ipso Domino exemplum dante qui ad Festum Dedicationis Templi, 

cum reliquis populis, eandem [97] Festivitatem celebraturus venit. Christ 

himselfe, gave us an example of keeping yearly Feastes, who came 

himselfe, with the rest of the people ,to celebrate the yearly Feast of the 

Dedication of the Temple, at Jerusalem. 

[...] 

 

[108] 

Chap. XIII 

Of the ends, for which Temples were built. 

 

It is most certaine, that some Temples were built only to flatter great 

Kings, with the vaine conceit of a Deity.Wherefore Tiberius Caesar 

stricktly forbad, any Temple to be erected to him. 

Other Temples were built to the honour of some famous men, 

zealous errour mistaken [109] them to be Gods.  The ends for which they 

were erected to the true God, may be foure.  

First, to offer Sacrifice in them.  
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Secondly, to bee Sepulchers, and Repositories of the corps of his 

blessed Martyrs, until the generall Resurrection.  

Thirdly, to offer and present in them Prayers unto Almighty God.  

Fourthly, that Christian people might meet together in one place, 

to heare the word of God, and receive the Sacraments.  

[110] Some adde to these a fifth, viz. that the Divine Majesty 

might vouchsafe still to continue with us, and to dwell amongst us. Not as 

if they thought that the infinite Divine Nature could bee contained within 

the narrow walls of a Church, but according with that which Salomon said, 

when he had finished the Temple; “I have surely built thee a house to dwell 

in, a stedfast place for thee to abide in for ever”. God, we piously believe, 

to bee in every [111] place, but we cannot say properly, that he dwells in 

any place, but in his Temple, There, as in his Court and Palace, he 

distributes his divine gifts and graces, to the hearts of his faithfull servants: 

there we more plainely behold his glory and majesty, in the statelinesse, 

and beautie of the building, in the richnesse of the sacred vessels and 

ornaments, the numerous multitudes of his Servants, the various fruits of 

the blessed Sacraments, the dignity, holinesse, and sacred [112] pompe of 

his Ministers. 

Before the Temple was built by Salomon, God was not with his 

people in any one fixed or settled place. Moses Tabernacle was portable, 

and carried from one place to another, but when the Temple was built, and 

the Arke of God placed in it, God began to rest, and dwell amongst them, 

whence that of the Psalmist, Arise O God into thy rest, thou, and the Arke 

of thy strength. 

Saint Hierome calls [113] the Church, Hereditatem Dei, Gods 

portion, or inheritance; nor shall nay man escape his vengeance, that shall 

attempt to disposesse him of it, nor shall their pietie be unrewarded which 

hath merited such an heire. 

 

[114] 
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Chap. XIV. 

How the whole world may bee said to bee a Temple. 

 

Hitherto of Temples built by men, as well Jewes, and Gentiles, as 

Christians, all which proclaime the art, Magnificence, or Pietie of the 

Builders. There are also Temples built by the powerfull hand of the 

Almighty Creatour, as the vast and the great Universe, what is it [115] but 

a Temple, according to which patterne, mortall men have corrected theirs, 

imitating its figure in their rotundas, before spoken of Diogenes saies 

plainely, Mundum esse Dei Templum Sanctissimum: The World is the 

sacred temple of God. 

And the Persians, who worshipped the Sun for their God, are 

reported not to have built any Temple for it, saying Mundum unversum 

esse illi Templum; the whole Universe is his Temple. 

The Bythinians, for [116] the same reason offered their sacrifices 

on tops of Mountaines, instead of Altars. 

And Tacitus, writing of the Germans, saies, Nec cohiberi 

parietibus Deos, ex magnitudine Coelestium arbitrabantur. They were of 

opinions (considering the hugenesse of the Heavens) that God could not 

bee contained, within the compasse of any walls. 

The old Romans worshiped their god Terminus, and divers other 

of their Gods In Temples open roofed, [117] supposing it unfit to 

streighten their fancied deities within walls. 

The Christians themselves have called the Universe, the Temple 

of Almighty God, though never guilty of that errour (into which some 

blind Schifmatiques and Heretiques have stumbled) as to thinke that 

therefore no Churches ought to bee built, and had they power to their blind 

boldnesse, would soone pull them downe, and keepe their conventicles and 

assemblies in shops and cellars. Melius [118] Graeci nostri, qui ut augurent 

pietatum in Deum, easdem illum quas nos Urbes incolere voluerunt: Much 

better did our for-fathers, who for the encrease of Pietie and Religion, built 
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Houses for God to dwell amongst us. Alas! our memories (especially in 

good things) are too too weake, nor can we (such is the course of our life 

here) worshiop God decently, and duly enough in every place. 

The primitive Christians, indeed called the Universe the Temple 

of God [119] because the tyrannies of the Gentiles, would not permit them 

to enjoy any other. Dei Templum est Universum, hoc quod cernitur vel 

quae latiores complectitur ambitus mens humana, nec aliquod his dignius 

Templum Deo Opt : Max : eirgi potest : The whole Universe were they 

wont to say is our Temple, or rather the soule of every Christian, is the 

Temple of his God, which is of larger capacity than the whole world: and 

more glorious Temples than these can no where bee [120] builded, to our 

great and good God. 

And well may the Universe be called a Temple, there has been 

nothing said of Temples, but may very well bee said of it; If they be called 

Temples, because they bee vast, and great structures, is any thing greater 

than the Universe, which conteines all things in its vast capacity. If 

Basilicae, from their state and majesty, how much better does that name fit 

the Universe, than which nothing more royall. It [121] has the Firmament 

for its roof, the Starres for tapers, the Heavens, for its Altar, Woods and 

Groves instead of Tapestry and Hangings, and the Earth for its pavement, 

which God himselfe besprinckles with the dew of heaven. If a Temple bee 

rightly defined, AEdificium Deo consecratum: The whole World was 

created for no other end, but for us, to serve and worship God in it. The 

Universe, saies Lessius, is two waies conducing to our good, first it affords 

us dwelling, and [122] all things necessary for this life, and so it is like a 

well furnished, and a spacious house, for man consisting of a body, needs a 

thousand corporeall helpes, to the sweet and pleasant leading of his life 

here.  

Secondly, it is as a Temple to our soules, instructing them, in the 

knowledge of their Maker, declaring his power, wisdome, beauty, 

goodnesse, and other attributes: A humane Soule, for whose sake all 
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corporeall thngs were created, is of the [123] very lowest degree of 

intellectuall creatures, and so weake of understanding, that without the 

helpe of our senses we understand nothing, wherefore it desires an union, 

and conjunction with our bodies, that by the helpe of our senses 

understanding sensible things, it may from them by diligent meditation, & 

serious discourse, come to understand its selfe, & its Creatour. And for this 

cause, God created not onely things necessary for the sustenance of 

humane life, but innumerable [124] more things, by whose beauty, and 

splendour, wee may in some measure conceive, and know the excellency 

of our maker, and knowing him, may love, worship, honour, and give 

thanks unto him. The greatnesse of the Heavens, the vastnesse of the seas, 

and earth, shew his power and greatnesse; the glory and splendour of 

starres, and pretious gems, what doe they to a considering soule, but set 

forth his beauty, and glory? The curious subtilty in forming the limbs [125] 

of each creature, declares his wisdome and perfection. The sure order , in 

the Heavens course, and motion, teaches us his providence. There is indeed 

nothing in the whole world that doth not marvellously instruct our minds in 

the knowledge of our Creatour: So that whatsoever could bee naturally 

known of God, was certainly knowne by the ancient Philosophus. For the 

invisible things of God, are made knowne unto us, by the visible creatures, 

[126] and by the meanes of studious and diligent contemplation, as Saint 

Paul teaches: Invisibilia enim ipstus, a creatura Mundi, per ea quae facta 

sunt intellecta, conspiciuntur.  

For this end, therefore did god build his Temple, in it he dwels, 

Totamque infusa per artus, mens agitat molem: hee fils every part of it, and 

we are continually in his presence. The whole World is a Temple, to those 

that want a Temple; no man for want of a Church, is [127] cused from 

serving of God. The holy Hermits of old, spoken of by S. Hierom, vix. S. 

Anthony, Saint Paul, Hilarion, &c. though they lived in rocks, caves, and 

solitary places, yet were they never out of the Temple,  still praising and 

worshiping God, and always adoring his infinite Majesty. 
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When God had finished this Temple, for signe (as it were) of joy 

in the perfection of it, he blessed the day next ensuing, and made it an holy 

day; giving us an [128] example of rejoicing, at the Dedication of ours, 

every creature now began to worship God, in this Temple, so soone as it 

was made, onely wretched man profaned it. 

 

[129] 

Chap. XV. 

How ever particular Christian may bee said to be the Temple of God. 

 

Clemens Alexandrinus tells us, that every particular member of the 

Catholique Church, is a Temple of God built upon the foundation of Faith, 

Hope and Charity, rais’d not upon coumnes of marble, or stone wals, but 

on fleshy hearths, far excelling that of Salomons, which was both [130] 

made, and marred by the hands of the mortall men.  

Saint Augustin saith, our hearts are Gods Altars, on which we 

offer to him bloody sacrifices, when for his truth we suffer martyrdome: 

we offer sweet incenses to him, when our hearts are inflamed with pure 

and holy love. 

Whence is that of Lactantius, Quid opus est super vacuis 

extructionisbus locaoccupare, firmius & incorruptius templum est cor 

humanum, hoc potius ornetur, hoc veris illis numinibus impleatur. [131] 

Why doe yee (yee vaine Gentiles) take such care in building Templs to 

your false Gods, and neglect the internall virtues, which light the soul; The 

soule of man is a most firme, and incorruptible Temple, let that bee 

beautified and adorned with graces: to what purpose are these vast heaps of 

stone erected, and no roome left for God in your soules; These are the true 

Temples of the living God, which hee hatch purchased with his most 

precious blood. Know yee [132] not, saith S.Paul, that yee are the Temples 

of God, & God dwels in ye: and again, Dei aedificatio estis, ye are Gods 

buildings. 



 297 

Saint Bernard teaches at large, how the soule of everie Christian 

may bee said to bee the Temple of his God. It is dedicated and consecrated 

in Baptisme, it is reedified by Confirmation and the holy  Eucharist, &c. all 

to teach us how carefull wee ought to bee, lest we pollute and profane it; it 

behoves us often to remember Saint Pauls, Nescitis, quia [133] Dei 

Templum estis, know ye not, that ye are the Temples of God, and if any 

man defiles the Temple of God, him will God destroy; But if there were no 

other punishment htan this, this sure is full of horour, that we expel the 

holy Spirit out of our hearts, and entertaine the soule spirit in his roome. 

[...] 

 

Chap. XVII. 

Of the multitude, and splendour of Heathen Temples. 

 

All nations, from the beginnings of the World, have beene naturally 

inclined, to build and adorne Temples, as if it were impossible for a  [140] 

humane life, to be lead here upon earth, without them: Si terrras obeas, 

invenire possis Urbes, Muris, Literis, Regibus, Opibus, numismate 

carentes: Gymnasiorum, & Theatrorum nescias, urbem Templis, Diisque 

carentem, queae preaecibus, jurejurando, Oraculo non utatur, non honorum 

causa sacrificet, non mala sacris avertat, nemo unquam vidit: If you 

travaile throughout the whole World, saies Plutarch, you may chance to 

come to some Cities, where there is no Learning [141] no Coyne, no 

Schooles, or publique Theaters, &c. but you shall never in all your 

travailes see a City that has no God to worship, no kind of Templess, to 

server him in: that offers no sacrifice to avert calamities, or thanksgiving 

for prosperitie. Amongst all nations some kind of Temple has been used: 

The barbarous Scythian is reported to have had a Temple dedicated to 

Mars, and in it they stuck up a javelin, which they worshipt instead of his 

Image. [142] Never exceeded our times in piety towards their false Gods. 
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The Aegyptians are said to have beene the first people in the 

world who had knowledge of the Gods. From them the Assyrians had their 

learning, who built the Temple to Hercules, in Tyre, to Venus or Astarta in 

Phoencia, both admirable pieces of workmanship, but farre exceeded by 

that at Hierapolis, sacred to the Syreian goddesse Juno, which as Lucian 

thinkes, as built by Deucalion, [145] immediately after the flood; the wals 

of it were covered with gold, all glorious as the Sun: nor with lesse 

splendour were  Temples built to Jupiter; Herodotus saith, that in his time 

there stood a Temple at Babylon, dedicated to Jupiter Belus, of figure 

square, each side conteining the length of two furlongs, in the middle of it 

arose a square tower, the height of it one furlong; over it were built others 

lesse, to the number of eight: They went [146] upon the out-sides by an 

ascent of staires, to the hightest Turret, in which was a little Chappell, in it 

a bed richly furnished, and a Table of pure gold. 

Memorable also is the glory of that Temple, in one of the 

Atlantique Islands, built of silver and gold, to the honour of Neptune and 

Clito. These seigned deities, were thought worthy of gold and silver; but 

the true God, who gives all beauty and lustre to godl and precious stones is 

scarcely honoured, [147] somewhere within stone walls. 

Most admirable of all, was the Temple of Diana at Ephesus, it was 

accounted on eo the wonders of the World: All Asia was busied two 

hundred and twenty yeares in building of it. It had its foundation laid in 

marish gournd, the better to endure the injuries of earth-quakes, and to 

make the foundation firme, they first ramm’d into the ground great 

quantities of coales, upon which they spread fleeces of wooll. It was [148] 

foure hundred twentie five foot long, and two hundred and twentie foot 

broad; it ahd a hundred and twenty seven columns, every one of which was 

the cost of a severall King; each columne was sixty foot high, thirtie six of 

them were most exquisitely wrought and engraven, whereof one was the 

handiwork of Scopas, that excellent Graver. The roof of it was of Cedar, 

the doores of Cyprus. This so stately and magnificent edifice, was burnt 
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downe [149] by one Herostratus, who was desirous to eternize his name, 

by the infamy of his fact. 

Amongst the Romans, the Capitol was famous, it was begun by 

Tarquinius Priscus by reason of a vow, which he made in his warres 

against the Sabines, and finished by Horatius Pulvillus the Cosul, when the 

government by Kings was changed: the foundation of it was laid very 

deep, it was eight acres in circuit, each side was two hundred foot long, 

and very neere as broad, the [150] South-side was encompassed with three 

rankes of Columnes, the other sides with tow; within it were theree 

Chappels joined together by each the other walls, all covered with the same 

roof, the one sacred to Jupiter, the other on each side to Juno and Minerva: 

Whence that of Ausonius. 

Trina in Tarpeio fulgent consortia Templo. 

This Temple was consumed by fire, in the Civill warres, which were in 

[151] Sulla’s time, and after repaired by Vespasian, and Domitian; it was 

of capacity to conteine 8000 or 10000 men, 12000 talents were spent onely 

in guilding of it. 

  The Pantheon (though in time, yet) in workmanship, nothing 

inferiour to the Capitol, was built by Agrippa the son in law of Augustus, 

who had thrice beene Consull. It is yet standing in Rome, nd though it be 

spoiled of its ancient ornaments, yet it is highly honoured, in being 

Dedicated to the true God, [152] and the memory of our blessed Lady, by 

Boniface the fourth. Such was the ancient beauty of this Temple, that Pliny 

reckons it, inter pulcherima operum, amongst the most beautifull pieces in 

the whole World. And Sebastian Serly, a man very skilfull in Architecture, 

saith, it is the onely choice piece of perfect worke-man-ship his eyes ever 

beheld. It was equally as broad as high; in Trajans time it was  fired by 

lightning, and reedified by M. Aurelius Antonius. 

[153] We read of divers other Temples amongst the Romans, of 

equall beauty and stately structure. 
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The great superstitious Temple amongst the Turkes, is that at 

Mecca, famous for Mahomets Tomb, of which Temple they have this tale 

in their learning, viz. that God commanded Abram to build it, and that 

whosoever should repaire to it, confessing and bewailing their sins, should 

receive pardon: Abram strait-away design’d the plot of it, and [154] drew 

the limits of its foundation. And immediately the mountains, stones, 

timber, and all things necessary for the building came together of their 

owne accords, so that the draught and designe of it was all the trouble 

Abram was put to. 

Ratzvill saies, that he viewed all the chief Mosques in Grand Cair, 

but entred into none, there is one (saies hee) which they call Giamalassar, 

much like the Cathedrall Churches of the Christians, there the [155] 

Patriarch of the Turkes and the Santons dwell, it has eight courts, and is an 

Italian mile in compasse. 

The Malabars a people of India, worship an Idol which they call 

Parabramma, and say that he is the eldest God of all and that hee had three 

sonnes, to whose honour they weare three thirds tyed about their necks, 

they worship also divers beasts ,to whom they build statly Temples, not 

any whit inferiour to (if not exceeding) the magnificence of the [156] 

Ancient Romans. Amongst which there is one dedicated to an Ape, and 

only Paes are sacrificed in it, for which purpose they have adjoining to it, a 

Portico of wondrous length, to keepe Apes in for sacrifce. It is supported 

by 700 marble communes, equall in greatnesse to those of Agrippa, in the 

Pantheon at Rome. 

 

[157] 

Chap. XVIII. 

Of the Magnificence of the Jewish Temples. 

 

The Pagans and Infidels were instructed by Nature, to build Temples, but 

the Jewes were commanded by God, and were not inferiour to any Nation, 
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in the glory of their Temple. Salomon was a King so great and wise, as 

never any before him, nor since him was like unto him. [158] Well might 

he therefore build the most excellent Temple in the World: It was a true 

Masterpiece, not made after the manner of any before it, nor could 

posterity ever equall it. The situation of it, was upon Mount Moria, an 

exceeding high Mountain, as Ezech. speaks, cha.40. It had foure Porches or 

Courts, into the first Court might any come, such women only excepted 

who by their Law were accounted uncleane. Into the second, onely the 

Jewes [159] might enter; into the third were such males admitted, as were 

clean; And into the fourth came the Priests onely. The structure of it was 

all of square stone, yet no iron tooles, as saw or hammar was heard in it all 

the while it was in buiding. For the stones were all hewn, and perfectly 

fitted in the quarries, before they were brought thither, so that no great 

noise could bee made, some noise though very small, was made in the 

joining and compacting the stones together, [160] as Vatablus Josephus 

Hu: Cardinal: Cajetan, and other hold opinion. But that the tooles were 

made of brasse, and not of iron, is an opinion fond and ridiculous. 

[...] 

 

[176] 

Chap. XX. 

Of adorning Christian Temples. 

 

As Parents are not contented in the bare having of children, but they 

bestow costs in cloathing, and adorning them, lest their sordidnesse might 

be their disgrace: Even so godly Princes and other pious Christians, have 

not thought their liberall pieties extended farre [177] enough, when the 

Temples have beene brought up to the very roofes, unlesse they beautified 

them with all kind of ornaments, that might adde glory and grace unto 

them, as curious paintings, hangings, guilding, sumptuous vestments, rich 
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gifts in mony, chalices, plate, farmes, lordships, besides great priviledges 

and immunities. 

Some men there are who envy the Ornaments of the Church, and 

grudg at any cost bestowed upon it, yet wee read in holy Scriptures, [178] 

that God himselfe dictated to Moyses the ornaments of the Tabernacle, &c. 

And Saint Hierome reckons it not amongst the least of Nepotians praises, 

that hee was solicitous tht the Altar should look bright, the wals should be 

without dust, or cobwebbes, the pavement cleane swept, and strewd with 

flowers, the Church proch bedecked with greene boughes. Nepotian (saith 

hee) was another Bezaliel, wondrous witty in contriving, what might be 

gracefull [179] and beautifull to the Church. And surely if Wrastlers and 

Gladiators have their Amphitheaters, and Palesters, if the Senators have 

their Courts and Capitolls, if the Philosophers their Lycea, if mortall 

Princes have their Palaces, nay if every private man, hath his dwelling 

house dressed and adorned, with all the sweetnesse and beauty he can 

devise, what reason has any man to thinke, that the Temples of the Eternall 

God, should be base and sordid, or why should [180] any man (like that 

traitor Judas) thinke all lost that is bestowed on him. 

Herodotus tells of wondrous rich gifts sent to the Temple at 

Delphos, by the Gentiles, but compared with the oblations in Salomons 

Temple, they will seeme nothing, for which as Venerable Bede observes; 

there were in the Temple two Treasuries, the one like a Chest, wherin they 

put the monies, which were offered for the uses ofthe Temple, of which 

Saint Marke [181] speakes, And Jesus sate ower against the Treasurey and 

beheld how the people cast mony into the Treasurie, and many that were 

rich, cast in much, &c. The other was built like a great Hal, in the which, 

offrings of greater bulk were kept, and of this S. John seemes to speake; 

These words spake Jesus in the Treasury in the Temple, &c. But neither 

Jewes nor Gentiles have exceeded the Christians in the Ornaments, and 

Treasure of their Temples; nothing have ever beene more [182] glorious 

than their Altars, than their Vestments, Chalices, and other Ornaments, as 
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who shall read Anastasius, of the almost prodigious munificence of 

Constantine the Great, will confesse; and the like incredible liberality of 

other towards the Church, may else-where be read. 

 

[183] 

Chap. XXI. 

A decent forme of building and adorning a Church. 

 

Our age is very forward to good workes (let some men talke what they will 

to the contrary) and for their pietie in building repairing and adorning 

Churches, may compare almost with any former times, in the memory of 

man; More Churches have beene built and [184] adorned, in the reigne of 

our King Charles, then in the reigne of many Kings before.  

But me thinks as in most of our other good works, so in this also 

the piety and devotion of well disposed minds, doe seems some times to 

have wanted better directions. We have seene in some places, Churches 

newly erected, but the parts, forme, and situation, have been so uncouth, 

that there has scarce beene any resemblance of a Church, no Religion I the 

[185] whole fabrique. Wee have seene them painted, I cannot say 

beautified, but with such gaudy colours as can adde no ornament to so 

solemn & religious a place: For my part, I shall be ever farre from 

discouraging any, whose mindes God hath moved to so holy actions. I 

intend onely to set down what I conceive out of ancient Authors, and other 

observations, to be most gracefull and comly for such an Edifice, ever 

humbly submitting to the judgement and censure [186] of my better and 

those whom it more concerns. 

For the situation Eastward, I shall need say no more, though even 

in that of late dayes some have failed I will onely adde, that it were very 

gracefull, that there should bee an ascent of steps up to the Church. That 

famous Temple of Saint Peters in Rome, which Sebastian Serly cals a 

wonderfull work, and the fairest in the whole World; you ascend into it by 
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many staires. Those quindecem Psalmi Graduales, [187] which follow the 

119 Psal. are said to have bin sung by the Levites, on the steps, as they 

ascended into the Temple, and thence had their name. And wee read, Acts 

3.1. that Saint Peter and John went up together into the Temple at the night 

houre of Prayer. 

For the figure wee know that the Ancient Christians, had not 

alwaies one, but some times varied. Their rotundas they borrowd from the 

Heathens, to whose service it was [188] most agreable, for their Altars 

were plac’d in the middle of their Temples, and at their Sacrifices they 

danced round about them, singing Hymnes, and Songs, in praise of theri 

Gods, to whom they sacrificed. The men in the sacrifices to Venus or 

Astarte, wearing womens garments, and the women at Mars’s feasts, 

putting on mens armour. And this kind of superstitious idolatrie was in use 

amongst the Nations, in Moyses tme, and was occasion of that Law, Deut. 

22.5. The [189] woman shall not ware that which pertaineth to the man, 

neither shall man put on womans raiment; as Aquinas 2. Secunde quest. 

102. Art.6. and Mr. Selden, in his learned Tract de Diis Syris, excellently 

teaches us: This figure, I say, of Temples, was received by the Christians, 

in case of necessity, an was after ,and may now very well be rejected, as 

not convenient for our service. Our Communion Tables, being now placed 

at the East end, close to the wall not to bee [190] danced about, as in 

former times. 

The best and most received figure is the long, and though some 

may thinke the broad square, the ovals, or round, more convenient (as 

being of more capacity) to heare Sermons, and Lectures, yet surely the 

Majesty and reverence of the plae appears not so much in them. And the 

man who enters the West doore from farre beholding the Altar where he 

seriously intends to offer his devotions to his God [191] and Saviour, shall 

find his devout Soule, more rapt with divine awe and reverence, more 

inflamed with pure and holy zeale, in the delay and late approach unto it, 

than if at first he had entered upon it. 
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Pillars in all other buildings, are very inconvenient in Churches, 

gracefull, stately and necessary, as well for supporting the roof, distinction 

of the Iles from the body of the Church, and different from profane 

buildings; besides it has beene so received a manner [192] of building, that 

to leave them out, favours too much of noveltie. 

The Chancell or Quire, must be higher than the body of the 

Church; and in Cathedrall Churches, it has been an ancient custome ever 

since Constantines time, that vaults should be built under the Quire which 

were called Cryptae, in remembrance of those vaults, caves, and secret 

places, under ground, where the Christians in times of persecution, were 

wont to [193] assemble to serve God; such is St. Faiths under S. Pauls 

Church in London, which is now converted to a Parish Church. 

The Chancell being divided from the Church by grates of Wood, 

curiously carved, or of iron, or brasse cat into comly works, is not onely 

very gracefull, but according to the lawes and orders of building observed 

by the primitive Christians.  

The place where the Comunion Table stands, ought to be higher than the 

rest of the Chancell, [194] but all this and more we see duly observed in 

the structure of Cathedrall Churches: For Parish Churches, and private 

Chappels, it were very meet that they should be built after the manner of 

Cathedrals, as neere as with convenience they may. When there are no Iles 

adjoining to the body of the Church, Pilasters wrought into the wall, with 

well framed Capitals, would adde much beauty to the fabrigque, & much 

strength to the wals, between wch would bee convenient [195] spaces to 

beautifie the Church, with some excellent paintings of Sacred stories, 

which may strike into the beholder, religious, and devout meditations.  

Over the Capitals according to the common rules of Architecture, 

must run an Architrave freeze, and Coronis, which every work-man knows 

how to adorne with leaves and flowers, &c. according to the order of 

building. Over these, let the windoores be placed, which because they 

stand high differ [196] more from profane buildings, keep our thoughts 
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from wandering abroad, whilst our eyes have nothing but Heaven, and 

heavenly objects to behold, and besides cast an excellent light for the 

paintings on the wals.  

The number of windoores ought to observe the grace of the whole 

Structure, which if they be not of common glasse, but painted, adorne the 

Church with a glorious light, and moderate that bright light, which is a 

hinderance to devotion. The Utopian Temples, [197] saith Sr T: More, 

were sub-obscura, somewhat dark: Nec id aedisicandi inscitia factum sed 

consilio Sacerdotum, quod immodicalux cogitationes dispergit. For 

devotion requires collected spirits, which light diffuses, as Sir H: Wotton 

seems to interpret him in his Elements of Architecture. And we find it by 

experience, that in our light Churches, did not we close our eyes, we could 

hardly keepe our thoughts from distractions till the end of a short collect. 

And I verily believe that the holy [198] fervour of devotion was more 

intense in the primitive Christians dark obscure vaults, than hath ever bene 

in our lightsome Churches. 

The roof if it be vaulted, is more agreeable to antiquitie than if 

flat, it makes the voice more audible; you may adorn it with an azure 

colour, and gilded stars and then as in figure, so in colour it resembles the 

Hemisphear of the Heavens; which perhaps gave occasion to S. Chrysost: 

to call the Church an eartly heaven. 

[199] The Chancel, as it has always beene divided from the 

Church, so may the roof of it be of a different height, and more richly 

adorned, and the windoores of a differing fashion from the Church: That 

when we shall enter into this place, more holy & divine thought may 

possesse our minds, occasioned by the differing structure, and more 

glorious ornaments.  

But of all parts of the Chancell, that where the Communion Table 

stands, has ever been accounted most sacred; [200] In adorning that, no 

cost ought to be thought too much. There we behold the mystery of our 

Redemption lively expressed. Nor can we make publique profession of our 
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Christian faith, hope, and love, any way so wel, as being studious in 

adorning the sacred Altars, did we verily believe Christ Jesus to be truly 

present with us, so oft as the blessed Sacrament is celebrated (as the 

ancient Greek Church beleeved, and as he most certainly is, though the 

manner of [201] his being there, we know not) would Christians be so 

desperatly irreligious, to entertaine him, as the Jewish host did at his first 

coming, within bare wals, and on bare boards, or not rather in the most 

noble manner we could devise. 

Hither bring your stateliest hangings, and adorne the wals; hither 

your richest carpets, and bespred the ground; hither the most glorious silks, 

and finest linnen, to cover the holy Table. The alacrity and ingenious piety 

of former [202] times, in adorning this sacred place, makes us seeme dull, 

stupid, and irreligious. 

In the French Canon Law.li.I.cap.I.46. Priests were commanded to 

exhortthe women publiquely in their Sermons, to bestow fine linnen 

cloaths on the Altar. And truly if Ladies & Gentlewomen, were studious in 

working holy vestments, &c as tis probable, that the blessed womã Dorcas 

did, Acts 9.39. how much more acceptable owuld it bee to God, than in 

wearing those curious [203] needle works, on their own backs? what an 

honour would it bee to themselves? what perfection to their art? and whilst 

they strived to excell each other, what a godly contention, & happy 

emulation, would be soon stirred up in the whole sex? and what a religious 

employment might they have, who now are seigne to visit each others, not 

knowing what else to do? [...] 

 

[229] 

Chap. XXV. 

Of the rewards which such receive, who build and adorn Churches. 

 

If that man that for Gods sake gives but a cup of cold water, shal receive a 

reward; Lord! what reward shall they receive whose pious munificence has 
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erected or adorned a Temple? Whilst they live here great honours shall 

seek and find them; and sacred History shall (for the ioy and delight of all 

future ages) [230] embalme them with the precious oyntment of a good 

name. 

When the royall deeds of our deere Soveraignes blessed reigne, 

shall be deliverd to posterity, his magnificent piety, his care and religious 

dilgence in building & adorning sacred Temples, must needs take up a 

great part in the story. 

Who knowes whethere this little Treatise, plus uno maneat 

perenne saeclo, (may after a long an vile neglect) be again brought to light 

an perpetuate the honorable [231] acts and pious munificence of Sr Paul 

Pindar, at whose sole costs and charges a great part of that ancient structure 

dedicated to the memory of S. Paul in London, was repaired, the Quire 

beautified with guildings, and paintings, and stately adorned with rich 

hangings. The parish Church where he dwels, and other private Churches, 

greatly enriched by his bounty. Nor shall the peity of Sr. Jo: Wolstenholm, 

ever be forgotten, who at the pious request of the yong Knight his [232] 

son, hat adorned Stanmore, the place of his birth, with a beautifull, and 

comely Church, erected from the very foundation, at his great cost. 

Little did that good Bishop Paulinus, Bishop of Tyre, by whose 

meanes and procurement, the famous Temple at Tyre in Phenicia was built; 

little, I say, did he think, that the whole current of the Oration should be 

diverted to him, when in the solemne assembly of many other Bishops, the 

Preacher began thus: O ye friends and Priests of the [233] most high God, 

which are beautified with holy robes, and the heavensly crown of glory; 

And thou the ornament of the new and holy Temple, to whom God 

hmislefe hath  granted this great honour, that thou shouldst on earth build 

his house: well may we call thee another Beseleel chief builder of Gods 

Tabernacle, a Salomon, a new Zerobabel, who hast added greater glory to 

the Temple than it had before, &c. 
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We read of memorable victories obteined [234] by such men, as 

have beene builders of Temples. Justinian the Emperor (as is by some 

observed) recovered all Asia, formerly lost by the Romans, shortly after 

hee had dedicated a Church, to the memory of our blessed Lady. 

It may seeme strange to some, that we should put riches among 

the rewards which builders receive; for it has ever beene a common 

opinion, that building is the speediest way to waxe poore, but it fareth 

other wise, with such as [235] build Temples, themselves have confest, that 

their riches have not decreated, the more they dedicated to God, the richer 

still they grew. 

The pious Lady Helena, mother to the Emperour Constantine, 

built many Churches: Yea, even in her old age, shee undertooke a religous 

journey to the hly Land for the same purpose, and there erected two 

Temples, to the honour of God, the one at Bethlem, the other upon the 

Mount of Olives; & certainly God rewarded her [236] according to her 

works. She lived alwaies in great happinesse and prosperity, to the age of 

80 years, and then in the presence of her son, who was the most potent 

Prince in the whole world; amidst her grand-children sprung fomr Royall 

blood, she expired her blessed sule in such a happy manner, that it could 

not be esteemed a death, but rather a changing of a fraile mutable life, for 

eternall and celestiall glory. 

Many more rewards, doe they receive in this world, as health of body 

[237], a quiet and happy life, adorned with chastity, and all other virtues, 

and lastly, a most blessed death, after wich they doe receive eternall and 

unspeakable joyes. 

 

The End. 
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DE GEËNSCENEERDE ERVARING 
ARCHITECTUUR EN RETORICA IN HET WERK VAN SIR HENRY WOTTON, 

NICHOLAS HAWKSMOOR EN SIR JOHN VANBRUGH 
 

 
Samenvatting van een proefschrift door Sophie Ploeg.  
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van Eck 
 

De architectuur van de Engelse architecten Sir John Vanbrugh (1664-1726) 

en Nicholas Hawksmoor (c. 1661-1736) wordt veelal bij de Engelse Barok 

gecategoriseerd.592 Maar ondanks de behoeft van veel architectuurhistorici 

om architectuur in kunsthistorische periodes onder te verdelen vallen de 

werken van Vanbrugh en Hawksmoor maar moeilijk te passen in de 

bestaande stijl periodes. De Engelse Barok verschilt in grote mate van de 

Barok van het Europese continent en de architectuur van Hawksmoor en 

Vanbrugh verschilt ook zeer van de meer geaccepteerde Engelse Barok 

architecten zoals Sir Christopher Wren. Zijn St. Paul’s Cathedral geldt als 

een hoogtepunt van de Engelse Barok.593 De werken van Vanbrugh en 

Hawksmoor, zoals het beroemde Blenheim Palace (1705-1724) in 

Oxfordshire en Castle Howard (1699-1712) in Yorkshire, maar ook de 

                                                 
592 Downes, Kerry Hawksmoor, Londen: D. Zwemmer Ltd, 1059; Downes, 
Kerry, Vanbrugh, Londen: D. Zwemmer Ltd, 1977; Levine, J.M., Between 
the Ancients and the Moderns. Baroque Culture in Restoration England, 
New Haven/Londen: Yale University Press, 1999; Summerson, John, 
Architecture in Britain 1530-1830, 4th ed., Harmondsworth: Penguin 
Books, 1963 [eerste uitgave 1953]; Worsley, G., Classical Architecture in 
Britain. The Heroic Age, New Haven/Londen: Yale University Press, 
1995. 
593 Zie bijvoorbeeld Summerson, John, Architecture in Britian 1530-1830, 
4th ed., Harmondsworth: Penguin Books, 1963 [eerste uitgave 1953], pp. 
129-137. 
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stadskerken die Hawksmoor voor Londen ontwierp tussen 1711 en 1731 en 

de minder bekende, maar minstens zo dramatische landhuizen van 

Vanbrugh laten een geheel eigen Engelse stijl zien die moeilijk te 

analyseren valt met behulp van de bekende internationale 

architectuurhistorische methodes die veelal uitgaan van stijlperiodes en 

Vitruviaanse ontwerp schema’s. Stijlperiodes zoals de Barok, Gotiek en 

Classicsme worden veelal gebruikt om de fascinerende gebouwen in een 

passend hokje te plaatsen.594 Vitruviaanse concepten, zoals de plattegrond, 

de opstand, proporties en het gebruik van de klassieke ordes vormen veelal 

de uitgangspunten van een interpretatie. John Summerson heeft in zijn 

belangrijke publicaties Architecture in Britain 1530 – 1830 (1953) en The 

Classical Language of Architecture (1963) over de Engelse architectuur 

veelal gebruik gemaakt van deze manier van interpreteren en zijn invloed 

is nog steeds groot. In de interpretatie van Blenheim Palace bijvoorbeeld 

verwijst hij naar de verschillende delen van het gebouw en benoemt een 

Dorisch portiek dat overvleugeld wordt door een Corinthische portiek, dat 

geinspireerd was op Scamozzi.595 De benoeming van verschillende 

elementen en de tracering van de bronnen in de classicistische vormentaal 

                                                 
594 Zier hiervoor Wollheim, Richard, ‘Style in Painting’, in: Eck, C.A. van, 
McAllister, J., Vall, R. van de, The Question of Style in Philosophy and the 
Arts, Cambridge; Cambridge University Press, 1995, pp. 37-50; Mordaunt 
Crook, J., ‘Style in Architecture: the Historical Origins of the Dilemma’, 
in: Eck, Caroline van, McAllister, James, Van der Vall, Renée, The 
Question of Style in Philosophy and the Arts, Cambridge: Cambridge 
University Press, 1995, pp. 70-88; Gombrich, E.H., ‘Norm and Form. The 
Stylistic Categories of Art History and their Origins in Renaissance Ideals’, 
in Norm and Form. Studies in the Art of the Renaissance, Oxford: Phaidon, 
1966, pp. 81-98; Gombrich, E.H., ‘Style’, in: Sills, David (ed.), 
International Encyclopedia of the social sciences, vol.15, 1968, pp. 352-
361; De Beer, E.S., ‘Gothic: Origin and Diffusion of the Term; The Idea of 
Style in Architecture’, Journal of the Warburg & Courtauld Institute XI, 
1948, pp. 143-162. 
595 Summerson, John, Architecture in Britian 1530-1830, 4th ed., 
Harmondsworth: Penguin Books, 1963 [eerste uitgave 1953], p. 166. 
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lijken veelal de belangrijste doeleinden in een interpretatie van Blenheim 

Palace.  

Recente publikaties over de architectuur van Vanbrugh en 

Hawksmoor, maar ook publicaties over de Italiaanse Renaissance hebben 

echter een nieuwe methode verkend om architectuur te interpreteren.596 

Geinspireerd door Michael Baxandall’s interpretatie van kunst als een 

sociaal product dat benaderd dient te worden vanuit een contemporaine 

oogpunt analyseerden historici zoals Christine Smith vijftiende eeuws 

Italie, David Howarth het verband tussen politiek en kunst in de Engelse 

Renaissance, en David Cast de interpretatie van Hawksmoor’s en 

Vanbrugh’s werk.597 Deze auteurs situeerden de kunst en architectuur in de 

maatschappij waarin zij werd gecreëerd en probeerden de kunst te 

interpreteren aan de hand van belangrijke politieke, sociale en literaire 

bronnen en stromingen. In de politiek en poetica van de Engelse 

Renaissance blijkt de retorica een grote rol te spelen in de creatie en 

contemporaine interpretatie van kunst, symboliek, emblemata en 

architectuur. De belangrijke relatie tussen kunstwerk en beschouwer werd 

veelal met retorische bronnen benaderd.598  

                                                 
596 Smith, Christine, Architecture in the Culture of Early Humanism, 
Oxford: Oxford University Press, 1992; Howarth, David , Images of Rule. 
Art and Politics in the English Renaissance, 1485-1649, Berkeley/Los 
Angeles: University of California Press, 1997; Cast, David, ‘Seeing 
Vanbrugh and Hawksmoor’, Journal of the Society of Architectural 
Historians 43, 1984, pp. 310-27; Cast, David, ‘Speaking of Architecture: 
the Evolution of a Vocabulary in Vasari, Jones and Sir John Vanbrugh’, 
Journal of the Society of Architectural Historians 52, 1993, pp. 179-88. 
597 Zie noot 5. 
598 Zie hiervoor Anderson, C., ‘Learning to read Architecture in the 
English Renaissance’, in: L. Gent (ed.) (1995), Albion’s Classicism, New 
Haven/Londen: Yale University Press, Baker-Smith, Dominic, 
‘Renaissance and Reformation’, in Ford, Boris, Sixteenth Centrury Britain 
(The Cambridge Cultural History of Britain), vol. 3, Cambridge: 
Cambridge University Press, 1992 [eerste uitgave 1989], pp. 2-43; Bath, 
Michael, Speaking Pictures. English Emblem Books and Renaissance 
Culture, Londen / New York: Longman, 1994; Baxandall, M., Giotto and 
the Orators: Humanist Observers of Painting in Italy and the Discovery of 
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De retorica is de kunst of theorie van de overtuigende 

welsprekendheid.599 Sinds de oudheid tot aan de late achttiende eeuw is de 

retorica een van de belangrijkste onderwerpen gebleven in het onderwijs 

curriculum. De belangrijkste klassieke handboeken zijn Aristoteles’ 

Rhetorica (350 b.c.), Cicero’s De Inventione (c. 87 B.C.), De Oratore (55 

B.C.) en Quintilian’s Institutio Oratoria (A.D. 92-94).600 In de retorica 

werd geformuleerd op welke manier taal een overtuigende werking kan 

hebben op een publiek. In de drie genres van de retorica; de judiciale, 

politieke en feestelijk rede, heeft vooral de feestelijke rede (lof en blaam) 

een grote ontwikkeling meegemaakt in de Renaissance.601 De lofrede 

ontwikkelde zich tot een genre met een morele lading: de aanprijzing of 

afwijzing van bepaalde karaktertrekken, personen, onderwerpen of 

plaatsen werd op een zo overtuigende manier naar voren gebracht dat de 

                                                                                                      
Pictorial Composition, 1350-1450, Oxford: Clarendon Press, 1971; 
Baxandall, M., Painting and Experience in Fifteenth-Century Italy a 
Primer in the Social History of Pictorial Style, Oxford: Clarendon Press, 
1972; Gent, Lucy,Picture and Poetry 1560-1620. Relations between 
Literature and the Visual Arts in the English Renaissance, Leamington 
Spa: James Hall Publishing, 1981; Lee, R.W., ‘Ut pictura poesis: the 
Humanistic Theory of Painting’, Art Bulletin 22, pp. 197-269, 1940; Smith, 
Christine, Architecture in the Culture of Early Humanism, Oxford: Oxford 
University Press, 1992. 
599 Vickers, Brian, In Defence of Rhetoric, Oxford: Oxford University 
Press, 1989 [eerste uitgave 1988]; Kennedy, George A., Classical Rhetoric 
and its Christian and Secular Tradition from Ancient to Modern Times, 
Chapel Hill/Londen: University of North Carolina Press, 1999 [eerste 
uitgave 1980]; Leeman, A.D., Braet, A.C., Klassieke Retorica. Haar 
Inhoud, Functie en Betekenis, Groningen: Wolters-Noordhoff/Forsten, 
1987. 
600 Aristoteles, Rhetoric, vertaald door John Henry Freese, Loeb uitgave, 
Cambridge (Mass.)/Londen: Harvard University Press, 1926; Cicero, De 
Oratore, vertaald door E.W. Sutton, Loeb uitgave,  Cambridge (Mass.)/ 
Londen: Harvard University Press, 1948; Cicero, De Inventione, vertaald 
door H.M. Hubbell, Loeb uitgave, Cambridge (Mass.)/Londen: Harvard 
University Press, 1949; Quintilianus, Institutio Oratoria, 4 delen, 
Heineman, Loeb uitgave, Harvard University Press, Cambridge 
Massachusetts/Londen, 1996 [eerste uitgave 1920]. 
601 Vickers, Brian, In Defence of Rhetoric, Oxford: Oxford University 
Press, 1989 [eerste uitgave 1988], p. 59. 
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luisteraar geneigd moest zijn om het voorbeeld te  volgen. Op deze manier 

werd dit genre van de retorica veelal prescriptief. In Engeland in de 

Renaissance werd dit genre van de retorica vaak samen gebruikt met 

emblemata en een combinatie van tekst en afbeelding werd gebruikt om de 

lezer iets duidelijk te maken.602  

De retorische stijlfiguren waren een van de belangrijkste middelen 

voor de overtuiging van een aanhoorder. Aangezien retorica het enige 

complete systeem van overtuigende communicatie was in de vroege 

Renaissance, werden de theorieen van de retorica al gauw toegepast op de 

beeldende kunst. De stijlfiguren konden daar gebruikt worden om de 

toeschouwer te overtuigen van de boodschap van de kunst. Retorica diende 

veelal ook als voorbeeld voor de structurering van kunst traktaten, met als 

belangrijkste en bekendste voorbeeld Alberti’s werk.603 Een van de 

belangrijkste doeleinden van een redenaar is movere, ofwel het emotioneel 

bewegen van de toeschouwer en de handleidingen die Quintilianus of 

Aristoteles gaven voor het bereiken van dit doel werden toegepast door de 

                                                 
602 Zie Anderson, C., ‘Learning to read Architecture in the English 
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Tavernor, Robert, On Alberti and the Art of Building, New Haven/Londen: 
Yale University Press, 1998; Van Eck, C. van, ‘The Structure of De re 
aedificatoria reconsidered’, Journal of the Society of Architectural 
Historians 57, 1998, pp. 280-297. 
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kunstenaars van de Renaissance.604 De imitatie van natuurlijk gedrag van 

mensen werd sterk aangeraden door redenaars en evenzo toegepast in de 

schilderkunst, waar de juiste gebaren en uitdrukkingen in menselijke 

figuren de toeschouwer konden overtuigen van hun emoties en ideeen.605  

De retorische theorieën over het raken van de toeschouwer’s 

emoties werd geanalyseerd en beschreven in de tekst Over het Sublieme 

van de eerste eeuwse Griekse auteur Pseudo-Longinus.606 Het sublieme 

wordt daarin beschreven als een van de krachtigste stijlen om een 

toeschouwer of aanhoorder te raken en dus ook een van de beste middelen 

tot overtuigen. De tekst over het sublieme werd in de late zeventiende 

eeuw zeer bekend door een Franse vertaling van Nicolas Boileau 

Despréaux (1636-1711) uit 1674 dat een grote populariteit in Engeland 

verkreeg.607 Verschillende vertaalde edities en interpretaties van Longinus’ 

(of Boileau’s) werk verschenen in de eerste decennia van de achttiende 
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Observations, by M. Boileau, M. Dacier and M. Boivin, London, 1712, in: 
The Works of Mons’ Boileau Despreaux, deel I, Londen, 1712. 
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eeuw en vooral Joseph Addison’s The Pleasures of the Imagination (1711-

12) pakte het toen gepopulariseerde concept van het sublieme op.608 Het 

latere en verwarrende gebruik van de term sublieme door de Englese 

auteur Edmund Burke zal het sublieme een nieuwe en verschillende 

betekenis geven die voor de architectuur van de late zeventiende en vroege 

achttiende eeuw nog niet van belang is.609 De populariteit van retorische 

middelen om kunst en architectuur te benaderen wordt duidelijk in Sir 

Henry Wotton’s werk, die waarschijnlijk Franciscus Junius kende, die in 

1637 De Pictura Veterum zou publiceren.610 Dit boek is een collectie 

citaten van klassieke auteurs die over kunst schreven waarop Junius 

commentaar levert. Een van zijn belangrijkste bronnen was Longinus. 

Wotton getuigde in 1624 al van een retorische benadering van architectuur 

waarbij de nadruk kwam te liggen op de relatie tussen gebouw en 

beschouwer. In plaats van aandacht voor plattegrond, opstand, proporties 

en de klassieke ordes probeerde Wotton zijn lezer te overtuigen van de 

communicatieve kracht van architectuur. Als we de architectuur van 

Hawksmoor en Vanbrugh op een vergelijkbare manier trachten te 

analyseren openen er zich nieuwe en interessante 

interpretatiemogelijkheden. 

Deze dissertatie onderzoekt het traktaat van Sir Henry Wotton, 

The Elements of Architecture in het eerste hoofdstuk, alwaar thema’s naar 

boven zullen komen die in de latere hoofdstukken weer aan de orde 

komen. Wotton’s benadering van architectuur zullen we terug zien in de 
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 336 

benadering van architectuur van Vanbrugh en Hawksmoor, maar vooral zal 

deze benadering helpen in een nieuwe interpretatie van deze architectuur. 

In de analyse van Wotton’s traktaat zal aan de orde komen hoe Wotton zijn 

tekst structureerde aan de hand van retorische voorbeelden. Retorische 

termen vinden hun architecturale betekenis binnen een vroeg zeventiende 

eeuwse context. Geconcludeerd kan worden dat Wotton niet zozeer een 

classicistisch ordeboek geschreven heeft, maar een retorische lofrede voor 

de architectuur waarin hij benadrukte hoe architectuur een stille 

welsprekendheid kan bezitten met een ethisch karakter. 

De stille welsprekendheid wordt vervolgens verder onderzocht in 

de ontwerpen van Nicholas Hawksmoor voor de Commission for Building 

Fifty Churches, opgericht in 1711. Deze Commissie droeg zorg voor het 

ontwerp en de bouw van 50 nieuwe Londense stadskerken. De zes kerken 

die Hawksmoor uiteindelijk voor de Commissie bouwde zijn van zo’n 

ongewone en dramatische aard dat architectuurhistorici moeite hebben de 

gebouwen te analyseren binnen de bekende vormentaal van plattegrond, 

opstand, proporties en zuilenordes. In een baanbrekend artikel van Pierre 

de la Ruffinière du Prey uit 1989 werd echter voor het eerst een 

nauwkeurige analyse van een ontwerp van Hawksmoor voor de commissie 

gepresenteerd.611 De Basilica after the Primitive Christians werd nooit 

gebouwd, maar diende waarschijnlijk wel als model ontwerp voor de 

andere kerken. De titel van het ontwerp suggereert de context waarin we 

betekenis kunnen zoeken voor Hawksmoor’s ontwerpen. In een later boek 

beschreef Du Prey dan ook de situatie van opdracht en bouw van 

Hawksmoor’s kerken.612 Het bleek dat veel van de figuren in de commissie 

die de opdracht voor de bouw moesten overzien een belangrijke rol speelde 

in de Anglicaanse Kerk. Zij waren zeer geinterresseerd in – en hadden 
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veelal gepubliceerd over – de vroeg Christelijke Kerk zoals die rond de 

vierde eeuw A.D. bestond. Een grote hoeveelheid teksten uit de late 

zeventiende en vroege achttiende eeuw werden door Du Prey toegevoegd 

aan de bestudering van de Engelse architectuurgeschiedenis.613 Veel van 

die publicaties, zoals de anoniem gepubliceerde De Templis (1638) en An 

Account of the Churches, or Places of Assembly, of the Primitive 

Christians, from the Churches of Tyre, Jerusalem, and Constantinople. 

Described by Eusebius and Ocular Observations of Several very Ancient 

Edifices of Churches yet Extant in those Parts (1689) door Bisschop 

George Wheler beschreven de aard en functie van kerken, maar ook de 

gewenste effecten van een kerk op de bezoeker. In plaats van de analyse 

van Hawksmoor’s kerken met behulp van Vitruviaanse concepten zoals 

zuilenordes en plattegronden, kunnen nu wellicht de kerken geinterpreteerd 

worden aan de hand van een contemporaine context die thema’s zoals 

visualiteit en welsprekendheid voorop stelde. Du Prey’s boek kon de brug 
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tussen Hawksmoor’s gebouwen en de achtergronden van de 

opdrachtgevers niet helemaal slaan. Deze dissertatie zal dan ook trachten 

een interpretatie van Hawksmoor’s kerken te geven die de retorische 

kwaliteiten van de architectuur in acht neemt. De kerken blijken dan zo 

ontworpen te zijn dat de eerste aanblik door de bezoeker, zijn gang naar de 

ingang, en het uiteindelijke bereiken van het altaar, zorgvuldig 

geregisseerd en gepland was door de architect. De Londense stadskerken 

van Hawksmoor waren ontworpen als geënsceneerde ervaringen voor de 

bezoeker. 

Het ontstaan van het moderne stijlbegrip wordt onderzocht in het 

laatste hoofdstuk van deze dissertatie. Vanbrugh gebruikt 

architectuurelementen uit verschillende historische stijlperiodes als 

ontwerpmiddel en kan beschouwd worden als een van de vroegste figuren 

die het moderne stijlbegrip begreep en gebruikte. Een onderscheid met het 

retorische stijlbegrip zal worden uitgelegd in dit tweede hoofdstuk. Het 

retorische stijlbegrip is, in tegenstelling tot de vast omlijnde moderne 

kunsthistorische stijlperiodes, een bewuste toevoeging aan een gebouw, 

schilderij, of redevoering. Door de toevoeging van stijlfiguren kan de 

maker van het kunstwerk zijn werk sterker of welsprekender maken en zijn 

toeschouwers bewegen of raken. Aan de hand van de beschrijving van de 

stijlfiguren in Longinus’s Over het Sublieme zal een van Vanbrugh’s meest 

dramatische gebouwen geanalyseerd worden, hetgeen zal leiden tot een 

nieuwe interpretatie van Vanbrugh’s ontwerp methode voor Seaton 

Delaval Hall. 

De stijlfiguren die gebruikt werden in Seaton Delaval en de 

geënsceneerde ervaring die Hawksmoor regisseerde in zijn Londense 

stadskerken komen sterk naar voren als deze architectuur geinterpreteerd 

wordt met behulp van retorische begrippen en een retorische benadering 

van architectuur die al in 1624 door Wotton werd geintroduceerd. Zowel 

Seaton Delaval als de kerken van Hawksmoor kunnen dan met recht als 

geënsceneerde ervaring worden beschouwd. 
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STELLINGEN 
 

1. Wotton benaderde architectuur als een stille maar welsprekende 
uiting die gebruikt kan worden door opdrachtgevers, architecten 
en publiek. 

 
2. The Elements of Architecture is geen ordeboek, geen 

voorbeeldboek voor architecten, maar een presentatie van de 
morele en retorische kwaliteiten van architectuur. 

 
3. De stadskerken van Nicholas Hawksmoor voor Londen zullen 

geen duidelijk interpretatie verkrijgen als alleen gekeken wordt 
naar Vitruviaanse elementen zoals de plattegrond, de opstand en 
de zuilenordes: gekeken moet worden naar wat de architect 
probeerde te communiceren met zijn ontwerp. 

 
4. Voor de Engelse architectuurgeschiedenis is een nauwkeurige 

analyse van het leven van Sir Henry Wotton en zijn betekenis 
voor de Engelse architectuur van groot belang. 

 
5. Aan de hand van retorische thema’s kan de architectuur van Sir 

John Vanbrugh en Nicolas Hawksmoor van een nieuwe 
interpretatie worden voorzien die recht doet aan de ongewone 
vormentaal die zij gebruikten. 

 
6. Sir John Vanbrugh paste in zijn ontwerpen toe wat Joseph 

Addison schreef in The Pleasures of the Imagination. 
 

7. Sir John Vanbrugh kan beschouwd worden als een van de eerste 
die het moderne stijlbegrip begreep en toepaste. 

 
8. Vanbrugh gebruikte elementen uit historische stijlperiodes als 

verschillende kleuren in een palet en schilderde zo Seaton 
Delaval. 

 
9. De meeste toeristen zullen het drama van Seaton Delaval niet 

leren kennen omdat het te ver in het noorden van Engeland ligt en 
dus buiten het bereik van de gemiddelde toerist.  

 
10. Het is wellicht onmogelijk om in taal uit te drukken wat 

Hawksmoor enkel in vormentaal uitte en zelden in woorden. 
 



 340 

11. Het vergaren van architectuurhistorische kennis begint met het 
achterhalen van historische feiten, maar vervolgens begint het 
spannende avontuur pas dat zoekt naar betekenis. 
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Figure 1.  Blenheim Palace. Portico. 
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Figure 2. Blenheim Palace. Kitchen Gate. 

 
 

 
Figure 3. Blenheim Palace. The Bridge. 
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Figure  4. Blenheim Palace. Front Facade. 
 

 
Figure  5. Blenheim Palace. Engraving after Maure. 
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Figure 6. Portrait of Sir John Vanbrugh by Sir Godfrey Kneller, c. 

1704-10. 



 345 

 
Figure 7. Bust of Nicholas Hawksmoor. Attributed to Henry Cheere, c. 

1736. 
 

 
Figure 8. Castle Howard. From Campbell's Vitruvius Britannicus 

(1725). 
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Figure 9. Castle Howard. Mausoleum. 

 

 
Figure 10. Seaton Delaval. North Front. 
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Figure 11. Robert Dudley, Earl of Leicester. Portrait from the 

sixteenth century. 
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Figure 12. Ionic Order from Shute's The First and Chief Groundes of 

Architecture (1563). 
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Figure 13. Christ Church. West front. 
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Figure 14. Westminster Abbey. West front. 
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Figure 15. Portrait of Sir Henry Wotton. Engraving after an 

anonymous portrait. 
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Figure 16. Bingham. Plan for an ideal church, based on Eusebius. 

From Bingham's Origines Ecclessiasticae. 
 

 
Figure 17. George Wheler. Plan of an ideal early Christian church. 

From Wheler's An Account (...), pl. 4 and 5. 
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Figure 18. St. Anne Limehouse. Hawksmoor's design drawing for the 

tower. 
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Figure 19. St. George in the East. Design for west elevation. 
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Figure 20. St. Anne Limehouse. East front design. 
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Figure 21. St. Anne Limehouse. Hawksmoor's design drawing for the 
north front. Notice the different perspective in the east-end towers. 
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Figure 22. Christ Church. Hawksmoor's design for the east front. 
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Figure 23. St. George Bloomsbury. 
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Figure 24. St. George Bloomsbury. Plan. 

 

 
Figure 25. St. George Bloomsbury. Interior. 
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Figure 26. St. Alphege. Plan. 

 

 
Figure 27. St. Alphege. Interior. 
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Figure 28. St. Mary Woolnoth. North window. 
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Figure 29. St. Mary Woolnoth. Front. 
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Figure 30. St. Mary Woolnoth. Plan. 

 

 
Figure 31. St. Mary Woolnoth. Interior. 
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Figure 32. St. Mary Woolnoth. Axonometric view. Drawing by Alison 

Shepherd from John Summerson's Georgian London (1945). 
 

 
Figure 33. St. George in the East. Plan. 
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Figure 34. St. George in the East. Interior in 1940. 
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Figure 35. Hawksmoor. Basilica after the primitive Christians. 
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Figure 36. St. George in the East. West entrance. 
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Figure 37. St. George in the East. West elevation. 
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Figure 38. St. George in the East. South elevation. 

 

 
Figure 39. St. Anne Limehouse. Plan. 
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Figure 40. St. Anne Limehouse. Interior. 
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Figure 41. St. Anne Limehouse. West elevation. 
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Figure 42. St. Anne Limehouse. North elevation. 

 
Figure 43. St. Anne Limehouse. East elevation. 
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Figure 44. Palladio. Reconstruction of the Temple of Peace. 
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Figure 45. St. Anne Limehouse. South elevation. 
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Figure 46. Christ Church. West tower. 
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Figure 47. Christ Church. Portico. 

 

 
Figure 48. Christ Church. East Front. 
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Figure 49. Christ Church. Plan. 

 

 
Figure 50. Christ Church. Interior.
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Figure 51. Christ Church. Barrel Vaults. 

 

 
Figure 52. Vanbrugh. Kimbolton Castle. 
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Figure 53. Hardwick Hall. 

 

 
Figure 54. Seaton Delaval. West front. 
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Figure 55. Vanbrugh's Goose Pie House. Watercolour drawing 

from the Soan Office (Sir John Soane's Museum). 
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Figure 56. The Old Woodstock Manor. Anonymous engraving, 

c. 1714. 
 

 
Figure 57. Vanbrugh Castle. Sketch by William Stukeley, 1721. 
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Figure 58. Castle Howard. Pyramid Gate. 
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Figure 59. Blenheim Palace. Kitchen Court. 

 

 
Figure 60. Blenheim Palace. Court with entrance to Kitchen 

Court. 
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Figure 61. Seaton Delaval plan. 
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Figure 62. Seaton Delaval. North front. 
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Figure 63. Seaton Delaval. North front detail. 
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Figure 64. Seaton Delaval. South front. 
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Figure 65. Seaton Delaval. West staircase tower. 
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Figure 66. Seaton Delaval. East staircase tower with 'angled' 

window. 
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Figure 67. Seaton Delaval. Plan from Vitruvius Britannicus. 

 

 
Figure 68. Seaton Delaval. Plan from a Victorian map. 
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Figure 69. Seaton Delaval. Interior. 
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Figure 70. Seaton Delaval. From the south-west. 
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Figure 71.  Sir Christopher Wren. St. Mary le Bow, London, 

1670-67. Photograph before destruction in 1941 and subsequent 
rebuilding. 

 
 
 
 

 




