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ABSTRACT 

This thesis deals with the development of and the 

interaction between the ideals of classical universalism and 

the ideas of Gothic particularism. Part One traces the 

birth and the development of classical universalism; part 

Two, medieval particularism. Part Three deals with the 

renaissance of the classical formulas, the adversary 

position the Renaissance held against medievalism and its 

consequences for the succeeding centuries. Part Four deals 

with the ideas of particularism making a come-back, leading 

to the formation of the Gothic Revival Movement. The Gothic 

Revival Movement and its adversary position against 

classical universalism is treated in part Five. Part Six 

looks at the ninteenth century Revivalism and the birth of 

the new industrial era. 
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INTRODUCTION 

What is the Universal Civilization and what is its 

significance? Broadly speaking, one can define universalism 

as the tendency of groups of people to arrive at common 

viewpoints on social, economic, political and religious 

matters. These categories are not cut and dried; many ideas 

cross boundaries. Religious ideas can have social or 

economic consequences; political ideas can have far-reaching 

consequences in other aspects of life; and so forth. 

This tendency toward universalization is not new to the 

world. History shows a constant march toward 

universalization. One thinks, for example, of the 

monotheistic religious principles of Judaeo-Christianity or 

Islam playing universalizing roles in history by declaring 

that "God is one," unseen but experienced by all believers. 

The impact of such universalizing forces does not stop at 

the level of metaphysics, but rather extends into the world 

of everyday life, into the political, social and economic 

dimensions of day-to-day living. 

For example, the universalizing force of Islam is well 

demonstrated by the spread of the Arabic into those areas of 

North Africa and the Near East conquered by Moslems. In the 
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secular realm, one thinks of the British rule over its 

empire as a universalizing politico-cultural civilization, 

one which propagated a common language, English, and 

"rational" political institutions, particularly that of 

democratic rule. While in the past, universalizing forces 

were geographically circumscribed, modern day universal 

civilization is a global phenomenon. It is the outcome and 

the climax of centuries of isolated development finally 

reaching fruition. 

The most frequently cited author on the issue of 

contemporary universalism is Paul Riceour, the French 

philosopher who defined and analysed the problem in his 

essay, "Universal Civilization and National Cultures." He 

described this phenomenon as a worldwide problem. 

The problem evoked here is equally pertinent to highly 
industrialized countries ruled by well-established 
governments, and to underdeveloped countries which have 
just attained their independence. The problem is this: 
mankind as a whole is on the brink of a single world 
civilization representing at once a gigantic progress 
for everyone and an overwhelming task of survival and 
adapting our cultural heritage to this new setting 
(Riceour 1965: 271). 

Riceour characterized modern universal civilization as 

having its basis in the "scientific spirit," meaning that 

the spread of scientific thinking has played a significant 

role in its formulation. He considered "scientific spirit" 

as the glue of world civilization on a fundamental level. 

Scientific rationalism thus "...unifies mankind at a very 

abstract and purely rational level, and which, on the basis 



endows [modern] civilization with its universal character" 

(ibid.: 271). 

Scientific thinking is the basis for revolutionizing 

tools and consequent spread of technical knowledge. By 

means of rational thinking, traditional tools are turned 

into machines. As Man develops and forms his tools into 

ever newer machines, he creates a situation where he is 

furthur removed from nature and where the machines he makes 

interface with the natural world, thus creating a new source 

of universality: mankind as an "artificial" being. Riceour 

stated that this new being "... creates all its relations 

with nature by means of tools which are constantly being 

revolutionalized by scientific knowledge; man is a kind of 

universal contrivance" (ibid.). The transformation of 

traditional tools into machines through the application of 

science has no fixed boundaries. Even though we can trace 

different Inventions to different countries, "...an 

invention rightfully belongs to mankind as a whole" (ibid.: 

272). An invention in one part of the world soon spreads to 

all parts. There may be a time lag in the process of its 

expansion, but this expansion can not be totally halted. 

Hardly any culture can isolate itself completely and 

permanently. Today, it is clear that not even the Indians 

living in remote parts of Amazon Jungle are immune to this 

process. 
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What, then, is the significance of a world 
'A 

civilization? The march toward global unification of 

humanity offers advantages and disadvantages. On one hand, 

a global civilization can mean progress and advancement in 

terms of material culture, higher standards of living and 

increased communication and cooperation among nations and 

peoples. On another level, a global civilization endangers 

the very existence of cultures that can not or will not 

assimilate its ideas. The situation of the native cultures 

of North America illustrates this point, as the 

materialistic European civilization has overwhelmed the 

indigenous cultures to the point of near extinction. Their 

language and ancestoral traditions have become meaningless 

to many of the young and, not passed on to future 

generations, are dying out. Once the old concepts that gave 

meaning to life vanish, a vacuum is created which can easily 

be filled with all the negative aspects of a materialistic 

culture. It becomes apparent that, in order to create a 

culture both contemporary and viable, there has to be a 

synthesis of the old with the new. An old culture cannot 

survive without ever creating new forms, while a new culture 

cannot be entirely Imposed upon the old, depriving it of the 

breath vital for survival. This condition presents the 

paradox confronting local cultures and universal 

civilization, the paradox of "... how to become modern and 

to return to sources; how to revive an old, dormant 
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civilization and to take part in universal civilization" 

(ibid.: 277). 

This paper demonstrates that, throughout history, 

universalism and particularism have had significant roles in 

human development and in architecture. To create a 

meaningful study of culture and architecture, it is 

therefore essential not to seek one or the other, but to 

find a balance between the two. 

The history of European architecture serves as a 

vehicle for this study. This significant part of the human 

past offers a clear glimpse of the birth and development of 

universalism, later of particularism, and still later of the 

interaction between the two. Many intellectual movements 

Important to our study were first initiated in Europe. 

Religion there was subordinated to the intellect of human 

beings, and the process of scientific investigation and 

thinking (in modern sense of the word) began. The 

Industrial Revolution and its dire consequences were first 

experienced in Europe. The availability of sources and 

documents additionally makes European history a suitable 

topic for this study. 

This following brief glance at European architectural 

history reveals that: 

1. Universalism is based on the idea of uniformity, on 

upholding absolute rules, synonymous with truth. This 
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system of thinking attempts to impart a sense of order to an 

otherwise chaotic cosmos by transcending time, place and 

local variations. We observe this in classical 

architecture. Vitruvius, for example, wrote of rules of 

well building, not as laws solely governing classical 

architecture but laws pertaining to Architecture as an 

absolute. (A word of caution about "truth." An idea may be 

universally accepted as truth and yet its reality may, in 

fact, be based on myth. For example, Vitruvus tells us of 

absolute ratios governing the proportions of human body, and 

of how classical orders were derived from these ratios; in 

reality, the proportions in human body do not follow 

absolute rules.) 

What kind of attributes, we may ask, gave classical 

architecture its universal appeal? Classical architecture 

was object oriented. In other words, it was architecture 

which served itself. Classical buildings were modular, 

designed according to a "rational" relationship of 

standardized parts and the whole. Thus, by working with a 

kit of parts and by following a precise set of rules 

governing proportions and ratios one could, regardless of 

time and place, create a classical building. Classical 

architecture thus glorified Man and his intellect; although 

Greek in origins, it assumed a pan-European identity. It 

was undoubtedly this "rationalism" in design and 

construction that made classical architecture so appealling 



during the Renaissance and helped its later proliferation, 

when "rationalism" took priority over mysticism. 

Universalism in Western architecture, from its 

beginnings to the end of the nineteenth century, is 

synonymous with the architecture of classicism. Medieval 

architecture, on the other hand, although international in 

domain, remained essentially local in character and 

appealled to a narrow spectrum of concerns, mostly religious 

in nature. It will, then, be the medieval world which we 

will examine in our study of particularism. 

Unlike classical architecture, medieval architecture 

was "subject" oriented. This means that it served an idea, 

namely, the mysticism of Christianity as interpreted by 

medieval peoples. Thus medieval architecture, although 

widespread among northern Europeans who possessed a rather 

homogeneous culture, appealled to particular sets of 

concerns. Location, light, space and liturgical 

requirements changed the character of a building from one 

place to the next. 

Did scholasticism play a major role in universalizing 

Gothic architecture, we may ask? Since scholasticism was 

indeed a way of reconciling medieval Christian dogmas with 

"reason," as the former declined, the basic idea of 

scholasticism as a sound method of investigation also lost 

its validity. The Gothic system of building was based on an 

abstract system of proportions in which individual elements 
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had no fixed ratios relative either to themselves or to the 

overall design. The building process was open-ended and 

"organic," with the architect supervising and improvising on 

the building site. 

Universalism is not an absolute term. For instance, to 

whatever extent classical architecture may have been 

universal in attributes, its domain was neverthless limited 

to enclaves within European culture. Thus, Roman 

architecture was confined to Rome and its colonies, and 

later, to European cultural boundaries. But within these 

boundaries, classical architecture transcended time and 

place and thus attained "universal" status. On the other 

hand, even though Gothic architecture was international, it 

did not possess universal architectural elements (except 

perhaps its structural system) which could make it 

temporally and spatially viable. To put it in a different 

perspective, Inasmuch as Gothic architecture was universal, 

its universe was confined to that of the medieval world. On 

the other hand, ever since the Renaissance and even in the 

twentieth century, classical architecture has embodied the 

universal aspirations of European architecture. 

2. The impulse toward universalization began with the 

first great civilizations in Western Asia. However, within 

the confines of its empire, Roman civilization attained 

universal status, its universal architecture based on the 

foundations laid by the earlier civilizations. Roman 
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civilization centered on Man. Uniformity, standardization 

and preconceived rules were the hallmarks of its 

architectural composition. 

The fall of the Roman Empire brought with it an era of 

particularism„ Romanesque and Gothic architecture rejected 

the entire repertoire of the classical universals (except 

for its engineering techniques) and sought to develop an 

architecture of Christianity. In the medieval universe, Man 

was but a speck of dust in a vast cosmic order; architecture 

expressed the mysticism and mystery associated with that 

universe. Medieval architects thus created an architecture 

molded by local circumstances and realized by universal 

structural techniques. 

3. The exhaustion of medieval particularism prompted 

the Renaissance revolution, inaugurating an era that once 

again exalted Man's Intellect above the caprices of nature. 

The Renaissance marked the beginning of the modern era, and 

of a universal architecture based on the ancient models. 

It additionally set off the schism with and interplay 

between the classical universals and the medieval 

particulars which lasted until the end of the ninteenth 

century. 

4. At different periods in history, the universals and 

the particulars assumed diverse and sometimes contradictory 

meanings. The classical universals, for instance, 

symbolized, in sequence, Roman oppression and imperialism, 
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the freedom of the Renaissance Nan, the Rationalism of the 

seventeenth century, the Enlightenment of the eighteenth 

century, the oppression of the aristocracy and the ruling 

class, and a cosmopolitan European identity and heritage. 

Medieval particulars, on the other hand, once synonomous 

with barbarism, later became symbols of nationalism in 

Germany, England and France. Religious fanatics, however, 

considered medieval particulars to be the essence of either 

Catholicism or Protestantism. 

5. The Industrial Revolution Initiated the era of a 

global universal civilization based on modern technology. 

National and cultural boundaries offered little resistance 

to the lure of industrialism, thus allowing these new 

universals to permeate the globe. The ninteenth century 

English moralist's call for a return to a medieval way of 

life (and architecture) is viewed as typical reaction 

against the universalizing forces of modern technology and 

architecture, which were Inspired by technological 

developments and functional requirements. It was also a 

protest against the loss of contact between Man and his 

handiwork, brutalized work environments and the degradation 

of Man and his living environment. 

6. Classical universalism and medieval particularism 

exhibited contradictory attitudes toward nature and the 

natural world. For the former, nature was to be altered, 

bent and shaped to conform to Man's image of his universe. 
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In other words, Man was the center of his own universe, 

above and beyond the accidents of the natural world. The 

latter perspective, on the other hand, viewed Man as but a 

small part of the natural world, and it therefore attempted 

to arrive at a harmonious balance between the two. 

7. Classical universalism relied on strict 

compositional devices including symmetry, grid and axis. It 

took its inspiration from preconceived and predetermined 

ideas of proportion and balance, between parts and parts and 

the whole within the composition. In such a system, 

authority and rule of law were deemed supreme. 

Particularism, on the other hand, took inspiration from 

specific locales, and moments in time to arrive at its 

solutions. It therefore negated authority and rules, 

seeking freedom and spontaneity of expression. 



PART ONE: 

THE UNIVERSALS ARE ESTABLISHED 



21 

I 

CLASSICAL UNIVERSALISM 

A. THE ORIGINS 

A.l. INTRODUCTION 

One of the most dramatic ways in which universal 

civilization has manifested itself has been through the 

built environment. Every civilization and culture has used 

architecture as a way to concretize its highest ideals. 

People have expressed their cosmologies, exhibited their 

attitudes and basic orientations to life, through their 

architecture. Therefore, it can be said that a universal 

society creates a complementary universal architecture. 

The questions to be asked are, what are the concepts 

and the basic elements of a universal architecture? Where 

are the origins of universalism in architecture? To find 

the answers to these questions one must go back in time and 

examine these problems in their historical perspectives. 

A.2. BIRTH OF UNIVERSALISM 

A.2.a. ANCIENT NEAR EAST 

As was mentioned earlier, the drive toward 

universalization has always existed in historical periods. 

The great civilizations of the ancient Near East laid the 
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foundations of universal civilization. We can trace the 

building of the first cities to the civilizations of the 

Egyptians, the Babylonians, the Assyrians and the Sumerians. 

By 500 B.C.E., Persia had incorporated much of the ancient 

world into a highly organized empire comprising many 

nationalities and peoples. The Persians initiated the 

fusion of cultures of the ancient Near East and created a 

new art and architecture of grand scale. However, they did 

not intend to universalize their culture and fostered 

cultural and political autonomy. 

A.2.b. HELLENISTIC CIVILIZATION 

Alexander's conquest of the Persian Empire in 323 

B.C.E. began the process of Hellenizing all of Western Asia. 

Alexander's vision was that of creating a new civilization, 

one which united the East and the West; a grand universal 

idea. Sources report that he went so far as to order the 

marriage of ten thousand of his soldiers with Persian women. 

He himself married Roxanne, daughter of the Persian King, 

Darius III. As a result of Alexander's conquests, Greek 

civilization spread from the Mediterranean to central Asia. 

In the newly conquered empire, Alexander and his successors 

built new cities with a tendency toward a unified design. 

Alexandria in Egypt, the Ptolmeic capitol, remains the most 

famous. These cities were instrumental in fusing the 

cultures of the East and the West into a new Hellenistic 
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civilization, the forebearer of the future universal Roman 

civilization. 

A.2.C. THE HELLENISTIC GRID 

The planning concept of Priene, a city of about 4000 

inhabitants located in Asia Minor, is of special 

significance. The grid, a universal ordering device, was 

imposed on a steep hill site looking south toward the plain 

of Maeander. Clearly, the planners of Priene had no 

intention of allowing the city layout conform to the grade 

change. Instead, they chose to impose the grid upon the 

hilly slopes as the most efficient and "rational" system of 

planning. A system of terraces was cut into the slope. The 

temple was located on the top part, the city center in the 

mid-section, the stadium in the lower section and the 

residential quarters all around the public quarters. The 

grid was thus established as a universal ordering device and 

was subsequently adopted and propagated by Romans building 

new cities across their vast empire. 

B. ROMAN CIVILIZATION 

B.l. INTRODUCTION 

The first civilization in Western history to possess 

the elements necessary for universalism was that of Rome. 

Late in the first millennium B.C.E., through ruthlessness, 

discipline and ingenuity, Rome became the center of an 
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empire stretching from the Thames River to the Nile. The 

Roman Empire incorporated the Hellenistic Kingdoms, which 

were the remnants of Alexander's empire, together with other 

regions in Europe and North Africa, thus forming a vast 

political entity which made the Mediterranean Sea into a 

Roman lake. The Romans learned from the Etruscans and from 

the conquered nations. The Greeks had much to offer 

aesthetically and consequently the Romans adopted Greek 

literature, painting styles, sculpture, philosophy, science 

and architecture. Roman architecture likewise had roots in 

Hellenistic forms and in its ordering systems, most notably 

the Hellenistic grid. 

B.2. ROMAN ARCHITECTURE 

Although Roman architecture adopted elements from other 

cultures through the use of new materials, programs and 

techniques, over time it fused borrowed ideas into 

aesthetically new and original forms. Since Roman 

civilization was primarily one of cities, building 

activities thrived. Architecture in Rome served the needs 

of many groups within the social hierarchy. Architecture 

was at the service of the emperors and the nobility, 

catering to their whims and wishes. Construction of great 

seaports for shipping, aquaducts to carry water from distant 

sources to cities, public baths, bridges and roads, the 

remnants of which can still be seen in Europe, North Africa 
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and Asia Minor, were among the Empire's finest achievements. 

There was also the architecture of religion (temples and 

tombs), the architecture of sport and plays and deadly Roman 

entertainments (theaters and arenas), the architecture of 

industry and commerce (market places, warehouses and public 

forums), and that of leisure (private villas and palaces). 

Large sectors of society had access to and benefitted from 

public architecture. 

B.2.a. VITRUVIAN CLASSICAL THEORIES OF ARCHITECTURE 

Vitruvius Polio, a Roman architect of the time of 

Augustus (B.C.E. 63-14 C.E.), compiled the wisdom of his 

profession and the classical theories of architecture, as he 

understood them, in a work entitled The Ten Books of 

Architecture. In it, he discussed methods and materials of 

construction, building types, city planning and theories of 

classical buildings. Vitruvius1 Ten Books became the only 

written link to the earlier theories of classical 

architecture, and his rules, the absolute authority on 

universal classicism. 

According to Vitruvius, there was an inherent harmonic 

relation between parts and the whole in a human body. To be 

perfect, a building had to exhibit the same modular 

relationships between its parts and the whole. 

For the human body is so designed by nature that the 
face, from the chin to the top of the forehead and 
lowest roots of the hair, is a tenth part of the whole 
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height; the open hand from the wrist to the tip of the 
middle finger is just the same; the head from the chin 
to the crown is an eighth, and with the neck and 
shoulder from the top of the breast to the lowest roots 
of the hair is a sixth,... Therefore, since nature has 
designed the human body so that its members are duly 
proportioned to the frame as a whole, it appears that 
the ancients had good reason for their rule, that in 
perfect buildings the different members must be in 
exact symmetrical relations to the whole general 
scheme... (Morgan 1960: 72-73). 

Likewise the proportions of the various Orders were 

thought to have been derived from the human body: the Doric 

column exhibited the proportions, strength and beauty of the 

male body, the Ionic order reflected the delicacy, adornment 

and proportions characteristic of the female body, and the 

Corinthian order imitated the slenderness of a young maiden 

(ibid.: 103-104). 

Beginning with the Renaissance and well into the 

seventeenth century, Vltruvius1 theories were read, 

slavishly followed or reinterpreted by every architect and 

theorist of note, as a basis for a body of universally 

binding laws governing perfect building design. 

Consequently, for centuries, high architecture meant design 

based on Vitruvius and his notions of universal classicism. 

Serious challenge was, however, posed to the Vitruvian 

universals by the end of seventeenth century (see below). 

B.2.b. ROMAN TECHNOLOGY AND METHODS 

To accomplish building tasks, Romans developed a 

sophisticated method of construction which employed the 
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latest techniques of arcuated technology together with the 

Greek trabeated system. The Greek Orders were used 

extensively, particularly in temples as load bearing columns 

and as applied ornaments in freestanding walls. New 

materials, including Roman concrete, Roman brick and tiles. 

were developed. A high degree of standardization and 

prefabriction was introduced into the production of 

materials. As a result, massive buildings could be 

constructed in a few years rather than, as required in the 

past, a few decades or even centuries. 

Mass production, organized marketing, accumulation of 
stocks, standardization of qualities and dimensions, a 
substantial measure of prefabrication and corresponding 
economies in the cost of what must always have been an 
expensive commodity - this has a very modern ring, and 
illustrates one of the cardinal secrets of Roman 
architectural success (Ward-Perkins 1977: 175). 

The combined effect was a coherent and logical system of 

building that was understood and successfully applied 

everywhere in the Empire. 

B.2.C. THE ROMAN CITY 

In this fashion, existing cities were developed and new 

cities were built, using Roman building programs, 

technologies and materials. "The plan of the Roman town, 

once its main features had been developed during the mid-

late Republic, was to achieve an extraordinary degree of 

standardization through the Roman world" (Potter 1980: 

235). Part of this uniformity was due to the planning idea 
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based on the universal grid established at Priene. 

Throughout the empire, Roman cities conformed to a general 

type which comes very close to the Vitruvian description of 

an ideal city: it must have good defenses, serve religion 

and have public amenities such as harbors, open spaces and 

baths. 

The main focus of every Roman town was its forum and 

basilica; forum, a gathering place for commercial or 

political activity; basilica, a judicial and administrative 

center. The senate house, temples and other public 

structures (baths, markets and warehouses) were placed 

around the forum. The center of Pompei contained a forum 

inclusive of many functions; within Rome, the Forum of 

Trajan, and outside Rome, the Forum at Baalbak were most 

impressive. Plan of new towns followed the grid pattern. 

The forum was placed at the crossing of two straight roads 

coming together at the city center. Timgad in North Africa 

is a good example. In many eastern and southern cities, 

including Palmyra, Damascus, Gerasa, Leptis Magna and 

Timgad, the principle streets, lined with covered colonades, 

protected the inhabitants from the intense rays of the sun. 

In northern towns (Lincoln, England, for example), 

colonnaded walks protected against the rain. 

Being the first cosmopolitan society, fashion in the 

Roman Empire was supreme, and what was fashionable in the 

capital made its impact on the other cities. Thus, "... 
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under Augustus, when detail is pure at Rome, it is pure at 

Pola or Baalbak; when, in the later second century, 

freestanding columns replace engaged columns as facing for 

triumphal arches in Rome, they replace them simultaneously 

at Timgad" (Plommer 1956: 314). With Roman buildings, the 

regional differences in design were not as significant, for 

they related primarily to the scale of the buildings. For 

example, in poorer provinces such as Britain, the buildings 

were smaller and more utilitarian, whereas in the richer 

Mediterranean provinces they were much more lavish (Potter 

1980: 235). 

As the size of cities grew and the need for water 

became acute, aguaducts became a fundamental instrument 

serving most Roman towns. In the northern Tunisian plains, 

the aquaducts of Carthage ran a distance of some eighty 

kilometers, carrying water from the Zaghoun Mountains to the 

city of Carthage, which at peak had a population of about 

300,000 people (Cunliff 1978: 131). Places of amusement, 

the staging of plays and notorious Roman recreations were an 

integral part of every town. Circus Maximus in Rome had a 

seating capacity of more than 200,000. The amphitheaters in 

El Djem in Tunisia, the largest in North Africa, and at Pola 

in Yugoslavia were among its finest examples. 
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B.3. ROMAN CLASSICISM - SYMBOL OF IMPERIALISM 

Buildings with superhuman scale and materials reflected 

the awesome imperial power and its brute force. Continuity 

and coherence in architecture and planning reinforced the 

idea of a universal Roman civilization and helped its 

subjects identify themselves as being part of, or captive 

to, that civilization. Architecture was thus an instrumen 

of state propaganda. Roman Law recognized both a hierarchy 

of towns and a strataification of social classes. Only 

Roman citizens, and at that only the aristocracy, reaped the 

benefits of imperial citizenship, while the lower classes 

and the non-citizens led a life of bare subsistence and 

continued slavery. To the subject people, Roman 

architecture thus signified imperialism and everlasting 

domination, while to the rulers it symbolized reassuring 

supremacy. 

The collapse of the Roman Empire, caused primarily by 

regionalist forces, i.e. the so-called barbarians, was 

followed by tribal rule. This great defeat of universalism 

was a momentous victory for the growth of particularism. 

Latin, the universal common language, was eliminated. 

Diverse local and regional customs and rules took the place 

of Roman law. Urban life came to a standstill and trade 

dropped to a minimum. Since by this time most settlements 



31 

in Europe were villages, significant architectural 

activities ceased to take place for two centuries. 

Rome disappeared. However, its architectural legacy 

was not forgotten. For the next two centuries, the study of 

the history of architecture is concerned with the 

development of native forms. Significant and widespread 

regional development would not resume until around 1000 

C.E., with the advent of the Romanesque Style. 



PART TWO: 

THE PARTICULARS ARE ESTABLISHED 
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II 

MEDIEVAL PARTICULARISM 

A. INTRODUCTION 

The paradigm of the particulars, a conscious rejection 

of the universal ideal, goes back to the end of the Roman 

Empire. With the fall of the Roman Empire, the era of 

universalism came to a close. The end of Roman rule was 

significant because the vacuum created by the absence of 

this universal authority in turn fostered the growth of 

regional cultures and architecture in Europe. One 

consequence was the emergence of new forces brought about by 

peoples hitherto largely unaffected by the universalism of 

the antique civilizations. For the next thousand years, 

until the Renaissance, northern Europe led the way toward a 

systematic development of regional architecture and culture. 

Architecture in medieval Europe ignored all the 

universal rules of antiquity, except for its technology. 
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Medieval architecture had no "ideals" such as fixed 

proportions, ratios, sets of parts, symmetry or grid to 

which to adhere. It made up its own rules as it needed 

them, according to the physical and spiritual requirements 

of place and time. Medieval architecture was the 

architecture of Christianity, itself a universal ideal, 

gauged to the inflections of northern light and climate. 

Because of its freedom from universal rules, medieval 

architecture became an architecture of continuous 

development and growth, culminating in the great edifices of 

Gothic times. This period can justly be said to have 

produced some of the most glorious architecture of all 

times. 

Later, however, after the Renaissance, Gothic 

particularism, already an exhausted style, passed into 

eclipse. For the next four centuries, the universal rules 

of classical architecture would be held supreme. Beginning 

in the eighteenth century, a longing for a native style of 

architecture and for a bygone era triggered attempts to 

revive the regionalism of the Middle Ages. The search for a 

native past, coupled with the desire to discard the 

universal binds, led to a revolt against the antique models, 

and to the eventual triumph of medieval revivalism in the 

mid-nineteenth century. In the midst of its success, this 

revivalism would nonthless fail. This chapter examines the 



ideas of particularism through the study of the Medieval 

period. 

B. COLLAPSE OF ROMAN UNIVERSALISM; BIRTH OF 

PARTICULARISM 

B.l. A NEW BEGINNING 

Thanks to its military might, Rome had developed a 

civilization based on free trade among cities in a vast 

empire. It was primarily an urban civilization, centered 

on Man and taking pride in its civic conceptions. The 

barbarian invasions of the fourth and fifth centuries C.E 

including the Invasion and settlement of the Lombards in 

Italy, the establishment of the Franks in Gaul under the 

Merovingian House, the Vandal occupation of most of North 

Africa and the settlement of the Visigoths in Spain, all 

contributed to the breakdown of what was once a cohesive 

civilization. Free trade was among the first casualties 

the disappearance of Roman order and its loss resulted in 

precipitous drop in the standard of living and in the 

depopulation of cities. 

The new Germanic, i.e., regional conception of the 

world was one of tribal rivalries an# of seminomadic life 

Since no central authority existed, city life gave way to 

agrarian existence and Greco-Roman humanism gave way to 

Christian mysticism. The focal point of European 

civilization, once centered around the Mediterranean, 
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shifted to the region north of the Alps. "Through the 

calamitous instrumentality of this barbarian outlook, 

ornament submerged human imagery, cities succumbed to the 

ethic of the countryside, urbanism was displaced by 

monasticism" (Kostof 1985: 270). Christianity, the heir to 

the old Roman world, was the only unifying force throughout 

Western Europe, but its influence was faint. The earliest 

churches in the transalpine region were small-scale 

structures. They were rectangular, wooden-roofed halls such 

as Escomb, near Durham (ca. 700). The Spanish Visigoth 

Churches of San Pedro de la Nave at Zamora, and Santa 

Christina de Lena at Oviedo (ca. 800) were aisless churches 

girdled by accessory structures. The walls were of stone 

masonry, the plans frequently independent of elevations, the 

whole composition additive. 

B.2. PRE-ROMANESQUE PARTICULARISM 

It was not until the eighth century that a new chapter 

in architecture emerged. Charles the Great, Charlemagne, 

King of the Franks (748-814), was a mighty ruler who 

conquered vast new territories and brought administative 

order and some cultural unity to much of Europe. In order 

to change a seemingly chaotic and factional Europe into a 

unified political entity with administrative and cultural 

harmony, he deliberately used the universal Roman 

civilization as his model and therefore set about to revive 
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the Roman Empire. In architecture, there were attempts to 

model buildings on Roman precedents. Despite the fact that 

his palace chapel at Achen resembled S. Vitale at Ravena (a 

product of the Eastern Roman Empire), and Fulda Abbey was 

intended as a reproduction of Emperor Constantine1s Church 

of St. Peter in Rome, the outcome was an indigenous 

architecture that little resembled the Roman past. 

B.3. ROMANESQUE PARTICULARISM 

With the growth of the power of the Church and the 

concomitant emergence of monumental church buildings, a new 

regional architecture, the Romanesque, developed in the 

eleventh century. It was the creation of different lands 

and peoples. Its nucleus was the Roman Empire in Italy with 

extensions to the west, north and northeast (Kubach 1975: 

10). Structural technology was borrowed. Arch, arcade, 

dome, barrel vault and cross-groined vault derived from 

Rome; arch and barrel vault from the Sassanids of Iran 

(ibid.: 9). With minor exceptions, however, Romanesque 

architecture rejected the ancient repertoire of forms and 

types. Those which it incorporated were transformed into an 

original architecture that was massive, solid, articulated 

and which above all, reflected the mystical yearnings of its 

age. 

Among the institutions that promoted the growth of 

architecture, monasteries were most important. They were 
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centers of political, economic, religious and cultural 

activities in medieval society. They possessed vast endowed 

lands and were closely connected to the ruling classes. 

Monasteries thus became great patrons of architecture and as 

they spread from the Danube to the Pyrenees, so exemplary 

medieval architecture spread across Europe. 

Pilgrimage, an important aspect of church life since 

the fourth century, gained renewed importance in the tenth 

and eleventh centuries and served to collect revenues from 

people not rich enough to endow monasteries. Pilgrimage was 

promoted as a form of penance, while the proximity of relics 

and holy shrines was seen as a purifying force. Pilgrimage 

churches thus proliferated on the routes to Jerusalem, Rome 

and Compostella. Despite the struggle to form new towns, 

the socio-political system that promoted the Romanesque was 

agrarian, introverted, decentralized, anti-urban yet 

"international," and above all, religious. 

Princes and prelates were in almost continuous 
motion across the continent on the affairs of church 
and state. Romanesque culture is, consequently, an 
international culture. Its literary, liturgical, and 
diplomatic language, Latin, gave an intellectual 
unity to a restricted, well-educated upper class from 
the Baltic sea to the tip of Italy (Saalman 1962: 32). 

Romanesque architecture followed the same lines as its 

socio-political system. Many regional variations were the 

result of "...the combination of an international culture 

with the ingrained traditions of local craftsmanship..." 
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(ibid.)* As an example, the Romanesque church depended for 

its color and texture on locally available stone. 

Fine grained, smooth, light gray limestone, of the sort 
found in northern France and England, requires very 
accurate cutting when used for squared-stone masonry 
with thin joint. In the colored sandstone region, 
along the Upper Rhine in particular, the material is 
somewhat coarser but for that reason more powerful in 
effect, especially because of its vivid coloring, often 
a pronounced yellow ocher and a deep red. The greenish 
stone found in many districts of Westphalia set the 
character for the Romanesque churches at Soest. It is 
the dark gray coarse-grained basalt lava of the French 
Massif Central that gives the buildings in Auvergne 
their austere and gloomy appearance - lightened, 
however, by the lively articulation of the building 
block and by the colored patterns on its surfaces. In 
Tuscany, especially in the northwest where the renowned 
quarries at Carrara provide the material, the smooth 
dazzeling white marble that is often used in 
alternation with green and black marble and cut and 
polished with consummate skill excites the admiration 
of even those persons indifferent to art. More 
unobtrusive effects are produced by the combination of 
yellowish porous tufa, gray trachite, and black basalt 
lava in Cologne and along the Lower Rhine. The tufa 
like nagelflush stone gives Upper Bavarian buildings a 
distinctively coarse and pitted surface... (Kuback 
1975: 382). 

Romanesque architecture was closely interwoven into its 

natural surroundings. In total contrast to the Greek 

temple, aloof and separate, Romanesque architecture appears 

as a natural extension of the land. This idea was clearly 

expressed in the monastery of St. Martin-du-Canigu (ca. 

1000) in the French Pyrenees, and in the French pilgrimage 

church of Ste.-Foy at Conques (ca. 1050-1120) and in Sant 

Pere de Casserres, in Catalonia, Spain. 
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C. SOCIO-ECONOMIC CHANGES 

The mid-eleventh through the twelfth centuries were a 

time of great change in Europe. By the eleventh century, 

the last wave of barbarians (the Norse and Magyar) had been 

settled, resulting in relative peace and security and in 

population growth. In consequence, cities appeared and with 

them a new class of craftsmen and merchants rose to 

prominence. These factors contributed to the decline and 

ultimate elimination of slavery and serfdom and to the 

establishment of the foundations of future parliaments. In 

Latin Christiandom, new towns fought to free themselves from 

an all-encompassing feudalism, resulting in the appearance 

of independent city-states such as Venice, Genoa, Pisa, 

Florence, and Milan (Palmer-Colton 1971: 23-28). Merchants 

and craftsmen in every town formed associations or "guilds" 

to supervise their own affairs. Meanwhile, kings were busy 

consolidating their domains. In France and England, where 

cities had not gained full independence, powerful monarchies 

developed early. The power of the church, steadily rising 

since the papacy of Gregory VII (1073-1085), reached its 

zenith under the papacy of Innocent III (1198-1216) (ibid.: 

33-36). 

The twelfth century saw the influx of new science into 

Europe, thus causing an intellectual revolution. This 

science was derived from the Arabs who, having translated 

Greek writings into Arabic, took over ancient Near Eastern 
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and Greek science and further advanced it with their own 

investigations (ibid.: 38). Aristotle, for example, became 

The Philosopher, an unequalled authority on all branches of 

knowledge except religion. "The great problem for Europeans 

was how to digest the gigantic bulk of Aristotle, or in more 

general terms, to assimilate or reconcile the body of Greek 

and Arabic learning to the Christian faith" (ibid.: 38). 

Europe, barely out of its barbaric period, was overwhelmed 

by this vast new universe of knowledge. 

D. GOTHIC PARTICULARISM 

Attempts at reconciling faith and reason, 

particularism and universalism, together with the consequent 

rise of scholasticism, had profound effects on the birth and 

development of Gothic architecture. 

Lanfranc and Anselm of Bee (the former died in 1089, 
the latter in 1109) made a heroic attempt to settle the 
conflict between reason and faith before the principle 
of such a settlement had been explored and formulated. 
This exploration and formulation was initiated by 
Gilbert de la Porre (died 1142). Thus Early 
Scholasticism was born at the same moment and in the 
same environment in which Early Gothic architecture was 
born in Suger's Saint-Denis. For both the new style of 
thinking and the new style of building (opus 
francigenum) - though brought about by "many masters 
from different nations," as Suger said of his artisans, 
and soon developed into truly international movements -
spread from an area comprised within a circle drawn 
around Paris with a radius of less than a hundred 
miles (Panofsky 1958: 4-5). 

Gothic was not the outcome of a declining Romanesque; 

rather, it was the natural development of Romanesque style 

at its zenith. Gothic is significant for having made a 
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complete break with the antique models. Since religion was 

the most important aspect of medieval life, most notable 

Gothic buildings were churches, built to exemplify the 

material realization of spiritual, mystical or philosophical 

ideas in Christianity. Consequently, Gothic architecture 

was wholly defined in terms of medieval precepts of the 

Christian faith. 

Gothic architecture was an international phenomenon, 

its expansion paralleling the spread of the Roman church 

throughout Europe. Because of its wide range of settings 

and the resultant variations in geography and in political, 

economic and social environments, Gothic architecture 

developed a variety of regional inflections. The Gothic 

church developed in urban centers, its silhouette dominating 

both town and rural landscape. The cathedral or abbey 

church was the focal point of a town. On major feast days 

the populace gathered in it, processions commenced and 

culminated there, and it acted as a backdrop for dramatic 

performances. 

D.l. GOTHIC - ARCHITECTURE OP LIGHT 

Medieval theological texts constantly referred to the 

significance of the physical church. "In their view, it is 

literally the House of God, the dwelling place of his 

mystical person, or the material manifestation of such 

spiritual phenomena as the community of the faithful or the 



Church of the Elect" (Grodecki 1977: 20). This symbolic 

aspect received its clearest expression in the sweeping 

spaces of twelfth, thirteenth and fourteenth century 

cathedrals. 

Gothic architecture's most dramatic achievement was the 

thinning of the heavy Romanesque wall, eventually replacing 

a major portion of it with fantastic openings, allowing the 

flood of "heavenly" light, symbolic of the "grace of God," 

to filter through the stained glass windows and illuminated 

the interior of the church. Gothic light played a dual 

role. On the one hand it was regional; the craftsmanship of 

the stained glass and the intensity and quality of light 

falling through them was a locally varying phenomenon. On 

the other hand, light was a universal symbol, originating 

perhaps with Zoroaster who had believed light to be a 

manifestation of God. This idea had subsequently passed 

into New Testament Christianity. 

D.2. GOTHIC LIGHT - A CONSEQUENCE OF NEW STRUCTURAL 

TECHNOLOGY 

Dematerialization was made possible by the introduction 

and full exploitation of a new structural technique, cross 

ribbed vaulting with pointed arches. This technique, the 

most advanced and efficient method of masonry construction 

of its time, had been universally used in Western Asia by 

Moslem architects since its introduction in Sassanid 
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architecture in the seventh century. Through a combination 

of diagonal, transverse and wall arches, the thrust exerted 

by the groin vault was shifted from the wall to specific 

points on supporting masses. As a result of the curvature 

of the groin vault and its arches, the weight of the roof 

was projected onto localized thrusts, balanced in turn by 

counter-thrusts (in the form of flying buttresses) or by 

vertical pressure (in the form of pinnacles). The heavy 

Romanesque wall thus dissolved and a new dynamic and flowing 

concept of space was born. 

D.3. GOTHIC ARCHITECTURE WAS ADAPTABLE 

The Gothic cathedral was as adaptable as the Romanesque 

church had been. There were no predetermined proportions or 

parts, as there had been in the Roman temple or in centrally 

planned Renaissance church. The cathedral, therefore, could 

be built larger or smaller, longer or shorter, with or 

without transcept or ambulatory, according to the 

requirements of the local community. As the social and 

liturgical requirements changed, so too did the physical 

shape of the church. The choir was enlarged to allow for 

the seating of various dignitaries. After the mid-

thirteenth century it was isolated, in effect preventing the 

laity from seeing the services. Minor altars were added to 

accomodate the increase in the number of masses. The cult 

of relics, still fully practiced, was approached 
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differently, as relics were transferred to the upper church. 

With the crypt thus abandoned, the main floor pavement was 

now a uniform level throughout the church. This 

programmatic freedom, together with liturgical changes, 

helped pave the path toward the unity of design that began 

at St. Denis and Sens and achieved its fullest potentials at 

Chartres and the later French cathedrals. 

D.4. THE LIGHT OF ST. DENNIS 

D.4.a. MYSTICISM OF LIGHT 

The first edifice representing the true Gothic spirit 

was Abbey Suger's St. Denis, France (ca. 1130-40). Abbot 

Suger was one the most interesting figures of medieval 

times. His writings describe the importance of light for 

his religious and mystical theories. The idea of light as a 

divine source, symbolizing "God the Father" or Christ as the 

"Source of all light" had its Christian roots in the New 

Testament. However, it was through the mystical 

significance which Suger attributed to the phenomenon of 

light, as exemplified in St. Denis, that the Abbot 

demonstrated the importance of light for the creation of 

Gothic spiritual space. 

D.4.b. MYSTICISM OF STAINED GLASS 

Believing mystical light would bring Man closer to an 

understanding of God, Suger extended his veneration of 
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light-emanating objects to include precious stones and 

stained glass. The magnificent set of stained glass windows 

with which he decorated the radiating chapel of St. Denis 

was the consequence of this philosophy. Thus the importance 

of stained glass as a means conveying Christian mysticism 

rose to new prominence. 

"Gothic mysticism" found the Gothic light of stained 
glass one the most convincing form symbols.... Stained 
glass existed before Gothic but the new style reveals a 
reciprocal effect: the more people became aware of the 
light, which "falls dimly through painted panes," the 
larger they made the windows, and the larger the window 
surface became, the more possibiities there were for 
the glass painters to carry out their experiments in 
color and to revel in the effects. Gothic stained 
glass belongs to Gothic as integrating, mystical 
building material, so to speak, just as much as stone 
or brick (Frankl I960: 219). 

During the fifty years after St. Denis, architecture 

became more skeletal, allowing for vast clerestory windows. 

Stained glass gradually replaced illuminated manuscript as 

the leading form of painting, allowing the scale and scope 

of glass making to reach a level unprecedented before Gothic 

times. This vast undertaking required enormous organization 

and technical resources, available only in the great 

cathedral workshops. The result was a close association 

between glassmakers and the architectural workshops. 

Glass designers thus came under the influence of 

architectural sculpture, leading to a distinctive Gothic 

style by about 1200. 

The Habakkuck of Bourges Cathedral is one of a series 

of windows representing the Hebrew Bible Prophets. This 
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figure, resembling a sculpture projected onto glass, is a 

direct kin of the jamb statues of the Chartres transcept 

portals and of the Visitation group at Reims (Janson 1977: 

320). The golden age of stained glass was achieved in the 

mid-thirteenth century in the cathedrals of Chartres, Notre 

Dame and Bourges. The idea of dematerialization reached its 

zenith at the royal chapel of Ste. Chapelie (1243-1248), its 

transluscent upper chapel made almost entirely out of glass. 

D.5. CHARTRES - EPITOME OF GOTHIC 

Chartres Cathedral best epitomizes Gothic unity of 

design. The compartmentalization of space, so 

characteristic of the Romanesque, had given way to a 

unified, sweeping vertical and horizontal space. The 

massiveness of the walls disappeared. Instead, there were 

full clerestory windows in each bay that reach upward, as 

toward a crowning rose. There was a fusion of structure and 

appearance; every visible member was structural, every 

structural line resolved itself in a coherent and logical 

manner. 

The sculpture at the west portals, begun in 1145 under 

the influence of St. Denis, exhibited the attitude of a new 

age. The dense crowding, the frantic movement of the 

Romanesque, gave way to an emphasis on balance, symmetry and 

clarity. Figures were not intertwined; each assumed a 

separate position. The jamb statues were freestanding, not 
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attached to architectural elements, a new conception since 

the antique idea of sculpture in round. The fantastic, 

demon-ridden sculpture of Romanesque art was rejected in 

favor of an art guided by reason, under the influence of 

scholasticism (ibid.: 308). 

The partnership of church and state had already found 

two great advocates in King Louis VI of France and Abbot 

Suger of St. Denis. This alliance considerably strengthened 

the French monarchy and left its mark on the sculpture of 

St. Denis, and at Chartres a generation later. Thus, the 

jamb statues at Chartres represented the prophets, kings and 

queens of the Bible and depicted the rulers of France as the 

spiritual heirs of this biblical royalty, thereby stressing 

the harmony of spiritual and temporal rule. 

D.6. DISSEMINATION OF GOTHIC 

From the late twelfth century on, Gothic architecture 

was disseminated throughout Europe. The Cistercian monks 

were effective in exporting ribbed vaulting outside France. 

At first, Gothic buildings in Germany, Spain and Italy were 

straight-forward importations. It took time before new 

ideas were absorbed and reformulated by regional schools. 

England, already heir to a strong Romanesque tradition, now 

developed a Gothic formula, and, at Canterbury (1174-1185), 

absorbed the French manner. A national style was seen in 

Salisbury (1220-58) and in later English cathedrals. 
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D.7. GOTHIC ARCHITECT 

D.7.a. THE MASTER MASON 

By the mid-thirteenth century, the master mason had 

become the dominant figure in the building profession. The 

architects of great cathedrals were internationally known 

and were paid handsomely for their services. The names of 

many architects and some details of their lives are known 

today. Pierre de Montreuil directed St. Denis, the 

Cathedral of Notre Dame and other Parisian projects. 

Guillaume de Sens worked at Canterbury (1174-1780). The 

Parler family was active in Germany in the fourteenth 

century. 

Because of their social rank and mobility, master 

masons were successful in avoiding corporate regulation, 

although masonic corporate statutes existed. Beginning in 

the late 1200's, permanent associations connected with major 

professions appeared at Strasbourg and York, and these were 

the impetus behind the creation of quasi-secret lodges in 

the Holy Roman Empire and in England during the fifteenth 

century. These professional societies, epitomized by the 

great enterprises of Cologne, Strasbourg and Vienna, were 

responsible for collecting technical data-plans, methods of 

building, theoretical drawings and so forth, materials which 

were then passed from generation to generation. 
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D.7.b. VILLARD DE HONNECOURT 

The sketchbook of Villard de Honnecourt, a Piccard from 

northern France, is an example of such a document. 

Honnecourt, born around 1195, was from the generation of 

High Gothic. According to Frankl, inasmuch as Villard 

offered the novice, plagued by professional uncertainties, 

the practical expertise which had been collected up to that 

time, he was to Gothic as Vitruvius was to classic 

architecture (Frankl 1960: 37). Although no buildings are 

attributed to him, his sketchbook, later turned into a 

guidebook for the apprentice, indicates what a man of the 

Gothic Age had to learn in order to become a competent 

architect. It contained ground plans, elevations and views 

of monuments, sketches of church furnishings such as 

lectern, great clock case and chair stalls, all with 

explanatory phrases and directions. Instructions on methods 

of roof-making, masonry construction, mechanical devices for 

construction, saws and levers, and even perpetual motion 

machines (such as a dove that is enabled by concealed 

mechanism to drink from a bowl of water) are included 

(ibid.: 41). 

Villard's mastery of drafting is shown in drawings of 

classic human figures, as well as in sketches of humans, 

animals and foliage. Villard's sketchbook proves that the 

medieval master was truly a universal talent. An architect, 

engineer, artist, inventor of machinery and a great 
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organizer, the master was the most important link in the 

chain responsible for the creation of the great Gothic 

edifices. And yet, despite the wealth and fame of such 

masters as Villard, when compared to the later Renaissance 

architect, he appears today as little more than mere 

shadows, a small part of a medieval universe in which 

everything began and ended with "God." In such a world 

there was no room for individuality."For Gothic the 

individual is a fragment of the universe" (ibid.: 829). 

D.8. GOTHIC - ARCHITECTURE OF THE PARTICULARS 

In the final analysis, we may ask, what was the essence 

of Gothic architecture? 

The architecture of Gothic symbolized through its forms 
that which was the great theme in all the individual 
areas of contemporary culture...[namely], 
scholasticism, and mysticism of the period, the 
fantastic Crusades, the poetry of Albrecht and Dante, 
not as beautiful background but as Fata Morgana that 
hovered before men's minds and gave direction to their 
writings, their sculpture, their paintings, and thus 
also to their buildings, secular as well as sacral. If 
we want to express it in the style of the age we may 
say that the idea of Gothic was the pillar of fire, 
showing the way to the pious amid the wilderness of the 
reality of human passions (ibid.: 234). 

These sources of Gothic culture (scholasticism, 

mysticism, liturgy. Crusades, asceticism and poetry) had 

their roots in Christianity as interpreted by Gothic minds. 

Gothic architects, therefore, strove to create edifices that 

were the embodiment of the form-symbol of the Gothic 

essence, Jesus of Nazereth. In doing so, they 
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particularized in Gothic form the universal idea of the 

"redemption" of humanity through Christ. As Frankl pointed 

out, the essence of Gothic goes to the source of 

Christianity: 

...the root of all root is Jesus from Nazareth. In the 
language of symbolism he could be identified with the 
pillar of fire in the desert of life, himself not 
"Gothic." The ideal of following his teaching generated 
different styles before Gothic and afterwards. The 
common roots feed different blossoms; they are alike 
Christian, only in different degrees and according to 
other interpretation. Gothic culture seems to be the 
purest and most intensive realization of the spirit 
contained in the New Testament (ibid.). 

E. SIGNIFICANCE 

Roman universal dogmas effectively prevented the growth 

of regional cultures and architecture. After Rome's 

downfall, the very lack of a universal authority fostered 

the growth of medieval particularism. There were no 

universally binding laws of proportions or composition for 

medieval architect to follow. As a consequence, architects 

did not serve architecture; rather they shaped architecture 

to their requirements. These requirements consisted of 

creating an architecture that embodied the mysticism of the 

Christian faith, an architecture grown out of the soils of 

northern Europe, responding to the limitations of its light, 

climate, local crafts and material. This attitude fostered 

an open-ended building process. 

Medieval architecture incorporated many talents in a 

great workshop, led by a master mason who had to oversee and 
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compose, according to his judgment and to the time and 

place. Medieval architects borrowed, developed and 

incorporated the latest structural techniques in their 

buildings, thus keeping abreast with their times. 

Furthermore, they viewed the natural world as part of God's 

grand cosmic scheme, in which humanity played an 

infinitesimally small part. They thus attempted to 

harmonize architecture and nature through specific responses 

to the site and the climate. Axis, symmetry and grid were 

rejected in favor of openness, flexibility and change. 
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PART THREE: 

CLASSICAL UNIVERSALISM VERSUS MEDIEVAL PARTICULARISM 
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III 

THE RENAISSANCE OF THE CLASSICAL UNIVERSALS 

A. INTRODUCTION 

The advent of the renaissance of the classical 

universals opened a new chapter in the history of European 

architecture, the re-emergence of the universal classical 

canons as interpreted and augmented by the Renaissance 

theorists. The Renaissance thus set the stage for a schism 

between the medieval particularists and the classical 

universalists, a schism that continued until the end of 

ninteenth century. This chapter traces the development of 

the Renaissance and evaluates its contribution to the 

classical universal ideals. 

The call for the re-establishment of the canons of the 

classical universals came from Italy, the birthplace of the 

Roman universal civilization. The fifteenth century brought 

new developments to the social system of the Italian 

Republics, giving rise to a new class of entrepreneurs, 

major patrons of arts and architecture. This new class of 

aristocracy was interested.in the arts as an expression of 

the temporal and as a reflection of the affairs of the 
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individual (in contrast to the medieval concerns for the 

mystical and the eternal). 

Knowledge in the Renaissance was understood to be an 

objective phenomenon, attainable through human being's 

intellect. Thus, applied mathematics and the study of 

optics led to the discovery of perspective, a science 

believed to be an objective view of reality. Supported by 

the ruling class, the study of the literature and arts of 

antiquity was popularized among the intellectuals. 

Humanists searched libraries for the forgotten languages of 

Latin and Greek. Since this new generation of humanists was 

not clerics, it was interested in literary aspects of 

classical works. People flocked to Rome to visit its 

antiquitites for their physical spectacle, signifying the 

glory of its ancient universal civilization. In short, the 

era was filled with an air of emancipation from centuries of 

religious domination over man's intellect. 

B. RENAISSANCE OF THE ARTS 

To the artists it seemed that, just as the study of 

ancient philosophy and literature meant liberation from the 

dogmas of the Middle Ages and initiation into an objective 

and universal modern world, so too would the use of ancient 

architectural systems have similar liberating effects. This 

would at once sever ties from an unwanted past (the Gothic) 

and welcome a universal past (the classical) which would 
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become the basis for a modern future. It was in this 

atmosphere that, between 1418 and 1436, a group of artists 

including Brunelleschi, Albert!, Massacio, Fra Angelica and 

Donatello gathered together to formulate the Renaissance 

revolution. This revolution began when Brunelleschi, who 

had been studying the structural science and architecture of 

Rome for some time, used Roman proportions and Orders in 

building the Foundling Hospital in Florence. The cycle of 

experiments in architecture which began there created a new 

universal architectural system with far-reaching 

consequences for architecture in Europe, America and 

elsewhere. Of the spread of the Renaissance, Benevolo 

wrote: 

The geographical boundaries of the Renaissance movement 
coincides, from the Sixteenth Century onwards, with the 
boundaries of European political expansion, and 
includes all parts of the world. In some cases 
European architecture replaced native systems of 
building and of moulding the landscape (as in America 
and tropical Africa); in other cases it existed along 
with the cultural systems which were already present 
and were no less stable and sophisticated than those 
brought by the European (as in the Middle and Far East) 
(Benevolo 1985: 5-6). 

Like its Roman predecessor, construction of a 

Renaissance building was based on a rational method. It 

required a measured plan based on simple ratios and fixed 

modules. Building parts were derived from those of 

classical antiquity and included columns, pilasters, 

moulding, pediments and so on. These parts were 

standardized and could be assembled in a methodical manner. 
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Architecture thus became a subject of learning rather than a 

skill acquired through workshop apprenticeship (Kostof 1985: 

405). 

C. RENAISSANCE THEORIES OF ARCHITECTURE 

C.1. BRUNELLESCHI 

Bruneileschi and Albert! were the two towering 

universal figures of the time, shaping and disseminating the 

universal ideals of the Renaissance. Brunelleschi paved the 

way toward the future by using simple mathematical 

proportions and Roman details in a series of church 

buildings and chapels. The Pazzi Chapel, for instance, 

reflected a clear geometric harmony of parts, every part 

relating harmonically to other parts and to the whole. The 

churches of S. Lorezo and S. Spirito, both in Florence, 

revived the Roman basilica, using Roman arches and Orders. 

C.2. ALBERTI 

Alberti was not an architect by training, but rather a 

humanist with considerable knowledge of the classics and the 

arts. His theoretical interests led to a reinterpretation 

of the Vitruvian principles of architecture; i.e., the 

universal ideals of harmony, proportion and geometrical 

order. These ideas, as well as an accurate description of 

the classical Orders, were discussed in his Ten Books on 

Architecture. Echoing Vitruvius, Albert!'s laws of 
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proportion and harmony were directly related to the 

proportional "laws" of human body. This concept thus became 

an enduring part of the universal principles of classical 

composition. Alberti's approach to architecture was well 

demonstrated in Tempio Malatestlano in Rimini, where a Roman 

triumphal arch, the Arch of Augustus, was adapted onto the 

fagade of a medieval church. 

C.3. PALLADIO 

Andrea Palladio played a crucial part in the 

propagation of universal classicism through his treatises 

and his buildings. By expanding the classical vocabulary to 

include such diverse functions as civic buildings (the 

Basilica in Vicenza), ecclesiastical structures (the Church 

of San Giorgio Magiore in Venice), urban palaces and country 

villas, he demonstrated the adaptability of the classical 

system to an increasingly complex society. 

D. RENAISSANCE CLASSICISM - SYMBOL OF A NEW AGE 

Fifteenth century Europe was still overwhelmingly 

Gothic. By the early sixteenth century, however, the 

revival of classical forms became prevalent across much of 

the continent. The new universal architecture became a 

symbol of prestige and modernity. Because of the universal 

appeal and prestige of classicism, kings and the aristocracy 

became patrons of the new architecture. 
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Initially, however, classicism was not fully understood 

by those who imported the new style from Italy. Thus, in 

the French Royal Chateau, one finds instances of Gothic 

architecture with applied classical motifs. Later, in 

Ch&teau Chambord in the Loire Valley, regularity of plan and 

symmetry was widely used. By 1675, the Rennaissance was 

fully acknowledged in Kirkby Hall, Northhamptonshire, 

England. In the portal of the University of Salamanca, the 

Spanish (as had the French) initially created a style that 

blended Gothic with classical elements applied as 

decoration. Later development brought the Palace of Charles 

V (1526) at Granada, and the Escorial Palace (1563) near 

Madrid. In these examples, universal principals were applied 

to their maximum extent. 

E. CLASSICAL UNIVERSALS VERSUS MEDIEVAL PARTICULARS 

E.l. RENAISSANCE UNIVERSALISM VERSUS MEDIEVAL 

PARTICULARISM 

The fifteenth century was a time when Gothic design 

theory and (Vitruvian) universal theories of proportions 

came to a head-on collision. What appeared to people north 

of the Alps an unquestionable way of building and an 

integral part of the architectural tradition of Europe was 

being vilified in the south as ugly and barbaric. The 

Renaissance view held that ancient classical civilization 

had been cut short by Germanic barbarians, and it therefore 
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esteemed the classical above the Gothic. Thus the history 

of art, according to Renaissance historians and art critics, 

was divided into three parts: the classical period as a 

golden age, the Middle Ages as a decadent period, and the 

Renaissance as a rebirth. Antonio Filarete's (ca. 1400-1469 

[Frankl 1960: 255]) views, as he expressed them in a 

letter, are typical. "Therefore I beseech everyone to give 

up this modern [Gothic] habit, and do not let yourself be 

advised by those masters who make use of this botchery. 

Cursed be he who introduced it. I believe it was none other 

than barbarians who brought it to Italy" (ibid.: 257). 

Medieval architecture was thus associated with Goths, 

Germans, lack of proportion, tasteless and excessive 

ornamentation and the arboreal origin of the style (Robson-

Scot 1965: 5). 

It remained for Antonio Vasari to assemble Renaissance 

views on medieval architecture in his Lives of the Painters 

(1550): 

We come at last to another sort of work called German, 
which both in ornament and in proportion is very 
different from the ancient and the modern [i.e. 
Renaissance]. Nor is it adopted now by the best 
architects, but is avoided by them as monstrous and 
barbarous, and lacking anything that can be called 
order. Nay, it should rather be called confusion and 
disorder.... And so on all the facades and wherever 
else there is decoration, they built an abomination of 
little niches one above the other, with so many 
pinnacles and points and leaves that they do not look 
as if they would be able to keep themselves from 
toppling over.... On these buildings they made so many 
projections, openings, corbellings and scrolls that 
they threw them all out of proportions.... This manner 
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was invented by the Goths, for after they had destroyed 
the ancient buildings and killed the architects in the 
wars, those who were left constructed the buildings in 
this style.... May God protect every country from such 
ideas and style of buildings... (ibid.: 6). 

Here, in this short passage, Vasari pointed to the 

fundamental universalist view of the Renaissance: Gothic is 

irregular, local and obscure, with no fixed proportions of 

parts; therefore it is barbaric. As Vasari*s fame spread 

throughout Europe, so did his anti-Gothic (i.e. anti-

regional), and pro-Roman (i.e. pro-universal) sentiments 

became popular, tainting European attitudes towards Gothic 

for the succeeding centuries. 

Although, due to Renaissance propaganda, Vitruvian 

theories were held as supreme laws, changes in attitude 

toward the Gothic took place. For example, Cesare 

Cesariano's (1483-1543) 1521 translation of Vitruvius 

attempted to explain the Vitruvian theory of proportions not 

through a classical building, but rather through reference 

to the cross section of a Gothic edifice, the Milan 

Cathedral. In doing so, "The mantle of Vitruvius1 authority 

passed to Cesariano, and the result was that Vitruvius, the 

architect of Caesar and Augustus, now became the star 

witness to the beauty of the Milan Cathedral, or, rather, 

the other way around, the Cathedral in Milan was to prove 

that Vitruvius was right" (Frankl 1960: 282). 
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E.2. THE VALIDITY OF VITRUVIAN UNIVERSALS IS QUESTIONED 

There were many attempts to free architects from the 

tyranny of Vitruvianism. Some architects tried to invent 

new orders. Philibert de le'Orme (ca. 1510-70) was "one of 

the most important of the second generation of High 

Renaissance architects in France" (ibid.: 295). In 1567 he 

wrote: "Who can stop us in France from inventing some 

[orders] and calling them French?" (Germann 1973: 22). He 

then suggested building columns with shaft rings and calling 

them "French Orders." In 1671, Colbert, the powerful 

minister in the court of Louis XIV, staged a competition to 

promote the creation of a French Order. Sebastien Le Clerc 

(1637-1714) designed Spanish, French, and (a second) Tuscan 

Orders (ibid.). 

Meanwhile, attempts to create national, i.e. regional, 

styles by extending the existing repertoire of universal 

architectural vocabulary (Greek and Roman orders) continued 

throughout Europe until the end of nineteenth century. At 

first these inventions were derivative of Corinthian Order, 

but later they derived from the context of the Gothic 

Revival Movement. 

F. SIGNIFICANCE 

By the fifteenth century, medieval culture had reached 

the point of exhaustion, its architecture seemingly having 

expended its fullest potential. Medieval ways of thinking 
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were, by this time, deemed outmoded and their dogmas under 

serious questioning. In short, there was a need for 

revolution and renewal. The universalism of the Renaissance 

provided the impetus toward a new way of thinking and 

acting, of defining a world in which human beings rather 

than God were in control of their destiny. Since the 

natural world seemed to be based on chance, Man through his 

intellect could comprehend and create his own world and 

exercise his will upon it accordingly. The obscure, the 

local and the particular were thus rejected in favor of the 

intellectual and the universal. The Renaissance theorists 

therefore looked to ancient Rome for their inspiration, 

interpreting and augmenting Vitruvius to arrive at their own 

original architectural solutions. The signs and the symbols 

of the tyranny of ancient Rome thus, ironically, came to 

represent emancipation from religious dogmas of the Middle 

Ages, and a progressive modern Man. 
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IV 

ATTRIBUTES OF CLASSICAL UNIVERSALS 

A. INTRODUCTION 

The following chapter attempts to make two points 

clear. First, the rational ideals of the classical 

universals naturally lent themselves to the systematic 

development of the seventeenth century Rationalism. Second, 

the same ideals made classicism the favored architectural 

expression of newly emerging modern absolute states all 

across Europe. 

B. POLITICAL ABSOLUTISM 

B.l. AUTOCRATIC ARCHITECTURE 

European political structure changed during the 

seventeenth century, as small kingdoms evolved into modern 

absolute states. Power was concentrated in the hands of 

monarchs who directed their nations toward the goals they 

saw fit. Under Louis XIV and his powerful minister Colbert, 

France was among the first to benefit architecturally from 

this political system. Thus the works of Francois Mansart 

and Le Vau (the Louvre, the palace at Versailles, the 

Invalides, the Place des Victoires and the Place Vendome) 
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gave Paris an unquestioned architectural authority in Europe 

(Summerson 1986: 11). Powerful monarchs in Europe turned 

to Versailles and French classicism as models for expressing 

their own power and grandeur. In consequence, as far north 

as Berlin, Vienna and Stockholm, as far south as Naples and 

as far east as Sc. Petersburg, classical universals were 

employed to symbolize the great houses of Europe, the ruling 

aristocracy and a universal modern identity. 

B.2. AUTOCRATIC GARDEN DESIGN 

Universal ideals and particular ideas also found a 

battleground in garden design, with the French and the 

English in opposing camps. Eventually, the English ideas of 

garden design crossed into the realm of architecture, thus 

making it significant to this study. 

Italian garden design, Renaissance in its juxtaposition 

of regularity and irregularity, its innovation and its 

recreating of the vanished glories of Roman villas, was 

dominant during the first half of the seventeenth century in 

Europe. These gardens were so famed for their beauty that 

they popularized the notion of Italy as "the garden of the 

world." The second half of seventeenth century, however, 

was dominated by French taste. Versaille, with its dominant 

palace, axial and radial avenues and its vistas, expressed 

the French ideal in landscape gardening. Within the 

framework of the avenues and vistas were intricate 
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parterres, canals, bosquets, statutory domes, triumphal 

arches, and "treillage." This kind of formal garden design 

provided an ideal backdrop for theatrical performances, 

firework displays and all the arts of the "f§te galante" by 

which the court enhanced its political and social prestige 

and image. 

...the French garden is a stage setting; it is the 
exterior version of the palace interior which is also a 
court stage set for a perpetual opera called 
"representation". Representing what? representing 
nobility, royalty, kingship, majesty, grandeur. As 
Tain also said: if you want to understand Versaille, 
try to imagine a general staff on a 250-year vacation. 
The court is the King surrounded by his staff, a 
civilized military household, and the palace and the 
gardens are set on which the King acts as King and the 
courtiers play in his opera (Saisselin 1984: 286). 

A closer look at the treatment of the site at Versaille 

tells about the prevalent attitudes toward nature which were 

peculiar to classical universalism. At Versaille, the 

garden was treated as architecture and the landscape was 

thus drastically altered by massive cuts, fills and 

artificial formations that deformed it severely. Marshy 

land was drained, hillocks turned into terraces and sheets 

of water created at the bottom. Since there was not enough 

water to meet the demand, the expertise of hydraulic 

engineers was utilized. Water was pumped from Clagny Pond, 

and later a Marly machine with fourteen hydraulic wheels and 

223 pumps was used to pump water from the Seine to 

Montbauron Reservoir. This operation took five years and 

still there was not enough water, prompting Louis to tap the 
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Eure River. Not only water but also mature trees were 

imported from Flanders, Normandy, Vosges and Dauphine 

(ibid.: 286-287). Eventually, every autocratic regime 

produced an autocratic garden as a necessary adjunct to its 

great house or palace. These were exemplified by 

Herrenhausen in Germany, Frendensborg in Denmark, Peterhof 

in Russia and Hampton Court in England. 

C. RATIONALISM 

Seventeenth century rationalism promoted the Descartian 

method of scientific investigation. Thus advances in 

geometry, calculus and astronomy, together with new 

scientific discoveries based on rational research methods, 

consolidated the discoveries of the sixteenth century 

Renaissance. 

Rationalism in this period also permeated the 

architectural thinking of the time. Although from the 

beginning of the Renaissance, classical antiquity had been a 

source for continued research and reinterpretation, 

seventeenth century rationalists strove to understand the 

classical ideals anew, through rational investigation of 

their sources. Thus Claude Perrault (1613-1688), a French 

doctor and anatomist, turned to the texts of Vitruvius and 

studied ancient monuments. Having translated Vitruvius, he 

concluded that since there was no consistency in antique 

proportions, no fixed rules existed. Everything was based 
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on custom. This notion shattered the time-honored 

Renaissance Era conception of beauty and harmony in 

architecture. 

When designing the east facade of the Louvre Palace, 

Perrault formulated his own rules. Although French in 

character, it reflected Perrault's investigations of the 

sources of classicism. This facade "...was seen by many as 

a reform, a return to first principles. It was like 

Brunelleschi1s Foundling Hospital, a new beginning, a 

purification, an exemplar of classicism as the true and the 

simple and the universal" (Stern 1988: 14). Perrault's 

achievements in the Louvre also demonstrated that universal 

classicism was not culturally confined to Italian soil, and 

that Vitruvius was not the sole authority. It also proved 

that a building design French in character could nonetheless 

be as classical as any in Italy. 

The authority of Vitruvianism was further undermined by 

other seventeenth century French Rationalists. During the 

time of Louis XIV, an academic dispute was waged in order to 

elevate the merits of architecture created during the reign 

of the Sun King over the buildings of antique. The two 

factions referred to themselves as the Moderns and the 

Ancients. Charles Perrault (1628-1703), Claude Perrault's 

brother, was one of the leading protagonists in this 

"Querelle des Anciens et des Modernes." The outcome of the 

dispute underscored two important points: the relative 
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nature of critical assessments, and the imperfections of the 

antique architecture (Germann 1973: 21). Thus Charles 

Perrault wrote in "Parallel des Ancien et des Modernes" 

(1697): "When all is said and done there is a difference 

between the concept of perfection and the most beautiful 

works of the Ancients" (ibid.). 

According to Vitruvian theory, the proportions of 

various antique orders were absolutely valid because they 

were based on the proportions of the human body. These 

relationships gave the Orders their unquestioned authority. 

Once the relationships upon which Vitruvian theory was based 

were questioned, as they were by the Modernist faction of 

the French Rationalists, the antique Orders no longer 

enjoyed their absolute status. Again, Charles Perrault: 

"The diversity of the proportions used for each order shows 

quite clearly that they are arbitrary and that their beauty 

is based on convention and habit" (ibid.). 

The Rationalism of the seventeenth century led to the 

Enlightenment of the eighteenth century. 

"Enlightenment" was not an all-pervading flood-light. 
It was a question of the formation of new attitudes by 
the acceptance of ideas filtering down from the 
philosophers to levels where they engaged with the 
practical business of living.... In other words, 
society could be visualized in an "enlighted" 
perspective in which technology, the arts, the law and 
its penalties, and the arts of administration began to 
be freshly seen, with a new humanitarianism and (to use 
a word of the period) "bienfaisance", a kind of 
benevolent common-sense at a period in which common-
sense was not all that common (Summerson 1986: 105-6). 
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The new common sense meant more emphasis on rationalism 

and a new search for a purer classicism. Consequently, 

classicism remained the dominant force in the architecture 

of the eighteenth century. Perrault's theories of 

rationalism were taken up by others who advocated new and 

radical interpretations of the universal theories. Thus, 

Abb& Mark-Antoine Laugier (1713-1769) made an impact across 

Europe with his simplistic rationale of architecture as 

primitive hut, in which he reduced architecture to its 

barest structural essentials. According to Jean-Baptist 

Rondelet (1734-1829), architecture was a science controlled 

by needs and necessity, i.e., structure and construction, 

while Jean-Nicolas-Louis Durand (1760-1834) reduced it to 

formal geometry. 

Neo-Classical architecture in the second half of the 

eighteenth century, therefore, advocated a return to sources 

as a reaction against excesses in the interpretations of 

classicism in the Baroque era. By the mid-eighteenth 

century, a growing interest in Greek and Roman archaeology 

directly affected architecture. At the same time, universal 

classicism was challenged by a regionalist movement that 

took up the cause of Gothic Revivalism in England, Germany 

and France. 
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D. SIGNIFICANCE 

The Renaissance had proclaimed the classical universals 

as symbols of freedom. Beginning in the sixteenth century, 

classicism was adopted by absolutist states across Europe, 

and thus became synonymous with the established powers and 

the ruling aristocracy. On the other hand, fresh 

investigations of the Vitruvian texts and classical 

buildings conducted by French Rationalists led to the 

breakdown of the absolutist Vitruvian notions of beauty. 

This set the stage for new and radical views of architecture 

as mere utility, basic geometry and as construction. These 

views were to be echoed by the functionalist architecture of 

the twentieth century. 



PART FOUR: 

RELATIVISM OF THE PARTICULARS VERSUS ABSOLUTISM 
OF THE UNIVERSALS 
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V 

ENGLAND AND FRANCE, THE STANDARD BEARERS 

A. INTRODUCTION 

It has been demonstrated that by the beginning of the 

seventeenth century, universal classical formulas were 

firmly established as the true and unquestioned way of 

building respectable architecture. The trend toward 

universalization permeated all manners of thinking, 

including architecture, and France was the standard bearer. 

However, by the end of the century, English thinking 

challenged the French by presenting a different and opposing 

outlook, which in turn laid the foundations for a new, anti-

universalist school. This chapter traces the formation of 

these opposing views and their signifcance to the 

development of the particularism of the eighteenth and 

ninteenth centuries. 

B. ENGLISH "EMPIRICISM" VERSUS THE FRENCH "SYSTEM" 

Architecture of the nineteenth century was largely 

shaped by two opposing forces which were fostered by the 

predominant eighteenth century ideals of universalism and 

particularism. French Rationalism concentrated on the 
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Cartesian ideal of clarity and an emphasis on mathematical 

precision. On the other hand, English Empiricism sought the 

opposite qualities in ordering the environment by striving 

for irregularity, surprise and an emphasis on the particular 

qualities of a natural environment. Although "scientific 

movement" was at the heart of both schools of thought, they 

differed in their approach to the methodology of 

investigation. The new science of empiricism, stood apart 

from scholasticism on the one hand and Cartesianism on the 

other and was disseminated in England by the Royal Society. 

According to the Empiricists, one could go wrong by the 

Cartesian "system" but could not be mislead by the 

"histories," as the study of various phenomena was called. 

The Cartesians preferred a preconceived set of "systems" to 

the patient investigation advocated by true 

experimentalists. The notions of "histories" and "systems" 

were popularized by publications that allowed scientific 

discoveries to make their way into the world of literary and 

artistic creation. Consequently, while Descartes invented a 

whole "system" of the world without leaving his room, "A 

relation of the pico teneriffe" provided an hour-to-hour 

account of all the observations made by the explorers 

(Baridon 1985: 90). 
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B.l. EMPIRICISM AND THE ENGLISH ATTITUDE TOWARD THE 
LANDSCAPE 

The Empiricist's minute attention to and appreciation 

of detail was extended to the English landscape. The 

essence of the landscape, so it was believed, could only be 

perceived by travelling not through the "high priori road," 

but through a gradual stroll during which one discovered 

things while wandering along meandering country lanes. In 

this fashion, one noticed a wood on one side, a castle on 

the other, a hill at a distance, a ruined church on the 

roadside, and, quite unexpectedly, a fine distant view from 

the brow of a hill. Through this means of observing the 

landscape, progress was marked by a process of mental 

accumulation through which one formed one's conception of 

the whole. Variety, irregularity and spontaneity were its 

true ingredients (ibid. 91). The consequence of Empiricism 

was the abandonment of such universal attributes as symmetry 

and geometrical lines in English garden design in favor of 

variety, irregularity and spontaneity. The English 

landscape garden movement was a consequence of the rejection 

of the formality of the universal French taste dominant at 

the end of the seventeenth century. 

If the French Garden requires the gardener to work "by 
line and level," if it displays the harmonious "system" 
of its parterres and of its basins, the English Garden, 
on the contrary, hardly alters the face of nature and 
construes the landscape as a "history" in progress. 
One is to be surveyed from above; the other to be 
perambulated at leisure (ibid). 
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B.2. A SAMPLE OF THE TWO OPPOSING VIEWS 

To appreciate fully the contradictory nature of these 

attitudes we must turn to two texts; first by Descartes, in 

which he described "a beautiful city;" the second by 

Vanburgh, who pleaded for the preservation of the ruins of 

Woodstock Manor on the grounds of Blenheim. 

Thus we see that buildings planned and carried out by 
one architect alone are usually more beautiful and 
better proportioned than those which many have tried to 
put in order and improve, making use of old walls which 
were used with other ends in view. In the same way 
also, those ancient cities which originally were 
villages and have become in process of time great towns 
are usually badly constructed in comparison with those 
which are regularly laid out on a plain by a surveyor 
who is free to follow his own ideas. Even though, 
considering their buildings each one a part, there is 
often as much or more display of skill in the one case 
than in the other, the former have large buildings 
indiscriminately placed together, thus rendering the 
streets crooked and irregular, so that it might be said 
that it was chance rather than the will of men guided 
by reason that led to such an arrangement. (ibid.). 

I hope I may be forgiven, if I make some faint 
application of what I say of Blenheim, to the Small 
Remains of ancient Woodstock Manor. It can't indeed be 
said it was erected on so Noble nor on So justified an 
Occasion, but it was raised by One of the Bravest and 
most Warlike of the English Kings; and tho' it has not 
been famed as a monument of his Arms, it has been 
tenderly regarded as the Scene of his affections.[...]. 
But if the Historical Argument Stands in the need of 
Assistance; there is still much to be said on Other 
Considerations. 

That Part of the Park which seen from the North 
Front of the New Building, has little Variety of 
Objects [...] It therefore stands in Need of all helps 
that can be given [. .. ] in which this Old Manor gives 
so happy an Occasion for; that were the enclosure 
filled with Trees(principally Fine Yews and Hollys) 
Promiscuously Set to Grow up in a Wild Thicet. So that 
all the Building left, (which is only the habitable 
Part of the Chapel) might Appear in Two Rising amongst 
'em, it would make One of the Most Agreeable Objects 
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that the best of Landskip Painters can invent (ibid.: 
91-92) . 

While Descartes put the emphasis on uniformity, 

regularity and geometrical proportions and found historical 

discrepancies ugly, Vanburgh sought variety, unevenness, 

wildness and the "picturesque" quality of a Gothic ruin as 

part of the landscape. Rather than being a total universal 

entity in and of itself, architecture for Vanburgh was part 

of a larger picture, working with history, seventeenth 

century ideas of landscape painting and with local natural 

environment. 

C. SIGNIFICANCE 

English empirical philosophy thus challenged the 

"systems" approach to problem-solving. It celebrated local 

variations and consequently sought nature in its spontaneous 

state rather than under Man's control, (as it was advocated 

by the French universalists). Thinking of nature in its 

wild and unspoiled state, a source of beauty and aesthetic 

satisfaction, led to the formation of the concept of the 

"picturesque" and to the English Garden Movement, thus 

promoting the anti-universal aesthetic philosophy of the 

eighteenth century. 
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VI 

EIGHTEENTH CENTURY ENGLISH AESTHETIC THEORIES 

VERSUS THE IDEALS OF CLASSICAL UNIVERSALS 

A. INTRODUCTION 

Having said that the English empiricists laid the 

foundations for an outlook that cherished local and minute 

Investigation of places and was therefore anti-

universalist, we now look at those eighteenth century 

aesthetic theories which, in emphasizing the validity of the 

particulars, rejected the time-honored assumptions of the 

universal classical formulas. These aesthetic theories were 

not advanced by architects and at first were not pointed 

directly at architecture, but they gradually came to embrace 

architectural composition. Consequently, new doors offering 

freedom to choose rather than the rule of law (i.e., 

particularism instead of the universal classical formulas) 

were opened to architects. 

B. ENGLISH LIBERALISM VERSUS FRENCH ABSOLUTISM 

It is important to understand the English political 

system, as it is believed to have fostered the growth of the 

eighteenth century aesthetic philosophy under discussion. 



80 

The revolution of 1688-1689 in England placed William and 

Mary on the throne as the protectors of Protestantism while 

shifting the balance of power from the monarchy to the 

Parliament (composed of the landed aristocracy). 

Henceforth, a relatively liberal system was established in 

which an individual, so long as he was Protestant, enjoyed 

personal and religious freedoms. Whereas the French 

political system was centralized and absolutist, its power 

vested in the monarchy, the English system was decentralized 

and power was concentrated in the collective will of the 

landed aristocracy. 

It was within this relatively liberal political 

atmosphere that eighteenth century English aesthetic 

philosophers, most of whom were directly or indirectly 

involved with parliamentary politics, expounded their 

liberal, individualistic theories. Among them were 

Shaftsbury (1671-1713), author of "The Moralist," and Burke, 

who introduced the term "sublime" and explicitly opposed 

Vitruvian absolutism. Pope, sided with Addison, in 

defending the English love of liberty over and against 

French despotism: 

...critic learning flourished most in France; 
The rules a nation, born to serve, obeys, 
And Boileau still in Right of Horace Sways, 
But we, brave Britons, foreign laws despise... 
(Pevsner 1968d: 86). 

Similarly, Horace Walpole, the patron of Srawberry Hill, was 

the son of Sir Robert Walpole. The Third Duke of Argyll, 
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responsible for the building of the Inveraray Castle in 

1745, was likewise a parliamentary politician. 

Just as these philosopher-politicians cherished liberty 

and abhorred restrictions by temporal authorites, so to they 

preferred nature the natural way, that is, without stifling 

restrictions imposed by Man. This philosophy guided 

Shaftsbury in his preference "for things of a natural kind; 

where neither Art, nor the Conceit or Caprice of Man has 

spoil'd their genuine Order, by breaking in upon that 

primitive State" (Macaulay 1975: 12). 

C. NEW AESTHETIC THEORIES 

C.l. BEAUTY REDEFINED 

In 1712, Joseph Addison (1672-1719) published a series 

of articles entitled "The Pleasures of the Imagination" in 

his periodical, "The Spectator." In them, he formulated the 

problem of aesthetics, initiating the discussion of 

"beauty,", "sublimity" and, later, the "picturesque." 

Addison began by stating that the most perfect of all human 

faculties is sight, since "We cannot indeed have a single 

Image in the Fancy that did not make its first Entrance 

through the Sight" (Hippie 1957: 14). Then he explained 

that the "pleasures of Imagination" meant those "...such as 

arise from visible Objects, either when we have them 

actually in our view, or when we call up their Ideas into 

our Minds..." (ibid.). The pleasures of imagination thus 
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were thought to arise in two ways, through seeing objects 

and through recollecting them. This distinction between the 

objective and the subjective was not, however, maintained in 

the article. 

Things, he tells us, would give a poor optical 
impression if we saw them only in their proper figures 
and motions, and man can only assume that they appear 
beautiful because God has given almost everything about 
him the power of raising an agreeable idea in the 
imagination. Thus our souls are constantly being 
delightfully lost and and bewildered in a pleasing 
delusion, and we walk about, he says, like the 
enchanted hero in a romance, who sees beautiful and 
fantastic castles which, upon the breaking of some 
secret spell, will vanish (Collins 1965: 44). 

In other words, according to Addison, all beauty was 

romantic beauty; things were beautiful insofar as they 

stimulated imagination. By eroding the distinction between 

what is seen and what is imagined, he created a fusion of 

vision and imagination, art and nature, and the subjective 

and the objective (ibid.). 

Later, a new idea further undermined the absolute 

aesthetic notions of classical universalism which claimed 

that the pleasures of imagination proceeded from seeing what 

is beautiful, uncommon or great. The uncommon, Addison 

wrote, "Raises a Pleasure in the Imagination because it 

fills the Soul with an agreeable Surprise, gratifies its 

Curiosity, and gives an Idea of which it was not before 

posseset" (Hippie 1957: 18-19). "There is nothing," he 

continued, "that makes its way more directly to the Soul 

than beauty, which immediately diffuses a secret 
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Satisfaction and Complacency through the Imagination, and 

gives a Finishing to any thing that is Great or Uncommon 

(ibid.: 19). 

The idea that beauty was the source of aesthetic 

pleasure was not in itself new, but the suggestion that 

novelty and size also possessed aesthetic merit was indeed 

revolutionary. It advanced the notion that standards of 

excellence had less to do with the objective than with the 

subjective manner in which things are perceived. By linking 

aesthetic value with memory, Addison raised a new condition 

where the aesthetic merit of an object, a building for 

instance, was not linked to its proportions or its adherence 

to a predisposed set of laws and rules; rather, its beauty 

was a function of its power to inspire romantic images in 

the observer's mind. Addison's influential ideas were 

copied and expanded upon by other writers, so that by the 

end of the eighteenth century his basic thesis (the relative 

nature of aesthetic perception) was collected into a 

coherent philosophical system that embraced all the arts. 

In " A Philosophical Enquiry into the Origin of Our 

Ideas of the Sublime and Beautiful" (1756), Edmund Burke 

reasserted the relative nature of aesthetic assessment by 

mounting an attack on the Vitruvian notion of beauty. 

If such parts in human bodies are found proportioned, 
were likewise constantly found beautiful, as they 
certainly are not; or if they were so suited, as that a 
pleasure might flow from the comparison, which they 
seldom are; or if any assignable proportions were 
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found, either in plants or animals, which were always 
attended with beauty, which never was the case; or if, 
where parts were well adapted to their purposes, they 
were constantly beautiful, and when no use appeared, 
there was no beauty, which is contrary to all 
experience; we might conclude that beauty consisted in 
proportion or utility. But since, in all respects the 
case is quite otherwise; we may be satisfied that 
beauty does not depend on these, let it owe its origin 
to what else it will (ibid.: 93). 

In "Essays on the Nature and the Principles of Taste" 

(1790), Archibald Allison reasserted Addison's theory that 

association of the ideas is the essential source of 

aesthetic pleasure. Matter alone is incapable of producing 

any kind of emotions. Thus, the beauty of a Roman or Greek 

building is not to be ascribed to its proportions but to 

one's emotional response to the architecture. 

C.2. THE SUBLIME 

Despite some differences, none disputed the notion that 

the most powerful and import suit aesthetic emotions were 

derived not from beauty but from sublimity and the 

picturesque (Collins 1965: 48). Sublimity was a quality 

usually ascribed to great natural scenery and physical 

vastness (as examplified by the paintings of Salvadore 

Rosa). In architectural terms, the only feeling thought to 

inspire a sublime emotion was gloom. Thus Edmund Burke 

wrote: 

Another source of the sublime is "infinity"... Infinity 
has a tendency to fill the mind with that sort of 
delightful horror, which is most genuine effect, and 
truest test of the sublime.... As the management of 
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light is a matter of importance in architecture, it is 
worth enquiring how far this remark is applicable to 
building. I think then, that all the edifices 
calculated to produce an idea of the sublime ought to 
be dark and gloomy (German 1973: 57). 

C.3. THE SUBLIME GOTHIC 

Perhaps in no other example in architecture was 

sublimity better exploited than in Fonthill Abbey. 

Commissioned by William Beckford, an eccentric Romantic 

millionaire, and designed by James Wyatt, a reputable 

classical architect, this grandiose piece of scenery was 

begun in 1796. The idea was to create a building that 

resembled a convent, partly ruinous, with a chapel, a 

dormitory and part of a cloister still extant. Initially 

this set was to be used for picnics and occasional gala 

parties, but in 1807 Beckford decided to make the abbey his 

permanent residence. The scale of the building reflected 

the megalomania associated with sublimity. It consisted of 

an octagonal central tower 276 feet high, with vast wings 

radiating from it. In the lower part of the tower, a 120 

foot stair hall approached the salon. The sublime 

atmosphere was further heightened by auditory and visual 

special effects. Although the building was to be designed 

in the Gothic mode, the plan was not Gothic, for it had an 

eccentric symmetry and few of the details had any real 

Gothic substance. The building, constructed without 

structural integrity, soon subsided in the landscape. 
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Although Fonthill Abbey was nothing more than an 

architectural folly, it nevertheless made some important 

points at a time when architects were totally absorbed by 

ideas of universal classicism. The asymmetrical grouping, 

the Gothic massing and the setting within a sublime 

landscape provided all the romantic elements which made 

Fonthill the epitome of the eighteenth century Gothic. The 

reputation of James Wyatt as an architect and the fact that 

thousands of people visited the Abbey helped publicize the 

true potential of the regional Gothic style as a respectable 

way of building. The example of Fonthill also proved that 

creating a sublime atmosphere was a costly affair, so 

attention turned instead to the idea of the picturesque 

(Collins 1965: 49). 

C.4. THE PICTURESQUE 

C.4.a. PICTURESQUE GARDEN 

The story of the Picturesque began with the eighteenth 

century English romantic garden. The English attitude 

toward art and nature, rejecting the formality of the 

universal French taste dominant at the end of the 

seventeenth century, sought variety, spontaneity and 

irregularity in garden design. A new aesthetic philosophy, 

"the beautiful, the sublime and the picturesque," formed the 

foundation of the English garden movement. Although this 

philosophy embraced all the arts, its premises were based 
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primarily on literature and landscape painting. An 

important literary influence was classical Roman writings 

about villas and rural life. These writings depicted a 

happy man whose contentment was attributed to his rural 

dwelling and through a mixture of Christian with Roman 

ideas, a pious and virtuous appreciation of the harmony 

between nature and the Creator. The letters of the younger 

Pliny and other classical writers described villa layouts 

and lifestyles. Many allusions to Virgil, Martial, Horae 

and others were made. Seventeenth century landscape 

paintings by Claude Lorrain and Nicolas Pousin, French 

artists working in Italy, provided a pictorial model for 

English garden designers. These paintings depicted an 

idealized vision of the countryside around Rome using 

elements such as water, distant hills, ruined buildings 

(some round against square temples), trees and bridges. 

The first example of a picturesque garden was created 

by Alexander Pope (1688-1744). In his garden at Twickenham, 

Middlesex (begun 1719), he created a little wilderness, 

shell temple and grotto. Pope was influential in the 

English Garden movement through both his garden and through 

his writings. In his "Epistle to Lord Burlington," he 

enunciated the principles of picturesque garden design and 

architecture, painting a memorable and incisive vision of 

regional1stic longings hardly matched by any contemporary 

writer. 
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To build, to plant, whatever you intend, 
To rear the Column, or the Arch to bend 
To swell the Terras, or to sink the Grots; 
In all, let "nature" never be forgot. 
Consult the "Genius" of the "place" in all, 
That tells the Waters or to rise, or to fall, 
Or helps th* ambitious Hill the Heav'ns to scale, 
Or scoops in circling Theaters the Vale, 
Calls in the Country, catches opening Glades, 
joins willing Woods, and varies Shades from Shades, 
Now breaks, or now directs, th' intending Lines; 
"Paints" as you plant, and as you work, "designs' 
(Hunt and Willis 1988: 212). 

The climax of the Picturesque garden design was 

achieved at Stowe, Buckinghamshire, and Rousham, 

Oxfordshire. William Kent (1685-1748) was responsible for 

redesigning both parks in the picturesque manner which 

expressed "genius loci" or the essence of the place, the 

hallmark of the English Garden movement. Gilbert West 

(1703-1756) described the details of Stowe in the following 

terms: 

Shift now the closer scene: and view around, 
With various Beauties the wide Landskip crown1d. 
Here level Glades extend their length'ning Lines, 
There in just Order the deep "Quincunce" shines. 
Here chrystal Lakes reflect contiguous Shades, 
There distant Hills uplift their azure Heads. 
Round the free "Lawn" here gadding Heifers stray, 
And frisking Lambs in sportive Gambols play. 
There murmur to the Wind Groves ever-green, 
And inter-mingled Buildings rise between: 
The sun declin'd with milder Glory burns, 
And the fair Piece with various Light adorns. 
Lo! in the "center" of this beautinous "Scene", 
Glitters beneath her "Dome" the "Cyprian Queen" 
(ibid.: 222). 

English ideas about landscape design, popularized as 

the picturesque or "jardin anglais," were taken up not only 

in England, but also in Italy, Germany, France and elsewhere 
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in Europe. The concepts of the picturesque, emphasising the 

particular aspects of beauty, further eroded the classical 

universal ideals. It thus formed the foundation for the 

Gothic Revival Movement in England and on the Continent, a 

movement which represented the most powerful reawakening of 

the regionalist aspirations since the inception of the 

Renaissance In the sixteenth century. 

C.4.b. GARDEN GOTHIC 

We have seen how Vanburgh, an architect of classical 

buildings, made an effort to preserve Gothic ruins in 

Blenheim. However, his efforts were part of a wider 

movement obssessed with ruins. This ruin mania signalled a 

new attitude, one in which architecture was more than mere 

function and form, one demanding that it be part of 

something larger, whether history, landscape or other 

physical setting. This idea in turn promoted the concept of 

flexible growth and change. A building was thought to have 

special merits if the progress of time could be read in its 

parts. A case in point was Sir William Chamber's mausoleum 

for Frederick, Prince of Wales (1751-52). There Classical 

monumentality was dissolved by a Romantic decision to show 

the monument as ruins in a landscaped setting (Middleton and 

Watkin 1980: 37). The painting of Sir John Soan's Rotunda 

at the Bank of England, London, by Joseph Michael Gandy 

(1771-1843), in which the buildings were depicted in a 
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ruinous condition, comparable to a Piranesian etching, 

exemplified this trend at its height (ibid.). 

In landscape design, under the influence of the cult of 

ruins, Gothic Revival took shape in the form of artificial 

ruins, primarily as a means of heightening a certain 

atmosphere. In Rousham, for instance, where remodelling 

began in 1737, William Kent introduced notions of the Gothic 

by dressing up the ends of Cuttle Mill and by creating an 

eye-catcher on the hills beyond, in the form of three Gothic 

archs. These structures (which contrasted with the 

otherwise carefully finished classicism of the principle 

garden features) provided compositional references for the 

viewer and otherwise had no symbolic or allegorical 

pretentions. The frequent use of Gothic features in 

landscape gardens was due to the idea that Gothic was a 

"natural" style and was therefore suited to a natural 

landscape (McCarthy 1978: 32). 

C.4.C. POLITICAL GOTHIC 

The earliest example of a garden building was the 

Gothic Temple and Canal at Shotover, Oxon, ( ca. 1717) 

(ibid.: 27). The Temple of Liberty (1741) is important 

because of its decidedly anti-universal political 

connotations. This Gothic temple, designed by James Gibbs 

for Lord Cobham, further elaborated the ideas of the 

Shotover Temple. Built in Stowe, Buckinghamshire, the heart 
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of Whiggery, it bore the legend "I thank God that I am not a 

Roman" (ibid.: 30). Its triangular form "...constituted a 

defiance in geometry of the tyranny of the square and the 

circle of classical principles of design...." Politically, 

"it was interpreted as a declaration of Protestant 

individualism against the doctrine of the Divine Right of 

the kings" (ibid.: 30-31). Although this kind of political 

regionalism was repeated only in Alfred Tower (1762), 

Stourland, Wiltshire, neverthless it was a sign of mounting 

forces gathering against universal classicism. These forces 

would later explode in the full fledged ninteenth century 

Gothic Revival Movement. 

C.4.d. PICTURESQUE IDEAS VERSUS UNIVERSAL IDEALS 

Between 1750 and 1780, nearly all the great formal 

English gardens were redesigned by Lancelot (Capability) 

Brown (1716-1783), according to his own special vision. For 

Uvidale Price (1747-1829) and Pane Knight (1750-1824), whose 

ideas had great impact on architecture, picturesque gardens 

were a reaction to the blandness of Brown's landscapes 

designs. Knight took a radical stance when he totally 

denounced the rigid system of the arts based on a fixed set 

of rules. He claimed that, "In all matters of taste and 

criticism, general rules appear to me to be, like general 

theories in government and politics, never safe but where 

they are useless; that is in cases previously proved by 
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experience" (Hippie 1957: 367). Habit and custom reduce 

the creative mind to insipidity. Therefore, "change and 

variety are necessary to the enjoyment of all pleasures; 

whether sensual or intellectual..." (ibid.: 275). He 

introduced the idea of "novelty," the basis of felicity. 

Man's happiness 

...consists in the "means" and not in the "end": - in 
"acquisition", and not in "possession." The source and 
the principle of it, therefore, "novelty": the 
attainment of new ideas; the formation of new trains of 
thought; the renewal and extension of affections and 
attatchments... and above all, the unlimited power of 
fancy in multiplying and varying the objects, the 
results, and the gratification of our pursuits beyond 
the bounds of reality, or the probable duration of 
existence. A state of abstract perfection would, 
according to our present weak and inadequate notions of 
things, be a state of perfect misery... (ibid.: 277). 

Novelty meant new ideas, detachment from the old and 

the stale. It meant a reorientation toward things that 

excite the imagination beyond what reality could offer. The 

idea of novelty, of leaving the old for the new, was suspect 

in academic as well as political circles. Established 

society had no doubts about the superiority of the antique 

formulas, and buildings were designed accordingly. In fact, 

the very notion of antique models was identified with the 

unquestionable acceptance and continuity of the political 

authority of the aristocracy. To advocate the abandonment 

of accepted customs in favor of "the renewal and extension 

of affections and attachments" and "the attainment of new 

ideas" (ibid.) was tantamount to advocacy of a revolution in 

thinking, in architecture and in politics. 
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In 1774, Knight, who had made extensive tours 

throughout Italy to visit its antiquities, designed a 

country villa incorporating his ideas of the picturesque. 

He built a castle near Ludlow, imitation Medieval in its 

exterior and grand Roman in its interior. According to 

Pevsner, its assymetrical plan was extremely unusual for a 

building of its time (Pevsner 1968b: 110). Novelty meant 

seeking the Picturesque, which was synonymous with asymmetry 

and Irregularity, and the style best suited to acommodate 

these ideas was found in the medieval architecture of 

England. 

C.4.e. PICTURESQUE GOTHIC 

Picturesque ideas soon embraced architecture. The 

Gothic style, with its asymmetry, informality of design and 

awe-inspiring interiors seemed most fitted to the 

picturesque's sense of aesthetics. Thus Horace Walpole 

(1717-1797), an admirer of everything Gothic, initiated a 

series of alterations (begun in 1750) on his villa at 

Strawberry Hill near Twickenham, turning it into a Gothic 

castle. This building was widely regarded as the prototype 

of Gothic Revival buildings and may be said to have sparked 

the interest in the revival of medieval particularism. 

Walpole was an aristocrat, the son of a prime minister and a 

collector of medieval antique curiosities. He was also a 

writer of medieval romantic fiction. His Castle of Otranto 
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was the first modern work of romantic fiction to depict life 

in the chivalrious Medieval Ages. This work inspired the 

later romantic novels of Ann Ratcliffe and Sir Walter Scott 

(Eastlake 1970: 34). Walpole's fondness for everything 

medieval inspired him to remodel his villa in Gothic style. 

Alterations and additions began in 1753 and deliberately 

continued piecemeal over many years, in order to heighten 

the effect of time on the sum total. The outcome was a 

building complex quintessentialy picturesque in its "Gothic" 

details, asymmetrical planning and massing. Strawberry Hill 

was well known for its curiosities, and its popularity 

helped promote the concept of Gothic Particularism. 

We have seen that as the balance of power tipped to the 

landed aristocracy, a shift of emphasis from the city to the 

country followed. Since the English nobility preferred the 

country, they wished to spend money on their country seats 

and consequently built country villas which displayed their 

intense interest in the natural landscape. The people 

occupying these villas were the same people who formulated 

the philosophy behind the landscape and the country 

dwelling. Since Gothic style was considered the 

quintessence of the picturesque, it was, so they believed, 

uniquely suited for country villas. At a time when 

classicism was at its height of glory, it is therefore not 

surprising to find men such as Walpole and Beckford turning 

to the Gothic style as the ideal expression of their living 
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environment. The Gothic mode not only appealed to those 

whose tastes desired the sublime and the picturesque, it 

also appealed to the English national pride. Gothic villas 

thus provided the first architectural impetus toward the 

movement to revive the medieval particulars in English 

architecture. 

D. SIGNIFICANCE 

Eighteenth century English aesthetic theory formed the 

antithesis of the French universal school. It wholly 

negated the universal classical ideals by advancing novelty, 

size, romantic imagery and memory as the basis of aesthetic 

pleasure. The relatively liberal political atmosphere in 

England provided a nurturing environment for the new 

philosophy. Thus the "picturesque" meant variety, surprise 

and asymmetry in garden design, as nature was to be explored 

in its local variety, naturalness and intimacy. Since 

Gothic style was synonymous with nature, Gothic elements 

appeared in the new garden designs and gradually led to 

Beckford's sublime and Walpole's picturesque Gothic 

buildings. These buildings proved medieval particularism a 

respectable alternative to the prevalent universal 

classicism, thus providing an Impetus for the movement to 

revive Gothic particulars. 



PART FIVE: 

MEDIEVALISM VERSUS CLASSICISM 
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VII 

MOVEMENT TO REVIVE THE MEDIEVAL PARTICULARS 

A. INTRODUCTION 

By the end of the eighteenth century, the stage was set 

for the revival of the medieval particulars. As yet, 

however, no architect of serious stature would consider 

Gothic as a viable style for serious building. A few events 

changed the picture: accurate scholarship on the medieval 

period, romantic novels of the late eighteenth and early 

nineteenth centuries, nationalism, individualism, a new

found religious zeal and the general romanticism of the age. 

B. PRELUDE 

In the first half of the eighteenth century, accurate 

knowledge of Gothic architecture was scarce. In an age 

dominated by the Palladian revival, general consensus held 

Gothic to be a corruption of classical styles and thus 

associated Gothic with barbarism. At this time however, 

many Gothic monuments stood in need of repair and 

consequently it was necessary to engage some of the most 

able classical architects and craftsmen for the restoration 
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process. The most striking examples were Sir Christopher 

Wren's Tom Tower at Christ Church, Oxford (1681), Nicholas 

Hawksmoor's additions to All Souls' College, Oxford (1715-

1734), and the western towers at Westminister Abbey, London 

(1735-1745). 

The pattern-book Gothic Architecture Improved by Rules 

and Proportions, published by Batty Langly in 1747, was 

intended to be a source of information on Gothic 

architecture. In this book, intended to aid builders and 

craftsmen in restoration and gothicising projects, Langly 

(1696-1751) brought together an entire collection of what he 

considered to be Gothic details. The basic state of 

confusion on Gothic and the all-encompassing power of the 

classical Orders is reflected in Langly's proposal for a new 

Order in Gothic style. These pattern books were used 

largely by amateur architects who were mainly concerned with 

Gothic style at this time. 

By the second half of the eighteenth century, 

antiquarians became increasingly scholarly in their study of 

Gothic history and the Gothic style. In this manner, 

antiquarians and publishers played a vital part in 

restoration projects of the later part of the eighteenth 

century and the early ninteenth century, as their scholarly 

publications on medieval architecture provided architects 

and craftsmen with an accurate and authentic vocabulary. 

Thus John Carter, (1748-1817) produced Views of Ancient 
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Buildings An England (1786-93) and Ancient Architecture of 

England (1795). In the Builder's Magazine, he attacked the 

uninformed restoration of Gothic edifices. Carter was among 

the first to advocate the use of Gothic style in churches. 

I must confess myself a zealous admirer of Gothic 
Architecture - affirming with confidence, nothing can 
be more in character, and better adapted to a place of 
worship, than that awful style of building, and that 
Grecian and Roman architecture should be confined to 
mansions and other structures of ease and pleasure 
(German 1973: 56). 

Later, during the Napoleonic wars, he referred to 

Gothic as "our national architecture," "the native growth of 

the Pointed Arch style amongst us" (ibid.: 58). Other 

influential publications of this time were The Architectural 

Antlguities of Great Britain (1804-14) by John Britton 

(1771-1857), An Attempt to Discriminate the Styles of 

English Architecture (1817) by Thomas Rickman, and Augustus 

Charles Pugin's Specimens of Gothic Architecture (1821-23), 

a book which spelled out the language of Gothic in detail 

for builders and craftsmen. 

C. FREEDOM VERSUS THE RULE OF LAW: ROMANTICISM AND 

THE GOTHIC REVIVAL 

C.1. ENGLAND 

From the very beginning, the taste for Gothic Revival 

was grounded in Romanticism. One avenue of romantic 

longings for the Gothic past expressed itself in the 

Romantic literature of late eighteenth and early nineteenth 
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century England, France and Germany. In the romantic novels 

of Sir Walter Scott and Ann Ratcliff, tales of adventure, 

chivalry and Idealistic love were told against a backdrop of 

medieval architecture. 

On the northeast coast of Scotland, in the most 
romantic part of the Highlands, stood a castle of 
Athlin: an edifice built on a summit of a rock whose 
base was in the sea. This pile was venerable from its 
antiquity, and from its Gothic structure; but more 
venerable from the virtues which it enclosed. 

wrote Ann Radcliffe at the end of eighteenth century 

(Addison 1967: 2). 

He approached, and perceived the Gothic remains of an 
abbey; it stood on a kind of rude lawn, overshadowed by 
high and spreading trees, which seemed coeval with the 
building and diffused a romantic gloom around (ibid.). 

In the same manner, Scott's Ivanhoe, The Abbot and 

Woodstock abound in allusions to the architecture of the 

Middle Ages. These tales excited the imagination of the 

general reader toward the romance of Gothic architecture, 

which had previously been associated with barbarism, and 

induced in them the desire to relive bygone times through 

the recreation of magical Gothic environments. 

C.2. FRANCE 

In 1802, Francois-Rene de Chateaubriand (1768-1848), 

who had spent part of his youth in England and had come 

under the influence of English theorists, published his five 

volume Le Genie du Christianisme, a great eulogy in praise 

of the Roman Catholic Church and of the fundamental 
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principles of Christianity. It told of the good deeds done 

by the Church, explained the sacraments in terms that would 

enhance their mysteries, and described the shameful state of 

neglect accorded to medieval buildings, once the scene of 

glorious religious activities. In short, this book was a 

reaction against the atheism and skepticism of the 

eighteenth century. It tried to show the goodness and 

beauty of Christianity and brought forward as its proof the 

magnificence of Gothic architecture (ibid.: 103). This 

book was consequential in bringing people back to the church 

and in focussing their attention on medieval life and 

architecture. Thus, in 1837, Chateaubriand wrote: "It is 

from this work that the present day taste for medieval 

buildings derives: it was due to my prompting that the 

people of this present century first came to admire these 

old churches..." (German 1973: 78). 

Other French literary and scholarly figures also 

supported the cause of national Gothic over the universal 

classical formulas. Montalembert (1810-1870), a Catholic 

writer and a politician who had spent part of his youth in 

England, regarded classical universals as "false, ridiculous 

and pagan" (ibid.: 79). To him, medieval art was "the most 

important manifestation of the Church" (ibid.). He 

introduced his contemporaries to native architectural 

developments in England while advocating the preservation 

and imitation of Gothic monuments. Alexandre de Laborde 
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(1761-1839) made an early attempt to preserve France's 

historical monuments and openly advocated the adoption of 

the Gothic style on the grounds of custom and local 

heritage. "It ought to be quite simple to evolve a Gothic 

style that would be more in keeping than Greek architecture 

with our customs..." (ibid.: 78). 

While advocates of Gothic architecture based their 

arguments mainly on religious grounds, in 1831 Ludovic Vitet 

(1802-1873), a politician and historian, equated the Gothic 

style with nationalism and freedom, stating that "...the 

principle of Gothic architecture is in freedom, liberty, in 

the spirit of association and comaraderie, in feelings which 

are completely native to us and national" (Addison 1967: 

109) . 

Like Chateaubriand and Montalembert, Victor Hugo spoke 

in defense of Gothic architecture. "If it is possible," 

declared Hugo, "let us Inspire in the nation a love of our 

national architecture...." This was "... one of the 

principal aims of his book; ... one of the principal aims of 

his life" (German 1973: 80). Notre-Dame de Paris was the 

fulfillment of this aim. In it, he employed a wide range of 

architectural terms to introduce Gothic architecture to his 

readers. 
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C.3. GERMANY 

In Germany, as in France and England, the initiative in 

formulating anti-universal1st ideas was assumed not by 

architects but by writers. Up to the early seventies of the 

eighteenth century, the Gothic Revival movement in Germany 

followed lines similar to that in England, namely Gothic 

Rococo and poetry, which was either whimsical and 

entertaining or melancholy. However, later in the 

eighteenth century, there was a growing sense of nationalism 

among German-speaking peoples that was guided by a reaction 

against the universalism of French civilization and the 

Napoleonic rule. This sense of nationalism found fertile 

soil in a literary movement known as "Sturm und Drang." The 

Sturm und Drang movement was composed of literary figures 

who were guided by strong feelings of patriotism, thus 

searching their German past for a basis for their ideals. 

These authors took the English ideas concerning the nature 

of the original genius and the nature of inspiration (as 

expounded by Shaftsbury and Young) to their extreme logical 

conclusion (Robson-Scott 1965: 57), 

Thus Herder (1744-1803), a German Protestant pastor and 

theologian, declared that true culture had to spring from 

native roots and not from an imitation of other cultures. 

For Herder, true culture originated with the common people, 

the "Volk," and not with the aristocracy who had been 

poisoned by contact with cosmopolitan life. The "Volkgeist" 
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or national spirit was therefore considered the expression 

of a healthy civilization, guiding it to its particular path 

of growth. As a consequence, each nation had to follow its 

own path to growth and the fulfillment of its destiny. 

Herder, a true Romanticist, advocated an anti-universalist 

position, one of passion over reason, imagination over 

rules, and original genius over imitation. He emphasized 

differences rather than similarities in humanity. This was 

a position contrary to the universalist philosophy of the 

Enlightenment as expounded by Voltaire. Voltaire and other 

theorists of the Enlightenment believed that all 

civilizations strove to attain universal ideals. 

To Herder, Shakespeare was the original genius par 

excellence (ibid.: 57-59). His exaltation of Shakespeare 

had profound implications for the Gothic Revival. As early 

as 1725, in the Preface to his Shakespeare. Pope drew an 

analogy between Shakespeare and the Gothic cathedral. "I 

will conclude by saying of Shakespeare, that with all his 

faults, and with all the irregularity of his Drama, one may 

look upon his works, in comparison to those that are more 

finish'd and regular, as upon an ancient majestick piece of 

Gothick Architecture..." (ibid.: 61). In the eyes of 

German writers, the analogy between Shakespeare and Gothic 

meant that "The same contempt for classical rules, the same 

creative energy, the same original genius had produced the 

Gothic cathedrals and the masterpieces of Shakespeare. The 
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property of sublimity, variety, organic unity were common to 

both..." (ibid.: 62). It was this understanding that 

helped "...transform the taste for medieval architecture 

from a trivial tltlllation for jaded palates into serious 

preoccupation with one of the noblest manifestations of the 

human spirit" (ibid.). 

Herder's attitude toward the Middle Ages indirectly 

influenced Goethe, who instinctively connected Herder's 

ideas on art and nature with Gothic architecture. His 

remarks concerning the merits of Gothic architecture were 

reflected in his 1772 book, Von Deutscher Baukunst. 

considered the most important document in the development of 

the Gothic Revival in Germany. In it, Goethe, overcome by 

the sight of the Strassbourg Cathedral, wrote: 

With what unlooked-for emotions did the sight surprise 
me, when I stepped before it! a sensation of 
wholeness, greatness, filled my soul; which composed of 
a thousand harmonizing details, I could savour and 
enjoy, yet by no means understand or explain. So it is, 
men say, with the bliss of Heaven. How often have I 
come back to enjoy this sacredly profane bliss, to 
enjoy the gigantic spirit of our elder brethren in 
their works. How often have I come back, to behold, 
from every side, from far and near, in every differing 
light, its dignity and glory (Pevsner 1968c: 166). 

The idea of "wholeness," "greatness," and "harmonizing 

details" enjoyed by the senses and not understood by the 

mind was indeed far from the classical concepts of 

aesthetics. Goethe expressed another romantic and anti-

classic notion, that of preference for feelings over 

intellect, as expressed in Strassbourg Cathedral: 
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In a small taste, says the Italian, and goes by. 
Childish things, babbles the Frenchman after him; and 
clicks open his snuff-box "a la Grecque," in triumph. 
What have ye done that ye dare despise! Has not the 
genius of the Ancients, rising from its tombs, chained 
thine, 0 Latin foreigner! Creeper in the mighty 
fragments to cadge proportions, cobbler of summer 
houses out of the holy wreckage, looking upon thyself 
as guardian of the mysteries of Art because thou canst 
account, to inch and to fraction, for gigantic 
buildings! Hadst thou but felt, more than measured— 
had the spirit of the masses thou gapest at come upon 
thee, then hadst thou not imitated only because they 
did it and it is beautiful. Then by necessity and 
truth hadst thou created thy designs, and living beauty 
might plastically have welled from them (ibid.: 160). 

Goethe was not interested in Strassbourg as a symbol of 

medieval religiosity. Rather, he saw this edifice as an 

artistic achievment of the German nation: "This is German 

architecture, this is ours...quickening out of the strong, 

rough German soul" (ibid.: 167). He also saw it as the 

particular expression of a single German genius, namely 

Erwin Von Steinbach. "This is his work; step in front of 

it, and recognize the profound sense of truth and beauty in 

its proportions, which stems from the workings of a 

powerful, rugged German soul in the somber and all-

pervading papist world of the 'medii aevi1" (German 1973: 

89) . 

Historically, Goethe was wrong in assuming Gothic 

origins to be German. He was writing at a time when Germany 

as a single political entity was not yet in existence. By 

being the first German to proclaim that Gothic architecture 

was of German origin, he was "The first to associate Gothic 

architecture with the awakening impulses of German 
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nationalism, as manifested in the effort of the 'Sturm und 

Drang1 to find in the German past a basis for their 

patriotic ideal" (ibid.: 84). 

While Beckford valued Gothic particularism because it 

was sublime, and Walpole considered it worthy due to its 

inherent picturesque qualities, Goethe was the first since 

medieval times to defend Gothic architecture and proclaim 

its merits as an independent form of art. This more than 

anything else aroused a sense of pride in the German Gothic 

past and in its architecture. 

Goethe's work was carried on by writers such as Ludwig 

Tieck who, although he had never seen Strassbourg Cathedral, 

showed his enthusiasm for it in his novel, Franz Sternbalds 

Wanderungen: eine altdeutsche Geschhlchte. Of all the 

German Romantic writers, Freidrich Schlegel (1772-1829) was 

perhaps most influential in arousing an interest in medieval 

architecture. He was the first member of the Romantic 

generation to devote himself seriously to medieval 

architecture. Through his travelling letters which dealt 

predominantly with medieval archtitecture, Gothic Revival 

became a permanent aspect of the Romantic movement in 

Germany (Robson-Scot 1965: 130). To Schlegel, as to 

Goethe, the merit of Gothic architecture lay in its affinity 

for and its imitation of the natural world, depicted in its 

many vegetation-inspired details. 
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Schlegel's ideas on Gothic were greatly influenced by 

the brothers Boisseree, Sulpiz (1783-1854) and Melchoir 

(1786-1851), fervent Catholics in conviction and upbringing. 

In the autumn of 1803, he met these young and extremely 

knowledgeable antiquarians in Paris, and from 1804 until 

1806 he was in contact with them in Cologne. During these 

years, Schlegel developed his interest in medieval 

architecture. While advocates of Gothic hitherto had all 

been Protestant, the Schlegel-Boisseree team approached 

Gothic as the Catholic style par excellence. They thus 

contributed to the close connection between Gothic Revival 

and the catholicizing tendencies of the German Romantic 

movement. For two centuries, universal Baroque, which had 

originated in Catholic lands, constituted a specificaly 

Catholic style (though there were many great examples of 

Protestant Baroque churches, such as Frauenkirche in Dresden 

or St. Paul's in London) and until the time of the 

Boisserees in Germany, this style was considered the natural 

vehicle for the Catholic faith and ritual. Consequently the 

Catholic approach to Gothic style was nothing short of a 

revolution in the history of taste (ibid.: 138-139). 

Sulpz Boisseree had spent his childhood in Cologne, 

where medieval churches and cathedrals formed the background 

to his childhood play. The sight of these buildings 

Instilled in him the love for medieval architecture. Later, 

in 1808, after a few years spent visiting medieval buildings 
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and collecting old German paintings, he developed the idea 

of producing the exact measurments of the unfinished Cologne 

Cathedral. Construction on this cathedral had begun in 

1248, the golden age of medieval architecture. By 1322 the 

choir was finished, and in 1560 work on the edifice ceased 

completely. Now through the efforts of Boiserree, the 

Cathedral was to be the German national monument 

commemorating freedom from the Napoleonic yoke, its 

completion a rallying point for the German national 

aspirations. In 1808, aided by other experts, he began 

preparing scaled drawings of the Cathedral; in 1813, he 

submitted the results of his undertakings to Crown Prince 

Friedrich Wilhelm in Frankfurt; restoration began in 1823. 

In 1842, King Friedrich Wilhelm, who had seen the drawings 

of the cathedral in 1813, laid the cornerstone of the new 

part of the cathedral. This event signalled the transition 

from a theoretical phase to a period of construction in the 

Gothic Revival mode. 

Until the early nineteenth century, anti-classical 

ideas had been developed primarily by literary figures. 

Beginning in the second decade of the century, architects 

were influenced by the burgeoning ideas of Romanticism. In 

1820, Christian Ludwig Stieglitz (1756-1836), an architect, 

art historian, engraver and jurist published Von 

Altdeutscher Baukunst. the first comprehensive account of 

medieval German architecture. In this book, he 
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distinguished between "The Greeks [who] consciously selected 

and arranged their architectural forms, and established laws 

which were universally binding" and the architecture of 

Gothic times, when "...fantasy came to the fore and, 

reinforced by Romanticism, led to the creation of light, 

free composition which did not require a rigid framework" 

(Germann 1973: 93). He thus viewed the medieval period as 

"Germany's golden age." 

Carl Friedrich Schinkel was perhaps the most 

distinguished German architect to contribute to the Gothic 

Revival movement. Schinkel, one of Germany's most eminent 

architects, was known primarily for his great neo-classical 

designs, Altes Museum, Neue Wache and Shauspielhaus in 

Berlin, and Nikolaikirche in Potsdam. During the 

Napoleonic Wars (1805-1815), a period of architectural 

inactivity, Schinkel painted a series of visionary 

landscapes with Gothic buildings. These buildings were 

usually intact structures rather than ruins, depicting a 

Romantic and dreamlike picture of the Middle Ages. However, 

Schinkel presented the closest bonds between Romantic 

literature and the Gothic Revival Movement through an 

unrealized architectural monument, the project for a 

mausoleum for Queen Louisa of Prussia. In the commentary 

accompanying his design, he stated that the principal aim of 

his design was "...to express the kind of friendly and 

serene view of death which Christianity, or the true 
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religion, vouchsafes to those who are dedicated to its 

service..." (ibid.: 88). He explained that universal forms 

were inadequate for expressing these particular ideas. 

"...we cannot take Greek or Roman forms, and bend them to 

our purpose" (ibid.). Schinkel found the answer in the 

particular ideas originating in the architecture of the 

Middle Ages. "And for the kind of architectural trends 

which we have to create the Middle Ages provide us with a 

few pointers" (ibid.). Schinkel described the architectural 

environment, the effect of light, materials and their 

associations that would help create a "...friendly and 

serene view of death," 

A room with a multipartite vault, whose arches are 
drawn together on freestanding columns, so designed to 
produce an impression of a palm grove, encloses a bier 
raised on a dais and decorated with all manner of 
sprouting leaves, lilies and roses.... The light 
enters through windows set in niches on three sides of 
bier; the glass is of a roseate hue, with the result 
that the whole building, which is executed in white 
marble, is bathed in a soft reddish glow (ibid.). 

Throughout his commentary, Schinkel described the 

mausoleum in Romantic terms, expressing Gothic as the 

epitome of particularism: 

1- Gothic is the expression of an idea. 
2- Gothic is the triumph of spirit over matter. 
3- Gothic is the art of the transcendental. 
4- Gothic is the specifically Christian architecture. 
5- Gothic is the specifically German architecture. 
6- The unity of Gothic is an inner and organic unity. 
(Robson-Scott 1965: 235) 
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D. GOTHIC REVIVALISM TRIUMPHS 

In October, 1834, Old Westminister Palace, the seat of 

the English parliament, burned down. A commission was set 

up to undertake the building of a new House of Parliament. 

In June, 1835, the parliamentary committee announced a 

competition for a new building to be erected on the site of 

the Old Westminister Palace. Because of the historical 

Importance of the old palace, and because surviving parts of 

the palace had to be incorporated into the new design, the 

new palace had to be designed in either Gothic or 

Elizabethan style. In consequence, the selection process 

became mired in controversy. A bitter debate raged between 

universalists who favored a classical solution and 
I 

particularists who favored a Gothic Revival design. The 

committee advocated the latter, basing its opinion on 

nationalism and a false notion of the origins of Gothic 

style rather than on architectural suitability. "The 

peculiar charm of Gothic architecture is in its 

associations; these are delightful because they are 

historical, patriotic, local and intimately blended with 

early reminiscences" (German 1973: 67). 

A design combining a classical plan with Gothic 

details, submitted by Charles Barry (1795-1860), a 

Renaissance Revivalist, won the competition. Barry was 

assisted by A. W. N. Pugin (1812-1852), a superb draftsman 

with considerable knowledge of medieval architecture and 
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details. The competition was a monumental victory for the 

Gothic Revival Movement. Gothic had been used previously 

for domestic architecture and churches and had been admired 

primarily for its picturesque qualities. The new parliament 

building, however, was a monument of great civic importance 

and its construction elevated Gothic Particularism to one of 

the principle styles of the nineteenth century. 

E. SIGNIFICANCE 

Nineteenth century revival of medieval particularism 

was aided by the following forces: 

1. Scholarly investigations of the origins of Gothic 

architecture in the second half of the eighteenth and the 

early nineteenth centuries. 

2. English romantic tales stirring in the reader a 

longing for the Gothic past. 

3. A reawakening of religious zeal, as both Catholic 

and Protestant camps lay claim to Gothic. 

4. The romantic notion of elevating individual genius 

over imitation, feeling over intellect and imagination over 

rules. 

5. Nationalistic impulses, as every country rightly or 

wrongly claimed Gothic as its national style. 

6. Literary figures initiated and developed romantic 

ideas advocating the adoption of Gothic particularism. 

These ideas later permeated architectural thoughts, as well. 



Gothic revivalism witnessed its great triumph with the 

parliament building in England. 
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VIII 

PARTICULARISM, FANATICISM, MORALITY, SOCIAL REFORM 

AND THE CAUSE OF GOTHIC REVIVAL IN ENGLAND 

A. INTRODUCTION 

By 1834, the year of the burning of the English 

Parliament, the era of the Industrial Revolution had already 

come to a close. However, the impact of its social and 

environmental ravages was beginning to be felt everywhere. 

The balance that had existed between Man and the natural 

world since the dawn of civilization, in which nature 

dictated the limits of Man's acomplishment, was radically 

overthrown. Man was gaining control over some aspects of 

nature through his inventions. At the same time, he was 

losing all traditional ties to his handiwork, to nature and 

to himself. With the advent of the Industrial Revolution, 

Man began the process of transformation, turning into what 

Paul Riceour called a "universal contrivance" (Riceour 1965: 

272). The following chapter deals with three English 

critics who, rejecting both classical universals and modern 

industrialism, advocated the adoption of Gothic architecture 

- often for contradictory reasons - and called for a 

complete return to a medieval way of life. 
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B. THE ENGLISH MORALISTS 

B.l. A. W. N. PUGIN 

Augustus Helby Pugin, architect, designer in decorative 

arts and critic, was one of the most influential 

architectural theorists of the ninteenth century. Pugin1s 

father, Augustus Pugin, was a French nobleman who had been 

exiled during the French Revolution. The elder Pugin was 

known as a leading draftsman of Gothic architecture and was 

an editor of illustrated books on the Gothic. During his 

early years, young Pugin helped his father with his 

publications. At age fifteen, he was designing furniture 

for Windsor Castle and stage sets for a London theater. The 

elder Pugin passed both his skills in Gothic delineation and 

his love of medievalism to his son. 

Though raised in a Protestant family, in 1834, while 

helping Barry with his competition design for the House of 

Parliament, the younger Pugin converted to Catholicism, the 

religion of his French ancastors. This conversion caused 

his short career (from 1834 until his death at the age of 

forty in 1852) to be colored by a passionate zeal for 

militant Catholicism. Through his buildings, and more often 

through his fanatical character, his books, his satire and 

his criticism of the architectural and social establishment, 

Pugin was resposible for firing up the imaginations of those 

associated with the Gothic Revival Movement. In turn, he 
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clamoured for the adoption of a complete medieval way of 

life, including its architecture. 

In Pugin's first book, a satirical monograph entitled 

Contrasts (1836), he compared life and architecture in an 

idealized Gothic era with what he depicted as a cruel, 

cluttered, industrial modern world, a world without soul or 

morality. The decline in morals was considered responsible 

for the decline in the spiritual and physical qualities of 

life. Comparing architecture since the Renaissance with 

that of the Middle Ages, he found that "...the wonderful 

superiority of the latter must strike every attentive 

observer" (Pugin 1969: 1). He agreed with Vitruvius 

"...that the great test of Architectural beauty is in the 

fitness of design to the purpose for which it is intended" 

(ibid.). 

Claiming that the true Christian architecture was that 

of the Middle Ages, a time when Catholicism, the true 

Christian belief, guided architects and society, Pugin 

lamented the spread of universal classical architecture. 

He pointed out that "The triumph of these new and degenerate 

ideas over the ancient and Catholic feelings, is a 

melancholy evidence of the decay of faith and morals at the 

period of their introduction..." (ibid.: 13). These "new 

and degenerate" ideas, were none other than "Protestantism 

and Revival paganism.... The ravages of former were carried 

on by plunder and violence; the inroads of the latter by 
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pretended improvement and classic restoration" (ibid.). 

There was, therefore, an antithesis between Christianity as 

exemplified by Catholicism or Gothic, and Paganism as 

exemplified by Protestantism and its architectural 

manifestation, universal classicism. 

The heart of Pugin's book was a series of etchings 

comparing the architecture of a fifteenth century English 

town with the same town in the ninteenth century. The focus 

of the medieval city was the great Gothic cathedral; the 

entire city was dominated by Gothic spires. In the 

foreground were open spaces, a church and medieval houses. 

The town was protected by a typical medieval wall and was 

guarded by a river. In contrast, the modern early 

industrial town was dominated by smoke stacks spewing smoke 

from the belly of factory buildings, their grid-lock window 

patterns staring at the viewer. The foreground was 

dominated by a prison and a plant. The old Gothic church 

was in a ruinous state, symbolic perhaps of a decayed 

Christianity; at the same time, a classical church protruded 

from the right side of the picture. Where the medieval town 

was enwrapped in a pleasing harmony, the modern town was 

engulfed in a disquieting tension, in a state of disarray. 

In another etching, entitled "Contrasted Residences for 

the Poor," the brutality of the modern world was reflected 

in the way the poor were housed in a jaillike building, 

treated with brutality by the master and fed a poor diet. 
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Even in death, Pugin informed us, the poor cannot escape the 

abuses of the modern world, as their corpses ended up on a 

medical student's table for dissection. In contrast, 

medieval man was shown as poor in worldly riches but not 

down and out like the ninteenth century poor. Medieval man 

appeared dignified and self assured, God's child living in a 

God-fearing and harmonious society guided by Christian (i.e. 

Catholic) beliefs. This society tended to the spiritual as 

well as material needs of its constituents. 

In both centuries, architecture played a crucial role. 

Architecture in Pugin*s century was depicted as cold, blank, 

Impenetrable and jail-like, with the signs and symbols of 

the universal classicsism signifying fear, brutality and the 

tyranny of power. Alternately, medieval architecture was 

presented as creating a reassuring environment where 

courtyards, church building and dormitories played hand in 

hand with patches of agriculture and nature to create a 

totally harmonious environment in which love and benevolence 

were bestowed upon Man by the "grace of God." 

Pugin was the first theorist to introduce the concept 

of morality into architectural criticism. According to him, 

good architecture, i.e. Gothic architecture, was only 

possible in a society that was pious and which adhered to 

high moral standards set by Christianity (i.e. Catholicism). 

He was one the first architectural theorists to take notice 

of the horrors caused by the Industrial Revolution. His 
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attraction to Gothic Particularism was thus, in part, a 

reaction to the environmental chaos which resulted from the 

early industrial expansion in England. His method of 

dealing with the new problems created in the modern world 

was, however, escapist. 

Like all fanatic fundamentalists who advocate a return 

to the dead past due to their inability to deal with the 

present, Pugin advocated a "return" to an earlier era in 

history, an era envisioned as a dream-world where everything 

was harmonious and good. In this case, that dream-world was 

the medieval era. In reality, a medieval European town, far 

from an ideal living place, was frequently dark, airless, 

unsanitary, a breeding ground for disease. Medieval society 

was autocratic and superstitious. But the mind of a 

reactionary sees things in absolute terms. It was this 

simplistic way of looking at the world "...that fired the 

Victorian Gothicists Butterfield, Street, Pearson, and 

Bodely: Christian architects creating a Christian soiciety 

with Christian buildings, school, colleges, parsonages, 

convents, and churches" (Middleton and Watkin 1980: 321). 

In The True Principles of Pointed or Christian 

Architecture, published in 1841, Pugin objected to 

classical architecture on environmental grounds. 

In the first place, what does an Italian house do in 
England? Is there any similarity between our climate 
and that of Italy? Not the least. Now I will maintain 
and prove that climate has always had a large share in 
the formation of domestic architecture, and the Italian 
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Is a good illustration of the truth of this remark. 
The apertures are small; long colonnades for shade, and 
the whole building calculated for retreat, and 
protection from heat; the roofs are flat in pitch, from 
absence of heavy snow, and plan and outline are both 
suited to the climate to which the architecture 
belongs. But we demand in England the very reverse of 
this for comfort (Pugin 1841: 55). 

This is perhaps his most sensible argument. None can refute 

his contention that architecture must respond to its local 

climatic conditions. 

Pugin additionally objected to classical architecture 

because he thought it was not in line with English national 

identity. "We are not Italians, we are Englishmen. God in 

his wisdom has implanted a love of nation and country in 

every man..." (ibid.: 56). He insisted that "...national 

feelings and national architecture are at so low ebb, that 

it becomes an absolute duty in every Englishman to attempt 

their revival" (ibid.: 57). 

B.2. JOHN RUSKIN 

Pugin*s ideas about ethics in architecture and his zeal 

for the Gothic Revival were further popularized by John 

Ruskin (1819-1900). Ruskin was brought up in a hermetic 

environment. His mother was puritanical about his 

upbringing, a factor which, together with his religious 

background, caused him to be earnest in his beliefs. He 

travelled widely, made drawings of architectural details and 

disseminated his idea through lectures and books on art and 

architecture. In disassociating Gothic from Roman 
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Catholicism, he popularized, or, to use Kenneth Clark's word 

"disinfected," the cause of Gothic Revival (Clark 1962: 

196) . 

Most of Ruskin's ideas on art, architecture and life, 

expressed in The Seven Lamps of Architecture (1849) and in 

an essay entitled "The Nature of Gothic" in Stones of Venice 

(1853), had already been put forward by Pugin and by German 

Romantic writers such as Schlegel and Goethe. However, 

Ruskin differed from them in the way he fused these ideas 

with the social criticism of industrialism that had been 

generated by the economic crisis of the 1830's and 1840*s 

(Swenarton 1989: 18). Ruskin's The Seven Lamps of 

Architecture was perhaps the ultimate blow to the Vitruvian 

universal theories. The Lamps of Sacrifice, Truth, Power, 

Life, Memory, and Obedience were moral and spiritual, and 

were closely associated with the natural world. Only the 

Lamp of Beauty was associated with aesthetics. 

Ruskin faced nineteenth century materialism, as 

manifested in industrial expansion and its consequent social 

and environmental problems, with extreme contempt. 

According to Ruskin it was Man's handiwork that could make 

him happy and noble. That nobility and felicity would in 

turn be reflected in the final product. "The delight with 

which we look on the fretted front of Rouen Cathedral 

depends in no small degree on the simple perception of time 

employed and labour expended in its production" (ibid.: 
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19). He therefore looked upon industrialism as a force that 

degraded workers. The intellectual and emotional state of 

workers would eventually be reflected in their finished 

product. If workers were happy performing tasks, their 

handiwork would be beautiful. "All our pleasure in the 

carved work... results from our consciousness of its being 

the work of poor, clumsy, toilsome men. Its true 

delightfulness depends on our discovering in it the record 

of thoughts, and intents, and heart-breakings - of 

recoveries and joyfulnesses of success..." (ibid.). Or 

"...so long as men work 'as' men, putting their heart into 

what they do, and doing their best, it matters not how bad 

workmen they may be" ( Pevsner 1972: 148). 

Thus, the aesthetic merits of a building rested not on 

the predetermined mathematical proportions of its parts and 

the whole, but were the results of human handiwork, as it 

was shaped and created, with all the imperfections that were 

part of its process. Like Pugin, Ruskin found the Medieval 

Period an idealized time when the worker was Christian and 

his art virtuous and pious, a reflection of Christian 

values. He differed from Pugin in the denominational 

aspects of his views, for he was Evangelical rather than 

Catholic. 
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B.3. WILLIAM MORRIS 

Ruskln's Reformist ideas were actively pursued by 

William Morris (1834-1896), a socialist and a social 

reformer. He lived through the industrial and imperial 

expansion of the Victorian era, and therefore he witnessed 

the environmental and human degradations caused by a society 

built upon the concepts of materialism and utilitarianism. 

Thus rebellion against, and the reform of, modern 

civilization became his lifelong crusade. Since the 

creation of architecture always involved the contribution of 

many talents, and likewise since the final product was used 

by many, architecture was to Morris an art "...made by the 

people for the people as a joy for the maker and the user" 

(Lippman and Harris 1984: 44). This happiness, however, 

was not shared by the majority of workers. Thus Morris saw 

...the greatest of all evils, the heaviest of all 
slaveries; that the evil of the greater part of the 
population being engaged for by far the most part of 
their lives in work, which at the best cannot interest 
them, or develop their best faculties, and at worst 
(and that is the commonest, too) is mere unmitigated 
slavish toil... (ibid.). 

Art and life, he concluded, must be one in order for 

man to create a healthy environment. 

Yet I repeat that the chief source of art is man's 
pleasure in his daily necessary work, which expresses 
itself and is embodied in that work itself; nothing 
else can make the common surroundings of life 
beautiful, and whenever they are beautiful it is a sign 
that men's work has pleasure in it.... It is the lack 
of this pleasure in daily work which has made our towns 
and habitations sordid and hideous, insult to the 
beauty of the earth which they disfigure... (ibid.). 
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Like Ruskin, Morris hated the Renaissance and 

considered it not a rebirth but a "death sickness" because 

it was the Renaissance which "first... imposed slavery on 

us" (Pevsner 1972: 279). He thought that Roman art and 

architecture represented the "...hideous greed of the 

capitalist landowners" (ibid.). Furthermore, buildings such 

as St. Peter and St. Paul in London were to him "The very 

type... of pride and tyranny, of all that crushes out the 

love of art in simple people" (ibid.). He objected to the 

schizophrenic division of labor in the modern world, because 

he believed this division destroyed the unified fabric of 

life and work that had once been the essential feature of 

the medieval society. This was, of course, the beginning of 

specialization, a time when distinctions were drawn between 

worker and artist, work and art, designer and builder. 

It was also a time when new machines began to 

outperform man. As a result, things were not crafted by 

men. Rather, they were the products of efficient machines 

with men acting as their keepers. This engagement in 

meaningless tasks alienated Man from himself by removing him 

from direct involvment with the fruits of his labor. The 

effect, as Karl Marx had pointed out and as Morris would 

agree, was division. "It is not only the labour that is 

divided, sub-divided and portioned out betwixt divers men: 

it is the man himself who is cut up, and metamorphosed into 

the automatic spring of an exclusive operation" (Singleton 
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1984: 58). Morris saw the salvation of architecture in the 

revival of the crafts. 

Noble as that art is by itself, and though it is 
specially the art of civilization, it neither ever has 
existed nor ever can exist alive and progressive by 
itself, but must cherish and be cherished by all the 
crafts whereby men make the things which they intend 
shall be beautiful and shall last somewhat beyond the 
passing day. It is this union of the arts, mutually 
helpful and harmoniously subordinated one to another 
which I have learnt to think of as architecture 
(Pevsner 1986c: 110). 

Morris's had his ideas of craft, respect for history 

and love for nature combined in a house at Bexley Heath, 

Kent, designed by Philip Webb (1831-1915). Built out of red 

brick, the two-storey Red House, with its L-shaped plan and 

high-pitched red tiled roof became the forerunner of 

regional domestic architecture in England, heralding the 

works of William Eden Nesfield and Richard Norman Shaw. 

According to Kenneth Frampton, "The whole exuberant 

unfolding of the English Free Architecture movement, from 

the eccentricities of A.H. Mackmurdo and C.R. Ashbee to the 

refined professionalism of Shaw, Lethaby and C.F.A. Voysey, 

may be said to have had its origin in the Red House" 

(Frampton 1980: 44). 

C. SIGNIFICANCE 

With William Morris, the debate between classical 

universalism and Gothic Particularism came to a close. We 

have discussed three critics who, shocked by the 

consequences of the Industrial Revolution and the emergence 
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of the modern industrial world, advocated a return to a 

medieval way of life and to its architecture. Their 

reasoning, however, was varied and contradictory, sometimes 

mired by fanaticism and often based on fiction. They blamed 

the destruction of Medievalism on the Renaissance, just as 

proponents of the latter had blamed the former for the 

destruction of the ancient virtues. By the end of the 

century, however, it became apparent to Morris that going 

back in time was an impossibility; the revival of Gothic 

particularism as a style was as likely as the revival of a 

corpse. A by-product of the movement, on the other hand, 

was the establishment of the validity of local circumstances 

as equally if not more important than universal 

circumstances. 
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PART SIX: 

THE DECLINE OF CLASSICISM AND DAWN OF A NEW INDUSTRIAL AGE 
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IX 

NINTEENTH CENTURY REVIVALISM 

A. REVIVAL OF CLASSICAL PROTOTYPES 

Architects of the nineteenth century for the most part 

rejected the new industrial materials and processes and 

therefore, classical models remained their favored choice. 

These ideals were reflected in some of the most visible 

architectural projects in Europe and America throughout the 

century. Thus, there were allusions to the Pantheon 

(University of Virginia, 1804-17, by Thomas Jefferson), the 

Parthenon (Valhalla near Regensburg, 1830-42, by Leo Von 

Klenze), Propylaea of Athens (project for Downing College, 

1806, by W. Wilkins), and the atrium of Pompeian houses 

(Belsay Hall, 1806-17, by John Dobson). 

Later, nineteenth century Europe saw an explosion of 

new buildings with newly emerging functions, compensating 

for a rapid rise in population (from 266,000,000 in 1800 to 

420,000,000 in 1900) (Mignot 1984: 7). New materials, the 

products of modern industrial processes, offered new 

possibilities for producing buildings more quickly and 

economically. New building methods and materials brought 

the first serious challenge to the validity of classical 
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unlversalism which it had faced since its Renaissance 

beginnings. 

B. ECLIPSE OF UNIVERSAL CLASSICISM 

By the second decade of the twentieth century, 

reference to classical antiquity had lost its validity as a 

model representing universalism. This was due to several 

factors. First, new complex functions, i.e., high-rise 

buildings, factories and covered markets, demanded the use 

of new materials and of advanced engineering principles 

developed in the nineteenth and early twentieth centuries. 

Second, all the possibilities of an architecture based on 

classicism seemed to have been exhausted by the end of the 

nineteenth century. 
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X 

THE RISE OF A GLOBAL UNIVERSALISM BASED ON MODERN 

INDUSTRIAL PROCESS 

The new avant garde movements, Art Nouveau, Futurism, 

Constructivism and the Modern Movement advocated a complete 

break with the past. The Modern Movement, reacting to the 

historicism of past practices, attempted to embrace the 

fruits of the Industrial Revolution. It thus advocated an 

architecture of simplicity based on functional efficiency 

and optimized industrial production, thereby giving rise to 

the universalism of modern industrial technology. This 

resulted in a new ahistorical universal architecture which 

has lasted throughout the twentieth century. The dimensions 

of this new universal architecture far exceeded those of the 

previous ones. While it took two hundred years for the 

Renaissance to reach England, aided by global means of 

communications, ideas now disseminated instantly around the 

world. Thus, a few years after its inception in the 1920's, 

the "International Style" assumed universal status. After 

the Second World War, a universal architecture based on the 

functionalist tenets of the Modern Movement spread across 

the globe. 
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Adopting a simplistic approach to the integration of 

technology and architecture, function and efficiency, 

interpretation of the past and vision of the future, modern 

architecture was based on a set of abstract geometrical 

principles and consequently responded to a narrow range of 

concerns. Much as Laugier, Rondelet and Durand had 

advocated in the eighteenth century, the new universalism 

emphasized function and structure while ignoring more humahe 

aspects of life such as tradition, culture and local forces. 
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CONCLUSION 

In retrospect, we may say that throughout European 

architectural history, universalism and particularism, have 

been at the opposite ends of a pendulum. With each swing, 

universalism has spread further; at present, it is a global 

phenomenon. This is an indication of the force of the 

universality of humankind. 

Without an awareness of one's universality, one is a 

victim of prejudice, narrow-mindedness and fanaticism. 

However, we are also products of small-scale, local 

conditions; deprived of roots, we would remain irrelevent to 

circumstances particular to our place and time. The analogy 

of people in a family illustrates the point. Every member 

of a family has a first name and a special identity. On the 

other hand, all members share a last name and exhibit 

certain common family traits. Thus, we can consider the 

particulars as the first name and the universals as the last 

name. 

It is, therefore, self-evident that human beings and 

their expression of a place on earth, their architecture, 

must bear the imprint of both the universals and the 

particulars. We must think universally and yet respond to 

the particulars of our situations. In this age of 
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globalism, we must seek universal ideals valid to all 

humanity. The universals of the past (classicism, for 

instance) were grounded in local mythologies, thus 

culturally confined to limited segments of the world 

population and not of relevence to today's global 

civilization. Our universals must define our relationship 

to each other and to our natural environment in wholly new 

terms. 

Two points come to mind: an awareness of the delicate 

balance sustaining life on this planet; and, a careful and 

responsible use of humanity's intellectual achievements. 

The first point cultivates an appreciation of the universal 

laws of nature which transcend artificial political 

boundaries; the second permits science and technology to 

serve all humanity in a responsible manner. 

This returns us to the question posed by Paul Riceour, 

of "... how to become modern and to return to sources; how 

to revive an old, dormant civilization and to take part in 

universal civilization" (Ricoeur 1961: 277). The question 

is not from which to choose. Rather, the question remains 

how to balance the universals and the particulars in order 

to be part of yesterday, today and tomorrow. 
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