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Weather Architecture

Weather Architecture further extends Jonathan Hill's investigation of authorship by recognising the creativity of the weather. At a time when environmental awareness is of growing relevance, the overriding aim is to understand a history of architecture as a history of weather and thus to consider the weather as an architectural author that affects design, construction and use in a creative dialogue with other authors such as the architect and user.

Grounding environmental awareness in historical understanding, Weather Architecture emphasises that a critical investigation of the past can be a catalyst to creativity, and recognises the emergence of a hybridised weather that is industrial and electromagnetic as well as natural. The evolving relations between architecture and weather are a means to encourage buildings that co-exist with their immediate and wider environments and acknowledge time, decay and change.

Environmental discussions in contemporary architecture tend to focus on the practical or the poetic but here they are considered together. The analysis of weather's effects on the design and experience of specific buildings and gardens is interwoven with a historical survey of changing attitudes to the weather and climate in the arts, sciences and society, which integrates architecture's relations to the weather into a wider discussion of cultural and social influences on architecture and leads to a critical re-evaluation of contemporary responses to climate change.


An architect and architectural historian, Jonathan Hill is Professor of Architecture and Visual Theory at the Bartlett School of Architecture, UCL, where he directs the MPhil/PhD Architectural Design programme. Jonathan is the author of The Illegal Architect (1998), Actions of Architecture (2003) and Immaterial Architecture (2006), editor of Occupying Architecture (1998) and Architecture-the Subject is Matter (2001), and co-editor of Critical Architecture (2007).
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Weather And Climate

This book has been in my thoughts for many years. Growing up in the south-west of England, contemporary mythologies presented the landscape as largely docile, bucolic and benign. Writing at the cusp of the twentieth century, Thomas Hardy's fictional Wessex offered an alternative and more convincing rural tradition in which the weather was a complex protagonist in events. But Hardy's novels differ from Weather Architecture in that they fatalistically focus on weather's influence on people, while this book is concerned with the interdependence of nature and culture and considers urban as well as rural life.1 To oil the wheel of polite conversation, the English mention the weather incessantly. But here, as in many countries and continents, the weather, as a phenomenon and a metaphor, is also a means to explore and engage the relations between nature and culture, time and space, and life and death.

1 for example, Hardy, The Woodlanders, pp. 367–385, when stormy weather divides the principal characters, Grace Melbury and Giles Winterborne, who dies as a consequence.

The name given to atmospheric conditions closer to the earth's surface, the weather results from differences in air pressure and temperature, which the atmosphere attempts to redress.2 This book considers climate as well as weather but its principal focus is everyday experience so that environmental awareness is informed by context and history. Weather and climate differ in duration and scale. Unlike the weather, which we can see and feel at a specific time and place, we cannot directly perceive climate because it is an idea aggregated over many years and across a region.

2 The atmosphere's five layers are the outer exosphere, thermosphere, mesosphere, stratosphere and inner troposphere.


Weather, Architecture And Authorship

Its supposed opposition to weather, which represents a physical and psychological threat, has often been used to define architecture. Banister Fletcher writes that ‘Architecture … must have had a simple origin in the primitive efforts of mankind to provide protection against inclement weather, wild beasts and human enemies.’3 As I question its opposition to architecture, the weather is a means to reconsider architectural authorship, which is the underlying theme of all my research. In The Illegal Architect, 1998, and Actions of Architecture, 2003, I state that architecture is an experience as well as an object or space.4 Consequently, I conclude that architecture is made by use as well as by design and state that the user can be as creative as the designer. Arguing that user creativity should be a central concern of architectural design, I also recognise that use may involve design, and vice versa. In Immaterial Architecture, 2006, I focus on the perceived absence of matter more than the actual absence of matter in order to devise further means to explore the creativity of the designer and the user, which may be complementary or conflicting. The user decides whether architecture is immaterial. But the architect, or any other designer, devises material conditions in which that decision can be made. Emphasising that architecture is not just conventional building fabric, Immaterial Architecture concludes with an ‘Index’ of thirty architectural ‘materials’ that can be perceived as immaterial, such as condensation, glass and rust.5 Weather Architecture further extends my investigation of authorship by identifying the weather as a creative architectural force alongside the designer and user. Although I acknowledge the influence of the client, contractor and engineer, the relations between the designer, user and weather are the focus of this book.

3 Fletcher, p. 1.

4 Architecture is also a subject, discipline and practice. Hill, The Illegal Architect, p. 34; Hill, Actions of Architecture, pp. 63–89.

5 Hill, Immaterial Architecture, pp. 79–200.


The Picturesque And Romanticism

Grounding environmental awareness in historical understanding, Weather Architecture begins in the Enlightenment, recognising its influence on subsequent and present-day attitudes to the weather and climate. Empiricism was the principal British contribution to Enlightenment theory. The concern for experience gave new attention to subjectivity and the natural world, so that one became a means to discover the other. Reconfiguring the relations between nature and culture stimulated an expanded understanding of architectural authorship. The aloof and individual authorship of the Italian Renaissance emphasised the artistic and intellectual creation of an architect who was in command of drawing and distant from the construction site. In the eighteenth century an alternative conception of the architect acknowledged a new type of design and a new way of designing that valued the ideas and emotions evoked through experience and recognised the creative influences of the weather as well as the user. No longer was architecture a cohesive body of knowledge based on universal ideas. Instead, ideas were provisional, changeable and dependent on experience at conception, production and reception. The changing weather became synonymous with changing perception and was considered to be as exceptional as the imagination. Consequently, the eighteenth century recognised not only the effects of nature on people, and vice versa, but also weather's role as an architectural author.

Marking a significant transformation in design practice, these principles were first combined in the early eighteenth-century picturesque garden. One of the main aims of this book is to redeem the picturesque from the unfortunate connotations of its name. Frequently dismissed as superficial and indulgent, the picturesque is assumed to be solely concerned with appearances and largely ignorant of social, cultural and political questions. The picturesque is a deceptive term because it does not readily acknowledge the importance of the senses and the seasons to experience, understanding and the imagination in the eighteenth-century garden. In a significant design innovation, the picturesque gave new emphasis to the environment, exploring human activity in dialogue with an evolving natural world. Just as the daily weather was part of a larger weather pattern, the picturesque garden was a means to engage the social as well as the subjective. History, politics, love and death were all represented and discussed among garden glades and monuments.

The attention given to subjectivity inevitably and increasingly led to questions of mortality. For the self-aware and questioning mind, the seasons drew attention to the past, present and future. In the picturesque garden, time was tangible in plants and trees and represented in monuments and buildings, which were also seen to age. Weathering and decay were acknowledged and even celebrated. Equating the seasons of a garden to the seasons of a life, references to impending winter, and death, were indicative of delights made sweeter because they were fleeting. In the picturesque, architecture became temporal. Rather than a complete and timeless object, a garden building was understood as an incident in an environment with which it conversed. Establishing a profound influence on subsequent centuries, environmental awareness became central to the architectural imagination. The dialogue between architecture and weather is a means to encourage buildings that coexist with their immediate and wider environments and acknowledge time, decay and change.

Alongside a re-evaluation of the picturesque, a reassessment of romanticism is a further aim of this book. The term ‘romantic’ is often applied pejoratively, suggesting disengagement and retreat from contemporary concerns. Instead, collaborations and conversations between painters, poets and scientists characterised early nineteenth-century romanticism, which accommodated intellect as well as emotion, and was not indifferent to reason. For example, rather than a retreat to nature, J.M.W. Turner's romanticism fully acknowledged the complexity of his time, its climate and weather.


Picturesque And Romantic Modernism

Analysing attitudes to a changing environment, Weather Architecture identifies a picturesque and romantic thread that began in the eighteenth century and was revived in the mid-twentieth century as a means to reconsider and reconfigure modernist architecture. Modernism has often been associated with progress. But in the twentieth century as well as the eighteenth, a critical understanding of the past was a catalyst to creativity. Architects looked to the past to imagine the future, studying an earlier architecture not to replicate it but to understand and transform it, revealing its relevance to the present. Critical of modernist disregard for cultural, social and geographic differences, designers and writers drew attention to the picturesque and romanticism in order to question one modernism — international, mechanical and insensitive — in favour of another — local, emotive and environmentally aware.

Precedents for modernism's rationalising tendencies can be identified in the Enlightenment as well as the scientific management of labour on the factory floor. Although technocratic modernism has received much criticism, many of its principles remain in architectural discourse and practice, significantly because of the demands of an increasingly structured building industry and architects’ need to identify specific expertise in defence of their status. The architect as problem solver is one such, largely unquestioned principle, which favours solutions that are widely applicable and reduces nature-culture relations to a merely technical concern. Architects refer to climate more often than weather because it is representative of a norm. Enforcing the assumption that architecture is opposed to weather, architects adopt climatic performance as a reassuring model for design, presenting a consistent and comfortable environment as an ideal. As early as 1915 Le Corbusier proposed a universal ‘neutralising wall’ to isolate inside from outside and guarantee a stable internal temperature. In architectural discourse this tradition is eloquently expressed in Reyner Banham's The Architecture of the Well-tempered Environment, 1984.6 Even when the architect's design approach is more poetic, the architect as problem solver often prevails because of the need to identify precise skills that generate economic, social and cultural benefits for the client, user and architect. Architectural publications often reflect this prejudice, presenting the architect as a creative and skilful environmental manager. Questioning the narrowly technocratic notion of the architect as problem solver and moderator of climatic performance, this book offers an alternative model of architectural authorship that allows for a wider and more discursive engagement with a range of issues and values. In Weather Architecture, the relationship between architecture and the environment is one of mutual dependence, which requires the architect to develop a subtle and complex understanding of time and context, accept the inevitability of unexpected change and acknowledge weather's creative influence.

6 First devised for the Villa Schwob, La Chaux de Fonds, 1915. Refer to Le Corbusier, Precisions, pp. 65–66; Banham, The Architecture of the Well-tempered Environment, pp. 156–163.


A History Of Weather

The detailed discussion of buildings and gardens is the focus of my research method. I also consider the ideas, images and opinions of architects, artists and theorists because my concern is the design as well as the experience of architecture, in particular how an awareness of users' creativity may inform designers' creativity, and vice versa.

In giving particular emphasis to architecture as an experience and focusing on the weather's contribution to perception and understanding, the picturesque initiated an influential architectural environmentalism. The first five chapters consider the work of William Kent, John Soane and J.M.W. Turner so as to analyse and categorise picturesque and romantic attitudes to the environment at a time when science and industry were transforming society. As industries multiplied, the weather increasingly became a hybrid of the artificial and the natural, while perception was mediated through devices such as the Claude Glass. To cast this history in a more contemporary light, and discuss the appropriation and translation of picturesque and romantic principles, the following four chapters focus on Ludwig Mies van der Rohe, Alison and Peter Smithson, Sverre Fehn and Sigurd Lewerentz, and Derek Jarman. Specific influences are discussed in detail, such as Mies's debt to Karl Friedrich Schinkel. As in my previous books, I consider architects and other architectural designers, noting that the architectural profession does not have a monopoly on innovative design. Consistent with the picturesque and romanticism, each of my protagonists acknowledged the weather as a significant authorial voice that complemented his or her own, albeit to varying degrees. Each of them recognised a different atmosphere, reflecting specific aspects of an emergent hybridised weather that was becoming increasingly industrial, electromagnetic and radioactive as well as natural.

Environmental discussions in architecture tend to focus on the practical or the poetic but my aim is to consider them together. Rather than investigate architecture's relations to the weather in isolation I integrate them into a wider discussion of cultural and social influences on architecture. My analysis of weather's effects on the design and experience of specific buildings and gardens is interwoven with a historical survey of changing attitudes to the weather in the arts, sciences and society, which leads to a critical re-evaluation of contemporary responses to climate change. At a time when environmental awareness is of growing relevance, my overriding aim is to understand a history of architecture as a history of weather and thus to consider the weather as an architectural author that influences design, construction and use in a creative dialogue with other authors such as the architect and user.
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Introduction

The new reverence given to subjectivity and nature in the eighteenth century, and the association of one with the other, encouraged a new type of design and a new way of designing, which valued the ideas and emotions evoked through experience. The early eighteenth-century picturesque is the subject of this chapter and William Kent is its central figure. The chapter is organised into three interconnecting sections, each with a specific theme, which together consider the ideas and places that informed the picturesque. The first, ‘Magnificence Beyond the Formal Mockery of Princely Gardens’, addresses the philosophical, cultural and political contexts to the ‘natural’ garden in eighteenth-century England, which gave special attention to weather as a means to discover the qualities of a person and a place. The second, ‘Signor Kentino’, discusses the Roman and Italian influences that Kent translated for an English climate. The third, ‘More than Picturesque’, analyses the origins of the term and questions its appropriateness to the early eighteenth-century English garden. Concluding my investigation of the early picturesque, Chapter 2 provides a detailed study of Kent's garden at Rousham, Oxfordshire.


Magnificence Beyond The Formal Mockery Of Princely Gardens


The Natural Light of Reason

Beginning in the mid-seventeenth century and extending into most of the subsequent century, the Enlightenment — the natural light of reason — was founded on the assumption that humanity and nature are subject to the same laws of divine reason, can be understood by reason and progress by reason. The principal British contribution to Enlightenment theory was empiricism, which promoted reason but made it specific rather than generic. The term is derived from the ancient Greek term for experience: empeiria. Empirical investigation was applied extensively, notably to the operations of the mind. In An Essay concerning Human Understanding, 1690, John Locke describes diverse peoples and beliefs to support his assumption that knowledge, personality and morality are acquired not innate. He concludes that the mind begins as a ‘White Paper’, an empty cabinet, which experience furnishes with understanding.1

1 Locke, An Essay concerning Human Understanding, bk. 2, ch. 1, p. 104. Refer to Davies, A History of Europe, p. 598; Porter, Enlightenment, p. 9.

External, Material things, as the Objects of SENSATION; and the Operations of our own Minds within, as the Objects of Reflection, are, to me the only Originals, from whence all our Ideas take their beginnings.2

2 Locke, An Essay concerning Human Understanding, bk. 2, ch. 1, p. 105.


Associating illumination with understanding, Locke gives special attention to vision but acknowledges the influence of all the senses.3 He distinguishes between the simple ideas of sensations, over which the mind has no control, and complex ones, which the mind creates by selecting, rejecting and combining simple ideas. Memory and judgement allow complex ideas to develop and for one to be associated with another. Recognising that experience is iterative, Locke values the continuing return to the simple ideas of sensations as a necessary means to affirm or deny complex ones. Consequently, understanding depends on an evolving dialogue between the external world, the senses and the mind. As ideas are provisional and always subject to experience, An Essay concerning Human Understanding undermines the neo-Platonist and Cartesian traditions in which knowledge is acquired by the mind alone.4

3 Locke, An Essay concerning Human Understanding, bk. 2, ch. 2, pp. 119–121.

4 Descartes, Meditations on First Philosophy, p. 53.

Locke's theories were influential but not unquestioned. The assumption that there is a direct relationship between the observer and the observed generated disagreement because it ignored the observer's role in shaping that experience. Considered untenable, it was discarded by later eighteenth-century empiricist philosophers such as Archibald Alison, Thomas Reid and Dugald Stewart. An Essay concerning Human Understanding was also criticised as an attack on faith. Locke asserts that reason and faith are relevant to different concerns: ‘Nothing that is contrary to, and inconsistent with the clear and self-evident Dictates of Reason, has a Right to be urged, or assented to, as a matter of Faith, wherein Reason has nothing to do.’5 The resurrection, for example, is a question of faith. The consequence of this distinction was to focus attention on reasoned investigation; spiritual concerns were largely ignored. The authority of the emergent secular elite was increased and that of the Church diminished.

5 Locke, An Essay concerning Human Understanding, bk, 4, ch. 18, p. 696.

Dismissing the search for ultimate truth, which had received so much previous attention, Locke accepts that there are limits to what we can know: ‘When we consider the vast distance of the known and visible parts of the World, and the Reasons we have to think, that what lies within our Ken is but a small part of the Universe, we shall then discover an huge Abyss of Ignorance.’6 Consequently, he argues that conclusions must be in proportion to the evidence: ‘Our business here is not to know all things, but those which concern our conduct.’7 Locke's empiricism may seem modest and sensible but it can spawn a mode of investigation that recognises only what it can define and objectify, dismissing any means to understanding that does not follow its methods.

6 Locke, An Essay concerning Human Understanding, bk. 4, ch. 3, p. 555.

7 Locke, An Essay concerning Human Understanding, bk, 1, ch. 1, p. 46.

A model of education — a person learning through experience in a measured and reasonable manner — is at the heart of An Essay concerning Human Understanding. The Lockean self is self-controlled, punctual, industrious and drawn to self-improvement and socially acceptable pleasures. The personal liberty and responsible behaviour that Locke conjoins in An Essay concerning Human Understanding mirror the political freedoms of the citizen in the civil society he describes in Two Treatises of Government, also published in 1690.

As morality and standards of behaviour are acquired not innate, an extensive chain of ideas can nourish a responsible mind, indicating learning and judgement. Wishing not to deny creativity but to contain it, Locke assumes that understanding grounded in experience is more likely to resist the inappropriate association of ideas, which, he concludes, result from shock more often than habit and may lead to unfortunate consequences such as unhappiness or even madness.8 According to Ernest Tuveson:

8 The chapter ‘Of the Association of Ideas’ appears in the fourth edition of 1700, although it was written somewhat earlier. Locke, An Essay concerning Human Understanding, bk. 2, ch. 33, pp. 394–401. Refer to Ballantyne, pp. 144–145; Forty, pp. 208–209; Hunt and Willis, ‘Introduction’, pp. 37–38; Taylor, Sources of the Self, pp. 159–176; Tuveson, p. 75.

Here we encounter an authentic note of ‘modernism’ …The wrong associations are a part of the history of what passes in man's mind, and we must reconstruct that history to find out the real causes of his mental malaise … To take this step towards psychoanalysis, however, required almost two centuries. It took a long time before an explicit theory of the unconscious emerged, even though it is implicit in Locke's discussion.9

9 Tuveson, pp. 35–36.


Indeed, in a famous reference to Socrates awake and asleep, Locke acknowledges that one person may have different mental states and more than one personality and opinion: ‘If the same Socrates waking and sleeping do not partake of the same consciousness, Socrates waking and sleeping is not the same Person.’10

10 Locke, An Essay concerning Human Understanding, bk. 2, ch. 27, p. 342.

From classical antiquity to the seventeenth century, beauty was certain. But the eighteenth century opened it to subjective interpretation. In ‘Of the Standard of Taste’, 1757, David Hume employs empiricism to conclude: ‘Beauty is no quality in things themselves: it exists merely in the mind which contemplates them; and each mind perceives a different beauty.’11 Hume offers an equally subtle understanding of the relationship between mind and matter: ‘Though it be certain that beauty and deformity but belong to the sentiment, internal or external, it must be allowed, that there are certain qualities in objects which are fitted by nature to produce those particular feelings’.12 Hume recognises that opinions may vary from person to person but, determined to defend his class, still maintains that rules are not absent. Reinforcing the eighteenth-century concern for taste, which coupled cultural and social refinement, he identifies ‘those models and principles which have been established by the uniform consent and experience of nations and ages’.13 Hume concludes that access to genuine beauty is limited to the most educated: ‘the general principles of taste are uniform in human nature: where men vary in their judgements, some defect or perversion in their faculties may commonly be remarked’.14 Using mist as a metaphor for confusion, he remarks: ‘A perfect serenity of mind, a recollection of thought, a due attention to the object; if any of these circumstances be wanting our experiment will be fallacious, and we shall be unable to judge of the catholic and universal beauty.’15

11 Hume, ‘Of the Standard of Taste’, pp. 136–137.

12 Hume, ‘Of the Standard of Taste’, p. 141.

13 Hume, ‘Of the Standard of Taste’, p. 143.

14 Hume, ‘Of the Standard of Taste’, p. 149.

15 Hume, ‘Of the Standard of Taste’, pp. 143, 139.

Empiricism's contribution to British life has been profound and enduring, establishing measured and modest behaviour as a model. But in drawing attention to the ambiguities of identity and limits of objectivity, empiricism's success could only be relative. Increasingly in the eighteenth century, the recognition that we make our own reality and associate seemingly unrelated ideas was exploited for its creative potential, contradicting Locke's grounded reasonableness of a mechanistic mind and Hume's defence of educated opinion. Individuality was lauded and affirmed while it was recognised to be uncertain. Undoubtedly this was part of its attraction. The elusive quarry stimulated the hunt, establishing principles that have influenced the arts ever since.


Microscopes and Telescopes

In the Renaissance, nature was admired for its God-given beauty but was often treated with suspicion unless it was cultivated. Mountains and forests were not enjoyed. As Tuveson remarks, the immaterial soul, ‘as a visitor in matter’ could not ‘be truly at home in nature’.16 The early Enlightenment depended on Deism, according to which God created the natural world for human benefit and offered no further intervention, leaving it in trust to humanity. Now synonymous with reason, nature was eulogised from poetry to geology. In 1660 the Royal Society was founded for the advance of scientific knowledge and received a royal charter two years later, while in 1675 the Royal Observatory was established in Greenwich.17 With the development of modern scientific instruments such as the microscope and the telescope, increasingly detailed observation focused more on the properties of natural objects and less on their immediate value to humans, although this concern was never distant. Favouring the collection, analysis and ordering of information according to a complete system, the Enlightenment also concentrated attention on the relations between natural objects, which had previously been primarily measured against a human standard. Astronomers, botanists and zoologists classified planets, plants and animals, while geologists established the earth's age. In 1683 Anton van Leeuwenhoek declared ‘that there were more animals in his own mouth than there were people in the United Provinces’ of the Netherlands.18 The discovery of new plants, places and creatures, and greater understanding of those already known, further stimulated appreciation of the natural world. A concern for all the earth's creatures is a characteristic of the Judaeo-Christian tradition. But it was more often latent until the late seventeenth century when scientists concluded that any natural object, however humble, could be admired if it fulfilled a purpose. Science detached nature from culture so that it was available for investigation, encouraging an alternative concern for unfettered nature that was less evident in earlier societies. 19

16 Tuveson, p. 11.

17 At the time, the term ‘natural philosophy’ was used in place of science.

18 Thomas, referring to Dobell, pp. 174, 243.

19 Hulme, pp. 343–344.


A Philosophical Rhapsody

Believing that the mind is at first empty, Locke must have cherished his role as tutor to Anthony Ashley Cooper, the future third Earl of Shaftesbury. As physician and secretary to the first Earl, Locke even attended the birth of the child, who later described his tutor as my ‘foster-father’.20 The pupil confirmed the tutor's appreciation of liberty and reason but tempered Locke's empiricism and rejected his egalitarianism: ‘Twas Mr. Locke that struck at all fundamentals, threw all order and virtue out of the world.’21

20 Shaftesbury quoted in Ayres, p. xiv.

21 Shaftesbury, The Life, Unpublished Letters, and Philosophical Regimen of Anthony, Earl of Shaftesbury, p. 403.

On the natural world their opinions diverged. In Two Treatises of Government Locke mentions ‘the Woods and Forests, where the irrational untaught Inhabitants kept right by following Nature, are fitter to give us Rules, than Cities and Palaces, where those that call themselves Civil and Rational, go out of their way, by the Authority of Example’.22 But in An Essay concerning Human Understanding he discusses the natural world only so far as it affects human knowledge and describes mental confusion as a weather condition: mist before the eyes.23

22 Locke, Two Treatises of Government, p. 201, bk. I, para. 58.

23 Locke, An Essay concerning Human Understanding, bk. 3, ch. 10, p. 493.

Published as a three-volume collection in 1711, Characteristicks of Men, Manners, Opinions, Times established Shaftesbury as a persuasive influence on eighteenth-century thought, notably informing Edmund Burke and Richard Boyle — third Earl of Burlington — in England, Jean-Jacques Rousseau in France, and Johann Gottfried von Goethe, Johann Gottfried Herder and Immanuel Kant in Germany.24 The first volume promotes the political, moral and cultural authority of an educated elite and praises their moderation and polite behaviour. According to Shaftesbury, beauty follows objective, moral and universal standards that only the most cultured can appreciate.25 Praising the moral and aesthetic virtues of a restrained classicism as well as restrained behaviour, he dismisses the buildings of Sir Christopher Wren and Sir John Vanbrugh.26

24 The first two volumes had earlier been published separately but were substantially revised for the 1711 three-volume collection.

25 Shaftesbury, Characteristicks, vol. 1, pp. 77–78, 118–119.

26 ‘A Letter Concerning The Art, or Science of Design’ was written in 1709 and widely read at that time, appearing in the fifth edition of the Characteristicks in 1732.

Shaftesbury's conception of beauty was indebted to Plato. In Timaeus, c.360 BC, Plato claims that all the things we perceive in the material world are modelled on divine, immaterial and ideal forms, which are defined by geometrical relationships.27Consequently, there are two distinct realms. One consists of ideal originals, which only the intellect can comprehend, the other of imperfect, natural and material copies that are subject to decay. Named in recognition of the revival and reinterpretation of classical antiquity, the Renaissance promoted a concept of beauty based on geometry's universal proportions. According to Marsilio Ficino, who founded the Platonic Academy in Florence and provided the first translation of Plato's works into Latin: ‘The beauty of bodies does not consist in the shadow of materiality, but in the clarity and gracefulness of form, not in the hidden bulk, but in a kind of luminous harmony, not in an inert and stupid weight, but in a fitting number and measure.’28 Informed by the Cambridge Platonists such as Henry More — author of An Antidote Against Atheism, 1652, and The Exploration of the Grand Mystery of Godliness, 1660 — Shaftesbury acknowledged an ideal order but, rather than debased, he conceived nature as a means to contemplate the divine.

27 Plato, Timaeus, p. 121.

28 Ficino refers to Plato's allegory of the cave. Ficino, letter to Giovanni Cavalcanti, quoted in Hofstadter and Kuhns, p. 204; Plato, The Republic, pp. 203–206.

The second volume of Characteristicks praises nature, incorporating ideas that Shaftesbury previously considered in The Moralists, A Philosophical Rhapsody, which was written in 1705 and published in 1709. Recuperation in nature was not a new theme but it found new expression in the eighteenth century, when nature and moral virtue were associated with each other for the first time. Sensitivity to one's environment became as necessary as sensitivity to others. In a eulogy to nature and the weather that has, until recently, been seen as advocating the flowing lines of the early eighteenth-century garden, Shaftesbury writes:

I shall no longer resist the Passion growing in me 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. Even the Rocks, the mossy Caverns, the irregular unwrought Grotto's, and broken Falls of Waters, with all the horrid Graces of the Wilderness it-self, as representing NATURE more, will be the more engaging, and appear with a Magnificence beyond the formal Mockery of Princely Gardens.29

29 Shaftesbury, Characteristicks, vol. 2, p. 101.

HOW comfortable is it to those who come out hence alive, to breathe a purer AIR! To see the rejoicing Light of Day! And tread the fertile Ground! How gladly they contemplate the Surface of the Earth, their habitation heated and enliven'd by the Sun, and temper'd by the fresh AIR of fanning Breezes! These exercise the resty Plants, and scour the unactive Globe. And when the Sun draws hence thick clouded Steams and Vapours, ’tis only to digest exalt the unwholesom Particles, and commit ’em to the sprightly AIR; which soon imparting its quick and vital Spirit, renders ’em again with improvement to the Earth, in gentle Breathings, or in rich Dews and fruitful Showers.30

30 Shaftesbury, Characteristicks, vol. 2, p. 94.

[image: ]Anthony Ashley Cooper, third Earl of Shaftesbury, Characteristicks of Men, Manners, Opinions, Times, 1711. The 1714 frontispiece to the second edition. Courtesy of the British Library.
As Roy Porter poignantly remarks, ‘Shaftesbury was lastingly charmed by the flair and creativity of his own genius.’31 In the 1714 frontispiece to the second edition he poses as a Roman senator.32 Leaning on a book-laden pedestal, Shaftesbury stands in front of a neo-classical arch, which frames the sequential arrangement of three natures: distant wooded hills, abundant orchards and formal gardens. In De Natura Deorum (On the Nature of the Gods), written in the first century BC, Cicero referred to alteram naturam, an alternative, second nature of human fabrication: ‘We sow corn, we plant trees, we fertilize the soil by irrigation, we dam the rivers and direct them where we want. In short, by means of our hands we try to create as it were a second nature within the natural world.’33 In 1541 and 1559 respectively, Jacopo Bonfadio and Bartoleomeo Taegio described gardens as a ‘third nature’, a companion to the other two.34

31 Porter, Flesh in the Age of Reason, p. 135.

32 Most likely conceived in consultation with Shaftesbury, Simon Gribelin's engraving was based on a John Closterman portrait of 1700–1701 and was completed in 1714, one year after Shaftesbury's death. Although the second edition is dated 1714, it actually appeared in 1715. Ayres, ‘Introduction’, pp. xxxi–xxxiv.

33 De natura deorum was translated into English as Cicero's Three Books Touching on the Nature of the Gods, 1683. Cicero, quoted in Hunt, Greater Perfections, p. 33.

34 Taegio refers to the term in his treatise, La Villa, 1559, while Bonfadio mentions it in correspondence with Plinio Tomacello. Refer to Hunt, Greater Perfections, p. 32.

Within Shaftesbury's statements on nature, Christopher Hussey recognises ‘the Augustan's continual difficulty in deciding what Nature meant to them: whether the sum of visible phenomena not made by artifice; or the “ideal” form, theoretically achievable’ if not practically possible.35 Concluding that the 1714 frontispiece illustrates the formality of Shaftesbury's own garden at Wimborne St Giles in Dorset, David Leatherbarrow writes:

35 Hussey, English Gardens and Landscapes, p. 29.

Shaftesbury's praise of uncultivated nature cannot be taken as an anticipation of the early or mid-eighteenth-century preference for uncut trees and contrived informality in gardens. His rhapsody on nature must be taken as part of a philosophy of ungraspable beauty and truth in nature.36

36 Leatherbarrow, p. 353.


But Shaftesbury influenced the early eighteenth-century garden whether or not he predicted it. Locke connected understanding to experience but required a degree of critical detachment from the natural world. In the second volume of Characteristicks nature's purpose is more profound, as Charles Taylor recognises: ‘though disengaged reason is not repudiated, we participate in God's plan through a re-engagement’.37

37 Taylor, Sources of the Self, p. 265.


The Pleasures of the Imagination

Influenced by Locke's concern for everyday experience and the association of ideas and Shaftesbury's appreciation of wild nature and classical precedent, Joseph Addison and Alexander Pope furthered the philosophical and literary gestation of the early eighteenth-century garden. In 1712 Addison published eleven essays on ‘The Pleasures of the Imagination’ in The Spectator, the daily journal he had founded with Richard Steele. Previously, nature was most often explored in paintings and books. But Addison concluded that this appreciation was secondary to the primary pleasures of direct experience, which could cultivate a healthy body, an alert mind and a sociable manner.38 References to the weather's influence on conversation, behaviour and health appear throughout his articles. Addison particularly recommended that his readers maintain a diary to encourage self-awareness. Eighteenth-century empiricism placed great emphasis on activities that led to personal development. The individual drawn to socially acceptable pleasures was also useful to an expanding capitalist economy because of the resulting demand for goods associated with such pleasures, whether clothes, guidebooks or drawing instruments.

38 Addison, ‘From The Spectator (21, 23 and 25 June 1712)’, p. 235.

Following Locke, Addison identifies, first, passive appreciation and then creative proposition as essential to the imagination. He describes sight as ‘the most perfect and most delightful of all our Senses … which furnishes the Imagination with its Ideas’. Although Addison values the other senses, their purpose is more prosaic. For example, ‘The Sense of Feeling can indeed give us a Notion of Extension, Shape, and all Other Ideas that enter at the Eye, except Colours; but at the same time it is very streightned and confined in its Operations, to the number, bulk and distance of its particular Objects.’ 39

39 Addison, ‘From The Spectator (21, 23 and 25 June 1712)’, p. 234.

Citing the Pantheon in Rome, he appreciates architecture's ability to evoke a single, vast idea, notably the divine.40 Mountains have a similar power but Addison also notes that wild nature is especially conducive to the imagination because it offers a multitude of ideas for association.

40 Addison, ‘From The Spectator (26 June 1712)’, pp. 254–255.

There is something more bold and masterly in the rough careless Strokes of Nature, than in the nice Touches and Embellishments of Art. The Beauties of the most stately Garden or Palace lie in a narrow Compass, the Imagination immediately runs them over, and requires something else to gratifie her; but, in the wide Fields of Nature, the Sight wanders up and down without Confinement, and is fed with an infinite variety of Images, without any Stint or Number.41

41 Addison, ‘From The Spectator (21, 23 and 25 June 1712)’, p. 238.


But rather than the natural world per se, he focuses on the art of making a garden appear natural, drawing a parallel with the cultivation of natural behaviour: ‘The fashionable world is grown free and easy; our manners sit more loose upon us: nothing is so modish as an agreeable negligence.’42 Concluding that the ‘artificial rudeness’ of a garden modelled on nature ‘gives us a nobler and more exalted kind of Pleasure’, Addison even suggests that it may be more widely applied: ‘why may not a whole Estate be thrown into a kind of Garden?’43

42 Addison, Selections from Addison's Papers, p. 263.

43 Addison, ‘From The Spectator (21, 23 and 25 June 1712)’, p. 238.

As Addison associates the imagination with spiritual needs, Tuveson describes ‘The Pleasures of the Imagination’ as ‘the first work ever written on aesthetics as a wholly autonomous subject’ and recognises a precursor to romanticism: ‘The possibility that imagination, far from being an ideal ally of reason, is its inveterate rival and antagonist, now emerges into the open.’44 But the degree to which imagination and reason were compatible, or not, was a concern throughout the century, which neither the picturesque nor romanticism answered categorically. Equally, the mimetic purpose of the arts was questioned by the increasing emphasis on the imagination but there was no resolution to the debate, as John Dixon Hunt remarks:

44 Tuveson, pp. 92, 97, 117 and 131.

Garden aesthetics in the eighteenth century increasingly fell into the gap between the traditional notion of imitation (where representation of nature and human nature in history are stressed) and a rival view which proposed the affective power of art (and therefore gave prominence to the interior and autonomous imagination).45

45 Hunt, Garden and Grove, p. 97.



The Famous Grotto

Echoing Shaftesbury, Pope praised ‘the amiable simplicity of unadorned nature’ and sought justification in divine order and classical precedent: ‘this was the taste of the ancients in their gardens’.46 His concern for classical antiquity led him to translate Homer — to make him ‘speak good English’ — and adopt Horace as a literary model.47 Rather than a direct and literal translation, his references to classical antiquity were intended to cultivate principles suited to England.

46 Pope, 1713, quoted in Hussey, ‘Introduction’, p. 21. Refer to Jackson, p. 4.

47 Sir William Trumball, in Pope, vol. 1, pp. 45–46.

Pope influenced early eighteenth-century gardens as a designer as well as a poet. At Twickenham, adjacent to the River Thames, his house was on one side of the road and his garden was on the other. To connect the two he created a tunnel, which became the famous grotto, begun around 1719. The first grottoes were caves where shrines to the water spirits were constructed in ancient Greece. Built on the site of a natural spring, Pope's grotto included a sequence of rooms, varied watery environments, verdant mosses and encrusted surfaces that glistened with shells, flints, crystals, corals and fossils from many countries, either found by Pope or donated by his friends. The lamp hanging at its centre caused light to flicker across its surfaces, distorting the scale of the grotto as the flame swayed and varied in the breeze. Popular in ancient Rome and Renaissance Italy, grottoes were not new to England. But Pope's fame drew attention to his grotto, inspiring other grottoes in picturesque gardens and offering a poetic model for garden buildings that allowed weather into their interiors.

Beyond the grotto, Pope's garden included numerous means to entice the visitor and punctuate journeys: a grove of lime trees, circular lawn, viewing mound, shell temple, vineyard, orangery, obelisk, urns and statues. Pope created alternative routes, some formal, others meandering, and varied views, either within the garden or to the Thames beyond. Designed to appear bigger than its five acres, Pope's garden was as complex and intense as the grotto's surfaces.


The Temple of British Worthies

The early eighteenth-century garden was richly resonant of its time because its purpose was political as well as literary, philosophical and artistic. In 1688 a confrontation between the absolutist Catholic king, James II, and the dominant Protestant parliamentary grouping, the Whigs, led to James's daughter, Mary, and son-in-law, William of Orange, becoming constitutional monarchs with the overriding power of parliament affirmed. In 1714 the ascent of the first Hanoverian monarch, George I, continued these principles seven years after the union of England and Scotland. Arguments for a limited monarchy and strong parliament found a model in ‘the Roman pattern of consuls (=Monarch), patricians (=Lords), and comitiae (=Commons)’.48 Ancient Rome offered Georgian London a semblance of authority and a model to emulate and surpass. According to John Brewer:

48 Hunt, William Kent, p. 57.

Foreign visitors and commentators emphasized England's liberty and modernity. Its vigorous political culture, epitomized by the most fully developed European newspaper press, the absence of prior censorship (the Licensing Act had lapsed in 1695), the existence of religious toleration and of freedom to worship, the concern for subjects' rights and the openness of society all impressed foreigners because they were conspicuous by their absence elsewhere.49

49 Brewer, pp. xxiv–xxviii.


A coalition of factions rather than a coherent organisation, the Whigs dominated all areas of society and included Locke, who only returned to England in 1688. Characteristicks has often been linked to the Whig ascendancy but Shaftesbury was loyal to his principles rather than those of a particular party. The transformations in English society were not exclusively due to Whig influence. For example, Pope was a Tory and Addison claimed to be neutral.50

50 Li, pp. 157–158; Voitle, p. 70.

Just as political power was increasingly concentrated in parliament, cultural influence moved away from the royal court to assembly rooms, learned societies, literary journals and country estates. The focus of political, economic and cultural power in London ensured that garden developments were English first and British second. Before the eighteenth century, English gardens were ordered into a series of room-like spaces. The newly ‘natural’ picturesque garden was just as contrived but the choices it offered were associated with the choices available to the prosperous members of English society, where empiricism thrived alongside a liberal democracy and constitutional monarchy. Advocates of the picturesque noted that the axial geometry of the French garden expanded outwards from the château and its occupant, while the early eighteenth-century English house was not at the garden's centre and was but one element among others. The readily apparent order of the French garden provided a setting for ceremonial gatherings and was associated with an absolutist monarchy. In Elements of Criticism, 1762, Henry Home, Lord Kames, disparagingly concludes: ‘The gardens of Versailles, executed with infinite expense by men at that time of high repute, are a lasting monument of a taste the most vicious and depraved.’51

51 Kames, vol. 2, p. 331.

A member of a leading aristocratic Whig family and once a general in the Duke of Marlborough's army, Richard Temple, first Viscount Cobham, conceived Stowe — the grandest eighteenth-century English garden — as a political and cultural statement. In the 1730s he commissioned the Elysian Fields, named after the paradise dedicated to the heroes of classical antiquity. But villains were also featured. As a counterpoint to the pristine Temple of Ancient Virtue, the Temple of Modern Virtue was built as a ruin and housed a headless sculpture dedicated to Sir Robert Walpole, the first British Prime Minister. Although both were Whigs, Cobham opposed Walpole, advocating a more expansionist foreign policy and questioning the 1733 Excise Duty, a widespread tax on goods. Also in the Elysian Fields, the Temple of British Worthies is reminiscent of a semi-circular Roman shrine. Each of its twelve niches contains a bust and is surmounted by an inscription, commemorating Whig heroes as varied as the Black Prince, King Alfred, Francis Bacon, John Milton, Alexander Pope and Walter Raleigh. One bust depicts Locke, who through Addison inspired Stowe's Elysian Fields.52 His inscription reads:

52 John Dixon Hunt and Peter Willis write that one of Addison's ‘essays in The Tatler (No. 123) even seems to have provided the programme of images and their associated ideas for Stowe's Elysian Fields’. Hunt and Willis, ‘Introduction’, p. 37.

Who best of all Philosophers,

understood the powers of the human mind:

the nature, end, and bounds of civil government;

and with equal courage and sagacity, refused

the slavish systems of usurped authority

over the rights, the consciences, or the reason of mankind.


For all the grandeur of Cobham's political proclamation, the Temple of British Worthies is modest not bombastic. A nationalistic desire to express British ascendance was tempered by Lockean empiricism, which acknowledged the limits of understanding.
[image: ]William Kent, Elysian Fields, Stowe, c.1735. The bust of John Locke in the Temple of British Worthies. Photograph, Jonathan Hill.

Signor Kentino


Multiple Perspectives

Addison imagined an estate as a garden. But in The History of the Modern Taste in Gardening, 1771, Sir Robert's youngest son, Horace Walpole, remarks that it was William Kent — the designer of the Elysian Fields and the Temple of British Worthies — who first ‘leaped the fence, and saw that all nature was a garden’.53

53 The History of the Modern Taste in Gardening was written in the late 1760s and printed in 1771 but not published until 1780 as part of Walpole's Anecdotes of Painting in England. In 1785 it was published on its own. Walpole, The History of the Modern Taste in Gardening, p. 43.

For eighteenth-century architects, painters and patrons, the Grand Tour was invaluable. Born in Yorkshire in 1685, the son of a joiner, Kent had little formal education but his drawing skill was recognised. Supported by various patrons, in 1709 he left London to study art, architecture and gardens in Italy, remaining there for ten years. Kent acted as a guide and adviser to prosperous English visitors, establishing connections that would be important throughout his career. In 1712 he briefly encountered Shaftesbury. Two years later he met Burlington, to whom he remained close throughout his life. The ‘Will of William Kent’ begins with his request to be buried in the Burlington family vault at Chiswick parish church.54 Also in 1714, Kent met Thomas Coke, for whom he designed buildings and gardens at Holkham, Norfolk, between the 1720s and 1740s. A neighbour, distant relative and political protégé of Sir Robert Walpole, Coke became the first Earl of Leicester in 1744.55 For patrons old and new, Kent maintained a steady supply of antiquities, paintings and sculptures, both originals and copies. The Holkham Household Accounts for 1717 show four payments to Kent of 100, 300, 500 and 300 Roman crowns.56 For Burrell Massingberd, an early patron, he even acquired ‘Naples soap, fans and dictionaries.’57

54 Kent, ‘Will of William Kent’, in Jourdain, p. 89.

55 Coke's grandmother married Sir Robert's uncle. In 1733 he became Postmaster General, remaining in office until his death in 1759. Schmidt, Keller and Feversham, Holkham, pp. 34–36.

56 Jourdain, p. 51.

57 Hunt, William Kent, p. 12.

At first, painting was assumed to be Kent's principal talent. Massingberd even encouraged him to be ‘Raphael secundus’, a second Raphael.58 Kent travelled widely in Italy but spent most of his time in Rome, where he studied under the painter Giuseppe Chiari,59 who he referred to as ‘my master’.60 Chiari was a pupil of Carlo Maratti and both were indebted to the mature Raphael.61 But Kent proved to be a mediocre painter; his principal commission was to complete the ceiling of San Giuliano del Fiamminghi in 1717, a Baroque church built in 1681 to the design of Antonio Maria Borioni, one of Gian Lorenzo Bernini's assistants.

58 Massingberd, draft letter to Kent, 5 July 1714, quoted in Mowl, William Kent, p. 46.

59 Cereghini and Jourdain mention that Kent studied under Benedetto Luti, while Harris, Hunt, Mowl and Sicca cite Chiari and Wilson mentions both painters. Cereghini, p. 320; Harris, William Kent, p. 4; Hunt, William Kent, p. 11; Jourdain, p. 30; Mowl, William Kent, pp. 29–30; Sicca, p. 136; Wilson, William Kent, p. 12, p. 252.

60 Kent, letter to Massingberd, 24 November 1714, quoted in Wilson, William Kent, p. 252.

61 Sicca, p. 136.

In 1714 Kent began a diary, which records his journeys around Italy.62 Given the liveliness of his drawings and his friends’ frequent references to his hedonism, Kent's diary is at first a surprisingly sober account of buildings, paintings and gardens. Sometimes written in English, at other times in Italian, it includes small drawings and diagrams in the margins and text. The opening pages refer to his travels with Coke in 1714.63 Arriving in Venice on 22 July Kent first visits Andrea Palladio's San Giorgio Maggiore, 1780. Leaving the city on 18 August he separates from Coke's party at Padua and proceeds to Vicenza, where he stays just one day. There, Kent admires Palladio's Teatro Olimpico, 1580, which he illustrates with a tiny plan that identifies the elliptical seating, empty stage and perspectival street scenes. Elsewhere in Vicenza he refers merely to ‘several other palaces’, offering no mention of Palladio's Villa Rotonda, 1569.64 Kent's garden accounts are more evocative. In addition to valued patrons, Italy introduced him to visual languages and mythological narratives that informed his later designs. At the Medici villa at Pratolino, north of Florence, he notes ‘a very fine Situation & very fine Grotos adorn'd with Shells & pietrified stone work with pretty water works a Galatea coming out of her Grotto drawn by Delfini’.65 At Guilio Romano's Palazzo del Tè in Mantua, c.1530, he notices ‘in grotta at end of ye garden are very fine grottesque’.66 Kent is also known to have admired the Renaissance gardens at the Villa Aldobrandini at Frascati and must have been a frequent visitor to the gardens of the Villa Borghese in Rome and the Villa d'Este in Tivoli.67 Later in the diary, Kent turns his attention to artistic techniques: ‘to paint a tempera one egg with white & yolk to-gether & tow eggs of water, after put stalk of fig leaves, or lemon pel’.68 But the most impressive section is the final one, which contains beautiful and delicate illustrations of perspective techniques in line and wash.69

62 The diary continues into 1715 and briefly mentions 1717. Kent, ‘Italian diary of 1714–1715’, ff. 1–36.

63 Listing all his master's expenses, including over seventy while they were in Venice, Edward Jarrett, Coke's treasurer and valet, provided an alternative account of their journey with a slightly different chronology. Jarrett, ‘Account of Thomas Coke's Grand Tour’.

64 Kent, ‘Italian Diary’, f. 13.

65 Kent, ‘Italian Diary’, f. 3.

66 Kent, ‘Italian Diary’, f. 14.

67 Hunt, William Kent, p. 26; Sicca, p. 140.

68 Kent, ‘Italian Diary’, f. 24.

69 Kent, ‘Italian Diary’, ff. 25–36.
[image: ]Andrea Palladio, Villa Rotonda, Vicenza, 1570. Photograph, Jonathan Hill.
Hunt argues that Kent's garden designs were equally influenced by two painting traditions that he appreciated in Italy. Raphael, the acknowledged master of history painting, exemplified one attitude, while Titian represented the other, which placed greater emphasis on formal play.70 Elisabetta Cereghini notes another debt, to the quadratura painters who developed ‘geometric devices and perspectives to represent the spatial effects of architecture on a flat surface’.71 Kent met the noted quadratura painter, Giovanni Paolo Panini, while working in the studio of Benedetto Luti, who, like Chiari, was taught by Maratti.72 In Renaissance art, ruins were familiarly depicted in the background but Panini placed them in the foreground, making ruins the subject of his paintings more than any other painter before him. Panini was a pupil of the architect and theatre designer Ferdinando Galli Bibiena, who described the technique of multiple perspectives in L'Architettura Civile, 1711.73 Cereghini concludes that Kent applied his knowledge of the quadraturisti to garden drawings and garden designs:

70 Hunt, William Kent, p. 35.

71 Quadratura means ‘squaring’ in English. Cereghini, p. 320.

72 Panini is sometimes referred to as Pannini.

73 Rykwert, The First Moderns, p. 110.
[image: ]William Kent, Italian Diary, 1714–1715, fol. 26r. Courtesy of the Bodleian Library, Oxford.
Instead of devising a space based on a single perspective line, along which the eye of the spectator travelled from a fixed viewpoint in a formally organized sequence (as in the Baroque garden), Kent adopted a technique based on the use of oblique perspectives comprised of two or more axial lines converging from points outside the ‘scene’, which no longer corresponded with the line of vision of the spectator. This prompted the spectator to seek out viewpoints independently rather than be confined to any single perspective prescribed by the architect.74

74 Cereghini, p. 320.


Kent's earliest surviving design for a garden building appears in a 1715 letter to Massingberd. Remarking that his design should be ‘agreeable to our climate’,75Kent was already considering how he could translate to a different culture and climate what he had experienced In Italy. Kent left Italy in 1719 and in January 1720, barely a month after returning to England, he complained that his ‘Italian constitution’ could not endure the winter weather of ‘this Gothick country’.76 Given Kent's extensive use of ‘Gothick’ designs, his remark was at least partly in jest. But his affection for Italy was deep and sincere. Recognising the value of his Italian experience to his English reputation, Kent scattered Italian phrases and terms throughout his letters and was happily known as ‘Signor’, ‘Giuglielmo’, ‘Kentino’.

75 Kent, letter to Massingberd, 12 October 1715, quoted in Hunt, William Kent, p. 140.

76 Kent, letter, 30 January 1720, quoted in Hunt, William Kent, p. 51.


The Villas of the Ancients

Eulogising ancient and Renaissance Rome, an ‘Italian constitution’ was common among Kent's contemporaries. Renaissance allusions to classical antiquity relied on garden descriptions rather than the gardens themselves, of which there was little evidence. Mentioning frescoes, fountains, fruit trees, terraces and rural views, Pliny the Younger's first century AD description of his Tuscan villa in the Apennines and Laurentian villa on the coast near Rome was particularly influential. The term ‘villa’ derives from the Latin for farm but Pliny's account was an urbanite's impression of the countryside, like many others after him. Evoking a relaxed and abundant rural life Pliny notes the interdependence of house, gardens and fields, which English travellers on the Grand Tour later recognised in the luxuriant Italian countryside. As early as 1610 a visitor described the journey from Sienna to Pisa as ‘a most pleasant and delightful garden’,77 preceding Addison by a hundred years and Walpole's praise for Kent by fifty further years.78 But Addison and Walpole meant something more because, following Shaftesbury, they associated nature with moral virtue.

77 Quoted in Hunt, Garden and Grove, p. 37.

78 Addison, ‘From The Spectator (21, 23 and 25 June 1712)’, p. 238; Walpole, The History of the Modern Taste in Gardening, p. 43.

In the third volume of Vitruvius Britannicus Campbell describes Burlington as ‘not only a great Patron of all Arts, but the first Architect’, an opinion confirmed by the subject of Campbell's sycophancy, who signed himself ‘Burlington architectus’.79Burlington's influence and patronage included funding the publication of The Villas of the Ancients Illustrated, 1728, in which Robert Castell provided an English translation alongside Pliny's original Latin account of his two villas. Castell's engraved plan of the Apennine garden gave greater emphasis to ‘wild’ nature than was familiar in the Renaissance, when, for all the manipulation of views, levels and wooded walks, a geometrical organisation closer to the house was the principal

79 Campbell, vol. 3, p. 1.
[image: ]Robert Castell, The Villas of the Ancients Illustrated, 1728. Reconstructed plan of the gardens and buildings at Pliny the Younger's Tuscan villa. Courtesy of the British Library.
focus.80 It is likely that Burlington did not welcome Castell's conclusions, expecting ancient Roman gardens to be as rigid as the one that Kent and he created in the 1720s and 1730s at Chiswick House, which includes meandering paths but emphasises linearity.81 But for his subscribers, and also for Kent, Castell offered a valuable historical precedent for early eighteenth-century taste for the picturesque. His commentary identifies a formal garden, a natural garden, and one that combines the two, particularly in evidence at Pliny's Tuscan villa:

80 Castell, pp. 126–127.

81 Mowl, William Kent, p. 144.

By the accounts we have … it seems as if from the two former Manners a third had been formed, whose Beauty consisted in a close Imitation of Nature; where, tho' the parts are disposed with the greatest Art, the Irregularity is still preserved; so that their Manner may not improperly be said to be an artful Confusion, where there is no Appearance of that Skill which is made use of, their Rocks, Cascades, and Trees, bearing their natural Forms.82

82 Castell, pp. 116–117.



An English Palladio

Kent has often been cited as a principal exponent of Palladian architecture in England. Early eighteenth-century reverence for Palladio followed a previous revival by Inigo Jones, who was celebrated among Burlington's circle, included in the Temple of British Worthies, and published in William Kent's The Designs of Inigo Jones, Consisting of Plans and Elevations for Publick and Private Buildings, 1727.83 Palladio's extensive influence on English architecture was principally due to I Quattro Libri dell' Archittetura (The Four Books on Architecture), 1570. Renaissance architects published treatises to affirm their status as exponents of intellectual and artistic labour, establishing a practice that became essential to the development and dissemination of architectural ideas. Copies of I Quattro Libri dell' Archittetura were soon available in England and Jones owned one. The first complete English edition did not appear until 1721 when a Venetian architect, Giacomo, or James, Leoni replaced the original woodcut illustrations with his own versions engraved in copper. Dismissive of Leoni's publication, Burlington commissioned his own translation by Isaac Ware, which was published in 1738 with more precise copper engravings of the original woodcuts.

83 Some Designs of Mr. Inigo Jones and Mr. William Kent appeared in 1744.

The buildings illustrated in The Four Books on Architecture are not the ones actually built. As Vincent Scully notes: ‘the contrast between the built building and the published drawing is a perfect one in terms of the Renaissance aesthetic, since it is between the Real and the Ideal, the realities of material practice and the immaterial perfection of the Neoplatonic world view’.84 Rather than just a distinction between the drawing and the building, the discourse of the Ideal and the Real is apparent in the villas themselves. Their inexact proportions refer to the immaterial and its uncertain presence in the built world. The Villa Rotonda is seemingly symmetrical across its axes. But a different garden design is seen from each of its four elevations and, often unnoticed, one axis is slightly wider than the other. James S. Ackerman acknowledges that ‘Palladio thought of strict uniformity as literally unnatural; this his neo-Classical admirers never understood.’85 The villas also engage and celebrate everyday life. They are mostly working farms in the tradition of the modest classical villa and country estate, evoking the pleasures of rural life and the harmony of humanity and nature. The Villa Emo, Fanzolo di Vedelago, 1565, consists of a central pedimented block flanked on each side by an arcaded farm building terminated by a dovecote. The central ramped staircase provides entry to the principal rooms and a surface for threshing grain.

84 Scully, p. 317.

85 Ackerman, p. 164. Refer to Holberton, pp. 156–163.
[image: ]Andrea Palladio, Villa Emo, Fanzolo di Vedelago, 1565. Photograph, Jonathan Hill.
Palladio also conceived a villa as an aid to health. Born in the fifth century BC, Hippocrates assumed that illnesses were seasonal and varied according to the astronomical calendar and the physical environment. The Hippocratic tradition was acknowledged by Vitruvius in the first century BC and widely disseminated in the Renaissance, notably by Leon Battista Alberti.86 The influence of climate on health, and the assumption that a good body and a good building share good proportions, was essential to the Hippocratic tradition, which particularly emphasised the benefits of air movement. The Villa Rotonda is unusual in that it is not attached to a farm. Placed on a hill, cool air circulates horizontally between the four axially located entrances and vertically between the underground chamber and a floor grating in the central hall. As the dome's oculus was originally open to the sky, vertical and horizontal ventilation extended throughout the villa.87

86 Airs, Waters, Places and Breaths were highly influential texts but it is uncertain whether the treatises attributed to Hippocrates were actually written by him. Refer to Alberti, pp. 9–11; Vitruvius, pp. 170–171.

87 Kenda, pp. 11–13.

As few English patrons and architects visited the villas, these subtle distinctions were mostly ignored. Palladio's most significant churches were frequently studied because they were in Venice. Scattered across the countryside, his villas were less accessible and their elegant but rustic charms were largely unappreciated. Kent spent years in Rome and weeks in Venice but only days in and around the Veneto, including just one in Vicenza. Contradicting Kent's frequently cited association with Palladio and noting his lengthy stay in Rome, Cinzia Maria Sicca argues that his principal influences were not Venetian:

Kent's conception of the wall as a three-dimensional and sculptural element was not a Venetian feature, indeed it had been the core of the architectural debate developing in Rome in the course of the sixteenth century from Bramante to Raphael and his pupils.88

88 Sicca, p. 134.

The sharply chiselled bozze of Kent's London works and more refined country houses give way to rough, unhewn blocks in his ‘natural’ garden buildings and cascades. In the latter, as in the cascade of the Villa Madama, the stone blocks look as if they had been thrown together by Nature itself. Kent's architecture, unlike Burlington's, is constantly pervaded by the theme of the tension between art and nature, a theme … central to the post-Raphaelesque architectural and figurative culture diffused by Giulio and theorized by Serlio in the 1550s.89

89 The Villa Madama, Rome, was begun in c.1516 by Raphael and others. Giulio is Giulio Romano, Serlio is Sebastiano Serlio. Sicca, p. 146.


Timothy Mowl argues that Burlington's visit to the Veneto was equally cursory because Palladio was a means to an end not the focus of his interest:

Lord Burlington was not aiming so much at the revival of Palladio's domestic architecture of the sixteenth century as at the supposed architecture of senatorial Rome, sixteen hundred years earlier. He assumed, in his ignorance, that Palladio's Orders in his First Book, together with his semi-scholarly reconstructions of Roman public bath houses, would provide an easy route to an authentic neo-classical revival.90

90 Mowl, William Kent, pp. 76–77.


The designs copied by architects and patrons were the ones illustrated in The Four Books on Architecture not the buildings themselves. Colen Campbell lavishly praises Palladio in his influential three-volume Vitruvius Britannicus, which was completed in 1725, the year that he created Mereworth Castle in Kent, a copy of the Villa Rotonda. But he never visited Italy. For all the era's empiricism, the architect's traditional concern for the idea expressed in a drawing was favoured over actual experience.


The Italian House and the English Garden
[image: ]Raphael, Madonna dell'Impannata, 1514. Courtesy of the Palazzo Pitti/Foto Scala, Florence.
Campbell's first-hand knowledge of Italy was non-existent but Kent's was extensive. Although Kent gave Palladio little attention, Italian Renaissance gardens and the quadraturisti were more certain influences. As a painter and an architect, Raphael's influence on Kent has also been noted. Discussing the figures in Raphael's Madonna dell'Impannata, 1514, Robin Evans writes: ‘They look closely on one another, stare myopically into eyes and at flesh, grasp, embrace, hold and finger each other's bodies as if their recognition rested more firmly on touch than on sight.’91 Evans then considers Raphael's villa on the slopes of the Monte Mario on the outskirts of Rome, which was begun around 1516. Only a part of the extensive design, later to be called the Villa Madama, was completed after Raphael's death with the assistance of Antonio da Sangallo the Younger, Giulio Romano and Giovanni da Udine.92 Kent studied the Villa Madama under Chiari's direction and came to revere the building,93 which Evans describes:

91 Evans, ‘Figures, Doors and Passages’, p. 59.

92 A letter from Raphael confirms his authorship. Refer to Jones and Penny, p. 247.

93 Sicca, pp. 136, 139.

Although most spaces within the villa were symmetrically composed, there were no duplications; every room was different. Uniformity was restricted to the parts where it could be immediately apprehended; the building as a whole was diverse. Yet, despite this striving to create a singularity of place, it is very difficult to tell from the plan which parts are enclosed, and which are open, as the relationship between all the spaces is much the same throughout. The chambers, loggias, courts and gardens all register as walled shapes — like large rooms — which add up to fill the site. The building seems to have been conceived as an accumulation of these enclosures, with the component spaces being more regular than the overall pattern.94

94 Evans, ‘Figures, Doors and Passages’, p. 60.


Colin
OEBPS/nav.xhtml


Contents


		Cover Page


		Half Title Page


		Title Page


		Copyright Page


		Contents


		List of Figures


		Acknowledgements
		Illustrations






		Introduction
		Weather And Climate


		Weather, Architecture And Authorship


		The Picturesque And Romanticism


		Picturesque And Romantic Modernism


		A History Of Weather






		1 Things of a natural kind
		Introduction


		Magnificence Beyond The Formal Mockery Of Princely Gardens
		The Natural Light of Reason


		Microscopes and Telescopes


		A Philosophical Rhapsody


		The Pleasures of the Imagination


		The Famous Grotto


		The Temple of British Worthies






		Signor Kentino
		Multiple Perspectives


		The Villas of the Ancients


		An English Palladio


		The Italian House and the English Garden






		More Than Picturesque
		The Pictorial and the Picturesque


		The Painting and the Garden


		Setting the Stage


		A Fox and Four Chickens










		2 the seasons of a life
		Introduction


		The Genius Of The Place
		A Bend in the Cherwell


		Making History


		Garden Stories


		A Beautiful Boy






		The Weather Of The Place
		Meteorologica


		The Natural History of Oxfordshire


		Weather Records


		Weather Moods


		Weather Signs


		Farmer George


		Georgic England


		Cow Castle


		Picturesque Days






		Designing While Walking
		Drawing Forth


		Imagination and Experience










		3 a life in ruins
		Introduction


		A History Of My House1


		Fallen, Fallen, Fallen


		Abbot William, Father John


		The Lives And Opinions Of Tristram Shandy And John Soane, Gentlemen






		4 the garden of architecture
		Introduction


		A Picturesque Landscape
		The Father of Modern Gardening


		The Mallet, Instead of the Chisel






		The Nature Of Architecture
		Architecture's Natural Origins


		The Sublime and Beautiful


		The Architecture of Sensations


		The Genius of the Garden


		The Poetry of Architecture


		This Strange Irregularity in Our Climate






		The Air Of London
		A Hellish and Dismall Cloud


		The Contrivance of Mr A.M. Perkins






		A Garden Climate
		A Garden


		A Climate










		5 pigments and pollution
		Introduction


		Enlightenment And Romanticism


		The Science Of Meteorology


		Lyrical Weather


		A Place And A Person


		An Idea Of Cumberland


		Turnerian Topography


		That Golden Stain Of Time


		The Storm-Cloud Of The Nineteenth Century


		Rain, Steam, Speed


		The Envelope Of Atmosphere


		The Author Was In This Storm


		Storm And Steam


		The Big Smoke


		The Pleasure Of Being Your Own Architect


		A Cold Wet Day In Autumn


		Miles Apart






		6 the weather of our houses
		Introduction


		The Genius Loci In German
		The Function of Modernism


		Mies and Modernism


		The Ambiguous Object


		Englischer Garten


		The Land of the Free


		The Sea and the Mountain






		Reflections On Nature
		The Garden House


		The Picturesque Pavilion


		The Political Pavilion


		The Ambiguous Pavilion


		A Picture of Nature


		Edith and Margaret in the Bathroom


		The Color of Our Houses


		The Fox River House


		A Difficult Beauty


		The Nature of Ambiguity






		Owning The Weather
		The Meteorological Project


		The Greenhouse Effect


		Anthropogenic Climate Change










		7 submitting to the seasons
		Introduction


		The Modernist Picturesque


		Revenge Of The Picturesque


		The New Brutalism


		Ha-Ha


		Yesterday, Today And Tomorrow


		Fonthill Folly


		As In Ds


		Jerome — Ing


		Letter To America


		Camping Out


		Climate Register


		Rustic Machine


		A Model Home






		8 fog, glare and gloom
		Introduction


		National Romanticism


		Flames Over Worms


		Scandinavian Synthesis


		Ancient And Modern


		Dreams Of Nature


		Poetic Stories


		The Story Of Ruin


		The Story Of The Place


		The Story Of Construction


		The Story Of Light


		The Story Of Rain


		The Story Of Gaps


		Threads Of Thought






		9 sweet garden of vanished pleasures
		Introduction


		Dungeness


		Prospect Cottage


		Prospect Cottage Garden


		The Last Of England


		Sublime Prospect


		Home Movies


		Home-Making






		Conclusion
		Things Of A Natural Kind


		The Garden Of Architecture


		Pigments And Pollution


		Nature And Industry


		The Weather Of Our Houses


		Submitting To The Seasons


		Fog, Glare And Gloom


		Sweet Garden Of Vanished Pleasures


		The Meteorological Project


		On Reflection






		Bibliography


		Index





Book Landmarks


		Cover Page


		Half Title Page


		Title Page


		Copyright Page


		Contents


		List of Figures


		Acknowledgements


		Body Contents







List of Illustration


		Anthony Ashley Cooper, third Earl of Shaftesbury, Characteristicks of Men, Manners, Opinions, Times, 1711. The 1714 frontispiece to the second edition. Courtesy of the British Library.


		William Kent, Elysian Fields, Stowe, c.1735. The bust of John Locke in the Temple of British Worthies. Photograph, Jonathan Hill.


		Andrea Palladio, Villa Rotonda, Vicenza, 1570. Photograph, Jonathan Hill.


		William Kent, Italian Diary, 1714–1715, fol. 26r. Courtesy of the Bodleian Library, Oxford.


		Robert Castell, The Villas of the Ancients Illustrated, 1728. Reconstructed plan of the gardens and buildings at Pliny the Younger's Tuscan villa. Courtesy of the British Library.


		Andrea Palladio, Villa Emo, Fanzolo di Vedelago, 1565. Photograph, Jonathan Hill.


		Raphael, Madonna dell'Impannata, 1514. Courtesy of the Palazzo Pitti/Foto Scala, Florence.


		Andrea Palladio, Palazzo Antonini, Udine, 1556. Plan, from Robin Evans, Translations from Drawing to Building and Other Essays, 1997. Courtesy of the Architectural Association, London.


		Claude Lorrain, Landscape with Apollo, the Muses and a River God, 1652. Courtesy of the National Gallery of Scotland.


		Salvator Rosa, Landscape with Travellers asking the Way, c.1641. Courtesy of the National Gallery, London.


		Nicolas Poussin, Landscape with a Man Killed by a Snake, 1648. Courtesy of the National Gallery, London.


		William Kent, Arcadian Hermitage with Satyr and Shepherdess, c.1730. Courtesy of the Trustees of Sir John Soane's Museum, London.


		William Kent, Chiswick House and Lord Burlington. Courtesy of the Devonshire Collection, Chatsworth.


		William Kent, Chiswick Obelisk and Arch by Moonlight. Courtesy of the Devonshire Collection, Chatsworth.


		William Kent, Four Chickens Hang a Fox in Front of the Chiswick Aviary. Courtesy of the Devonshire Collection, Chatsworth.


		William Kent, Seat on the Mount with Irregular Basin, Holkham, c.1739. Courtesy of Viscount Coke and the Trustees of the Holkham Estate.


		William Kent, Rousham, 1738–1741, The Temple of the Mill and the Triumphal Arch beyond the gardens. Courtesy of C. Cottrell Dormer.


		William Kent, Rousham, 1738–1741. View from the Praeneste Terrace towards the River Cherwell flood. Photograph, Jonathan Hill.


		Henry Hoare, Stourhead, c.1740. View across the lake towards the Temple of Apollo. Photograph, Jonathan Hill.


		William Kent, Rousham, 1738–1741. Watery Walk. Photograph, Nat Chard.


		William Kent, Rousham, 1738–1741. Cold Bath and Watery Walk. Photograph, Nat Chard.


		William Kent, Rousham, 1738–1741. Cold Bath. Photograph, Nat Chard.


		William Kent, Rousham, 1737–1741. The Vale of Venus. Courtesy of C. Cottrell Dormer.


		William Kent, Redcross Knight &amp; Una invited by Subtle Archimago to his Cell, illustration for Edmund Spenser's The Faerie Queene, 1751 edition. Kent's design for a Hermitage is seen to the left. Courtesy of the Victoria and Albert Museum, London.


		William Kent, Rousham, 1738–1741. Antinous/ Apollo at the end of the Long Walk. Photograph, Jonathan Hill.


		William Kent, Rousham, 1738–1741. Detail of Antinous/Apollo at the end of the Long Walk. Photograph, Jonathan Hill.


		William Kent, Spring, illustration for James Thomson's The Seasons, 1730. Courtesy of the British Museum.


		William Kent, Summer, illustration for James Thomson's The Seasons, 1730. Courtesy of the British Museum.


		William Kent, Autumn, illustration for James Thomson's The Seasons, 1730. Courtesy of the British Museum.


		William Kent, Winter, illustration for James Thomson's The Seasons, 1730. Courtesy of the British Museum.


		William Kent, Rousham, 1738–1741. Cow Castle. Photograph, Jonathan Hill.


		William Kent, Rousham, 1738–1741. Mould growth on Townesend's Building. Photograph, Jonathan Hill.


		William Kent, Rousham, 1738–1741. Mossy cascade, Vale of Venus. Photograph, Bradley Starkey.


		Soane's ambition to establish an architectural dynasty was frustrated by his sons' limited ability. Instead, he established a dynasty of influence, offering his house, office and museum as a model for architects. The Soane Museum Act of Parliament, 1833, established future public access to 12–14 Lincoln's Inn Fields. The buildings' combined functions continued after Soane's death because his second floor bedroom and bathroom became the curator's apartment, a tradition that was terminated only in the mid-twentieth century.


		Joseph Michael Gandy, The Dome Area at Night, Looking East, 1811, 12–14 Lincoln's Inn Fields. Courtesy of the Trustees of Sir John Soane's Museum, London.


		Hadrian's Villa, Tivoli, 2nd century AD. The Thermal Baths. Photograph, Jonathan Hill.


		Charles-Louis Clérisseau, View or Capriccio of a Ruined, Vaulted Interior, 1766. Courtesy of the Trustees of Sir John Soane's Museum, London.


		Giovanni Battista Piranesi, An Architectural Fantasy, 1755. Courtesy of the Trustees of Sir John Soane's Museum, London.


		Joseph Michael Gandy, The Bank of England, London: View of the Rotunda Imagined as a Ruin, 1798, exhibited at the Royal Academy in 1832 as Architectural Ruins — A Vision. Courtesy of the Trustees of Sir John Soane's Museum, London.


		Joseph Michael Gandy, A Bird's-Eye View of the Bank of England, 1830. Courtesy of the Trustees of Sir John Soane's Museum, London.


		James Wyatt, Fonthill Abbey, Wiltshire, 1796. View of the South Front, John Rutter, Delineations of Fonthill and its Abbey, 1823, plate 12.


		Joseph Michael Gandy, The Monk's Yard Looking East, 1825, 12–14 Lincoln's Inn Fields. Courtesy of the Trustees of Sir John Soane's Museum, London.


		William Hogarth, A Rake's Progress, Scene VIII. The Madhouse, 1733–1734. Courtesy of the Trustees of Sir John Soane's Museum, London.


		(opposite) William Aislabie, Banqueting Hall, Hackfall, c.1770, after Robert Adam, Capriccio of Ruins, c.1754–1758. Photograph, Jonathan Hill.


		William Kent, Triumphal Arch with Donkey, Holkham, c.1732. Courtesy of Viscount Coke and the Trustees of the Holkham Estate.


		Richard Payne Knight, The Landscape, A Didactic Poem, 1794. Two comparative illustrations by Thomas Hearne. Courtesy of the British Library.


		Thomas Hearne, The Alpine Bridge on the Teme at Downton Castle, c.1786. Courtesy of the Victoria and Albert Museum, London.


		Marc-Antoine Laugier, Essai sur l'architecture, 1753. Frontispiece. Courtesy of the Conway Library, Courtauld Institute of Art, London.


		Sir John Soane, Exterior, 12–14 Lincoln's Inn Fields. Photograph, Martin Charles. Courtesy of the Trustees of Sir John Soane's Museum, London.


		Joseph Michael Gandy, Interior view of the Dulwich Picture Gallery, 1823. Courtesy of the Trustees of Sir John Soane's Museum, London.


		Sir John Soane, The Dome Area with Soane's bust, 12–14 Lincoln's Inn Fields. Photograph: Martin Charles. Courtesy of the Trustees of Sir John Soane's Museum, London.


		View towards Cat Bells, the Lake District. Photograph, Jonathan Hill.


		J.M.W. Turner, Rain, Steam, Speed — The Great Western Railway, 1844. Courtesy of the National Gallery, London.


		J.M.W. Turner, Snow Storm: Hannibal and his Army Crossing the Alps, 1812. Courtesy of the Tate, London.


		J.M.W. Turner, Snow Storm — Steam-Boat off a Harbour's Mouth making Signals in Shallow Water, and going by the Lead. The Author was in this Storm on the Night the Ariel left Harwich, 1842. Courtesy of the Tate, London.


		J.M.W. Turner, The Thames above Waterloo Bridge, C.1830–1835. Courtesy of the Tate, London.


		Karl Friedrich Schinkel, Schloss Glienicke, 1824. Antique fragments set into exterior wall. Photograph, Adrian Forty.


		Johann August Arens, Roman House, Weimar, 1798. Photograph, Jonathan Hill.


		Friedrich Gilly, Monument to Frederick the Great, 1796–1797. Courtesy of the Bildagentur für Kunst, Kultur und Geschichte, Berlin.


		Karl Friedrich Schinkel, Schloss Charlottenhof, 1833. The central rill on the upper terrace. Photograph, Sophia Psarra.


		Karl Friedrich Schinkel with Ludwig Persius, Court Gardener's House, Potsdam, 1829–1840. Perspective of the principal elevation before the addition of the Roman Baths. Courtesy of the Bildagentur für Kunst, Kultur und Geschichte, Berlin.


		Karl Friedrich Schinkel with Ludwig Persius, Court Gardener's House, Charlottenhof, 1829–1840. Water spout. Photograph, Sophia Psarra.


		Caspar David Friedrich, Monk by the Sea, 1809. Courtesy of the Bildagentur für Kunst, Kultur und Geschichte, Berlin.


		Ludwig Mies van der Rohe, Barcelona Pavilion, 1929–1930, reconstruction, 1986. Exterior from the Gran Plaza de la Fuente Mágica. Photograph, Adrian Forty.


		Ludwig Mies van der Rohe, Barcelona Pavilion, 1929–1930, reconstruction, 1986. Travertine wall framing the view to Kolbe's Dawn. Photograph, Adrian Forty.


		Ludwig Mies van der Rohe, Barcelona Pavilion, 1929–1930, reconstruction, 1986. Interior looking towards Kolbe's Dawn and the small pool. Photograph, Adrian Forty.


		Ludwig Mies van der Rohe, Farnsworth House, Plano, Illinois, 1951. View from across the Fox River. Photograph, Yeoryia Manolopoulou.


		Ludwig Mies van der Rohe, Farnsworth House, Plano, Illinois, 1951. View from the north bank of the Fox River with the black sugar maple. Courtesy of the Farnsworth House, a National Trust for Historic Preservation site.


		Alison and Peter Smithson, House of the Future, Daily Mail Ideal Home, London, 1956. Living room with sunken table, looking towards the patio and kitchen. Courtesy of the Smithson Family Collection.


		Alison and Peter Smithson with Nigel Henderson, R.S. Jenkins and Eduardo Paolozzi, Patio and Pavilion, This is Tomorrow, Whitechapel Gallery, London, 1956. Photograph, Nigel Henderson. Courtesy of the Smithson Family Collection.


		Alison and Peter Smithson, Upper Lawn Pavilion, 1959—. The house is already occupied although the lower glazing is yet to be installed and the upper glazing is partially complete, autumn 1961. Courtesy of the Smithson Family Collection.


		Alison Smithson, AS in DS: An Eye on the Road, 1983, pp. 34–35. First published in 1983 by Delft University Press, reprinted in 2001 by Lars Müller Publishers, Switzerland. Courtesy of the Smithson Family Collection.


		Alison and Peter Smithson, Upper Lawn Pavilion, 1959–. View of the north façade and Citroën DS, 1962. Courtesy of the Smithson Family Collection.


		Alison and Peter Smithson, Upper Lawn Pavilion, 1959–. View through the patio window to the Fonthill woods to the north, 1995, taken after the Smithsons left Fonthill. Photograph, Georg Aerni.


		Thomas Gainsborough, Sketch of an Artist with a ‘Claude Glass', c.1750. Courtesy of the British Museum.


		Antonello da Messina, Saint Jerome in his Study, c.1475. Courtesy of the National Gallery, London.


		Alison and Peter Smithson, Upper Lawn Pavilion, 1959–. Kitchen with ladder to first floor, June 1962. Courtesy of the Smithson Family Collection.


		Alison and Peter Smithson, The Economist Building, London, 1964. Column detail. Photograph, Murray Fraser.


		Alison and Peter Smithson, Upper Lawn Pavilion, 1959–. North façade, taken recently. Photograph, Jonathan Hill.


		Johan Christian Clausen Dahl, Winter at Sognefjord, 1827. Courtesy of the National Museum of Art, Architecture and Design, Oslo.


		(right) Caspar David Friedrich, Arctic Shipwreck, c.1823–1824. Courtesy of BPK, Bildagentur für Kunst, Kultur und Geshichte, Berlin.


		(below) Johan Christian Clausen Dahl, Shipwreck on the Coast of Norway, 1832. Courtesy of the National Museum of Art, Architecture and Design, Oslo.


		Gunnar Asplund and Sigurd Lewerentz, Woodland Cemetery, Stockholm, 1915-. Gravestones among the trees. Photograph, Jonathan Hill.


		Gunnar Asplund and Sigurd Lewerentz, Woodland Cemetery, Stockholm, 1915-. Sculpted mound. Photograph, Jonathan Hill.


		Sigurd Lewerentz, Chapel of the Resurrection, Woodland Cemetery, Stockholm, 1925. Photograph, Murray Fraser.


		Sigurd Lewerentz, St Mark's Church and Parish Offices, Skarpnäck, 1964. Photograph, Murray Fraser.


		Sigurd Lewerentz, St Peter's Church and Parish Offices, Klippan, 1966. Interior. Photograph, Chris Davy.


		Sigurd Lewerentz, St Peter's Church and Parish Offices, Klippan, 1966. Mortar detail. Photograph, Jonathan Hill.


		Sigurd Lewerentz, St Peter's Church and Parish Offices, Klippan, 1966. Window detail. Photograph, Jonathan Hill.


		(top) Sigurd Lewerentz, Flower Kiosk, Malmö Eastern Cemetery, 1969. Front façade in early morning. Photograph, Alan Worn.


		(left) Sigurd Lewerentz, Flower Kiosk, Malmö Eastern Cemetery, 1969. Rear door detail. Photograph, Alan Worn.


		Sigurd Lewerentz, Flower Kiosk, Malmö Eastern Cemetery, 1969. Weathered concrete ridge detail. Photograph, Jonathan Hill.


		Sverre Fehn, the Archbishopric Museum, Hamar, 1979. Exterior with ramp. Photograph, Catherine Harrington.


		Sverre Fehn, the Archbishopric Museum, Hamar, 1979. Interior with bridge. Photograph, Catherine Harrington.


		Sverre Fehn, the Archbishopric Museum, Hamar, 1979. Interior with bridge and door. Photograph, Catherine Harrington.


		Sverre Fehn, Pavilion of the Nordic Nations, Venice Biennale, 1962. East façade. Photograph, Jonathan Hill.


		Sverre Fehn, Pavilion of the Nordic Nations, Venice Biennale, 1962. Bifurcating column. Photograph, Jonathan Hill.


		Sverre Fehn, Pavilion of the Nordic Nations, Venice Biennale, 1962. Interior. Photograph, Jonathan Hill.


		John Heartfield, Hurrah, the Butter is Finished, 19 December 1935. Courtesy of George Eastman House, International Museum of Photography and Film.


		Peter Salter, TS: Intuition &amp; Process, 1989. Cover. Courtesy of the Architectural Association, London.


		Dungeness, view of the giant timber ‘T' left over from radar experiments, and towards the sea. Photograph, Jonathan Hill.


		Dungeness, view of a discarded and weathered fishing boat, and towards the sea. Photograph, Jonathan Hill.


		Dungeness, view along the headland, and towards the nuclear power station. Photograph, Jan Kattein.


		Dungeness, view of Prospect Cottage and the front garden. Photograph, Jonathan Hill.


		Dungeness, view of the back garden at Prospect Cottage and towards the nuclear power station. Photograph, Jonathan Hill.


		Dungeness, view along the headland. Photograph, Jonathan Hill.





Pages


		i


		ii


		iii


		iv


		v


		vi


		vii


		viii


		ix


		x


		xi


		xii


		xiii


		xiv


		1


		2


		3


		4


		5


		6


		7


		8


		9


		10


		11


		12


		13


		14


		15


		16


		17


		18


		19


		20


		21


		22


		23


		24


		25


		26


		27


		28


		29


		30

























































































































































































































































































































































OEBPS/images/ch1_page25-01_B.jpg
crraatn

e
ti2eaa
2o






OEBPS/images/ch1_page29-01_B.jpg





OEBPS/images/ch1_page23-01_B.jpg
o

alf/u‘e)o ot hm@&ﬂ:mdm%

2

s

=3

,4,«
|

S /um Py
epli fi

../hcjum
o Leffasno
a B K

& T
o ?u’&@

Frorg

AD T Ga

iR

B 0D A Che fagli o
Mlm c,

feede 16
pavis

v e P ama 3 il

e v voihe
oy eficres

6 n+

)






OEBPS/images/coverpage.jpg
L
o
D)
—
O
LL
—
T
@)
o
<

1
-
T
=
<C
T
<C
=
O
5

WEATHER






OEBPS/images/ch1_page27-01_B.jpg





OEBPS/images/ch1_page20-01_B.jpg





OEBPS/images/ch1_page14-01_B.jpg
ﬂ [ Illlll T,

%7)/%{ 9 L{//Lt 072/}7& nz‘/wn / %f/a/z
7 Jgr%dr/ g 7 /m/ﬁy/'zu  RBaron /z/lg% (J/Z
fz//&/ é;forzé Covper of DPanrlett

Sint: Grilelin Seulp.

WindbowrnJ.

I Closterman (?IIL.A/





OEBPS/images/logo.jpg
é Routledge

Taylor &Francis Group
LONDON AND NEW YORK





OEBPS/images/ch1_page22-01_B.jpg





