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Baroque  

 Buildings in this area are substitutes for 
the loss of the old order. Organized into new 
groups—systems. Singular world view was gone. 
The 30 years war paralyzed Europe From this 

came different systems; Philosophical, scientific, religious, economic 
and political. The unifying characteristics of the human attitude, 
despite increasing of choices; a belief in the system.  The choices of 
men were widened to structure their lives but limited by their im-
mediate resources.  

 During this time, massive migration was common, it was an 
open system as opposed to the previous closed system of the re-
naissance. The era was about extension and centering. A dynamic 
balance of one center, but many paths that go on forever. Each new 
center represents the dogma and the path carries the meaning and 
power and had no special limits, it always remains open and dynam-
ic in character.  

 This infinite expansion had infinite potential and could be 
praised as an infinite act of existence. You need force to become a 
movement, two things are important, One, is persuasion, and the 
second is participation. If you can’t persuade, you can’t find partici-
pation. This time period was emotionally powerful because you con-
stantly have to persuade  which is what made the baroque era so 
dynamic.  

 This was driven by what was happening in the world, which 
was exploration, colonization and scientific research. Scientific re-
search opened up the boundaries of knowledge, because of this, 
specialization starts to emerge which signifies the beginning of the 

end of the universal man, 
because men simply cannot 
keep up. This creates as-
signed roles to individuals.  

 Painting becomes 
a form of media and propa-
ganda to persuade and 
bring people in. People in 
paintings start to look like 
ordinary people with exag-
geration of expressions so 
you can relate to. The dra-
matic and emotionally pow-
erful images tell the story. 
Priests too begin to have 
sermons in the language of 
the people instead of Latin, to have them participate and become a 
part of the church. 

 There is a complete transformation and people begin to 
cultivate an imagination. So much so, that by the end of the age it is 
the downfall of churches and kings. You now have a free-thinking 
society, which isn’t exactly what the church wanted.  

 Baroque architecture needs to centralize space so you feel 
like you’re in it. Social structure, systemization  of architecture—the 
making of a space. They wanted to create a theater that would en-
gage people and encourage them to participate. The more people 
that participate, the more they need to find a role in it which cre-
ates a new type of hierarchy. Ideas about etiquette, fashion and 
landscape. This created a redefinition of a city itself.  

6 Vignola  

Il Gesu was the principal church of reformed Catholic church 
Militant Order of the Society of Jesus. It was begun by 
Giacomo Vignola and completed by Giacomo della Porta who 
designed the façade as built and the dome.  

The Gesu  
 The Gesu has  transverse-barrel vaulted chapels 

instead of aisles 
with columns, 
flanking a 
longitudinal-
barrel-vaulted 
nave. By 
suppressing the 
transepts and 
shortening the 
nave, Vagnola 
produced clear 
sightlines and 
acoustics that 
allowed for 
preaching to be 
heard clearly.  

 The 
Gesu design was 
forward-looking 
in its strong axial 
emphasis and in 
the three-
dimensionality of 
elements on its 
west front. Pairs 
of pilasters step 

out from forward-projecting planes, until engaged columns 
support a triangular pediment which in turn is framed by a 
segmental pediment supported by flanking pilasters.  

 The original interior was plain. When you look up at 
the nave ceiling, you can’t be sure where the architecture 
stops and the sculpture begins, or where the sculpture 
terminates and the fresco of the Adoration of the Name of 
Jesus begins. The painting was done later by Giovanni 
Battista Gaulli between 1675-1679.  

 The façade of the Gesu became the model for many 
Jesuit churches uilt in Rome and elsewhere. Their designs 
retained features from the mother church in Rome where all 
Jesuits received their training.  

Villa Lante 
The fountain  that is thought to have been designed by Vignola 
uses perspective as an organizing agent.. Most gardens are 
entered from from below, the mature vegetation made the 
most dramatic view from above, where the square upper 
parterre is extended down the sloping site through a shaft of 
space by dense planting of trees. 

Vignola, Villa Lante, begun 1566 

Vignola and Porta, Il Gesu, 1568—76 

Fontana unver Pope Sixtus V, Urban 
Plan of Rome, 1588 

Caravaggio, The Supper, 1601 

Vignola and Porta, Il Gesu, 1568—76 

Vignola, Villa Lante, begun 1566 
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Bernini 
 Gianlorenzo Bernini was recognized 
as a prodigy at an early age, he had a long 
and productive life, and was immensely an 
inventive sculptor who also worked in archi-
tecture and city planning. He was the son of 
a sculptor, and his artistic education had 
been directed in part by Urban VIII, a noted 
patron of the arts even before he was elect-
ed to papal office. For over fifty years, Ba-

roque work in Rome was domi-
nated by Bernini. 

Baldacchino 
 Much of the interior’s 
character is the result of Ber-
nini’s genius. Either directly or 
through workshops under his 
supervision, Bernini was re-
sponsible for the flooring in the 
nave and narthex, for the deco-
ration of the nave piers, and for 
the design of four sculptural 
groupings for altars and tombs.  

 To reduce the scale of 
the vast space under Michelan-
gelo’s dome, Bernini designed 
the bronze Baldacchino, a 
symbolic protective canopy 
over the high altar above the 
tomb of St. Peter. To match the 
scale of the rotunda, the Bal-
dacchino is nearly ninety feet 
high. In the enormous space of 
the basilica, the Baldacchino 
distinctly marks the spiritual 
center of the church, which 
would otherwise appear insig-
nificant. 

He engraved in stone for all time 
the figure turns away from the 
hideous church designed by his ex
-friend Borromini. 

Borromini 
 Francesco Borromini began his career as a stonecutter. He quickly 
became a master mason and Bernini’s collaborator on the St. Peter’s Baldac-
chino. After some time their personalities clashed and Borromini had emerged 
as Bernini’s rival.  

 
S. Carlo Alle 
Quattro Fontane
 Borromini was in-
volved in the project of the S. 
Carlo Alle Quattro Fontane on 
and off. He created a court-
yard in which bulging panels 
above pairs of columns re-
placed the customary cor-
ners.  The theme of the fa-
çade is set by the figure of S. 
Carlo above the doorway 
positioned as if he’s praying. 
The vertical motion extends 
to the attenuated superimposed columns and even the oval plaque at the scalloped pedi-
ment.  At the inside surface e of the dome, he introduced a pattern of octagons, hexagons, 
and Trinitarian crosses. They diminish in size as they move upward, which creates an exag-
gerated perspective. 

Bernini, Baldacchino, 1624—33 

Bernini, Scalla Regia, 1663—66 Borromini, S. Carlo alle Quatro Fontane, begun 1634 Borromini, S. Ivo della Sapienza, begun 1642 

Borromini, & Rainaldi, S. Agnese, begun 1644 

Bernini, Fountain of the Four Rivers, 1648—1651 

Bernini, Baldacchino, 1624—33 

Borromini, & Rainaldi, S. Agnese, begun 1644 
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Guarini 
 Borromini’ss work became the starting point for the work of  Gua-
rino Guarini. He was an architect whose buildings in Turin represent the 
northern extension of Baroque Rome. Political difficulties led to his expul-
sion from the city in 1655 and he was to spend the following decade in 
various places, including France and maybe Spain. When he returned in 
1666, he worked on two central-plan churches.  

Sindone Chapel 
 Guarini received the 
commission after another ar-
chitect had begun construc-
tion on a circular plan, which 
Guarini had to retain. He in-
scribed an equilateral triangle 
in the circle and redesigned 
the access stairs and landing 
vestibules. Guarini brought 
mystery and dynamism to the 
unimaginative original 
scheme 

S Lorenzo 
 Guarini used a canti-
levered vault at the first level 
and interlocking parabolic ribs 
at the dome. It also had many 
light modulators that form the 
transition from exterior to inte-
rior space.  The vaults were a 
complex pattern , I had four 
pairs of rotunda columns that 
provide richness through the 

layering of architectural elements.  With the S. Lorenzo, Guarini designed 
it based on an octagon defined by convex Serliana surfaces bulging into 
the main space, all set within a square and completed by an elliptical 
choir. Squares, octagons, a Greek cross, ovals and circles are involved. 
The dome is not a solid vault but an open work structure with eight inter-
lacing arches. The doe, drum, and cupola mirror the play of concave and 
convex forms seen ion the interior. 

Mansart 
 Francois Mansart  was difficult, but was a genius designer. He 
was trained by his father who was a master carpenter. Francois Man-
sart was described as being arrogant, touchy, and upopular. He often 
lost control of his projects because he would work and rework projects 

endlessly.  Mansart pro-
duced work that was 
chauvinistic in its empha-
sis on openwork struc-
ture, and on stereotomy. 
His buildings exhibit a 
precision of detail and 
conviction of composition 
that gives them a sever 
richness. 

St. Marie de la 
Visitation 

 This building was 
built for a group of nuns 
who served the sick and 
needy outside their con-
vent. This demonstrates 
Mansart interpretation of 
the central-church 
scheme, a radical innova-
tion at the time. He settled 
on a rotunda ringed by 
column screens and apsi-

dal and kidney-shaped chapels cut into the thick, surrounding wall, 
with one chapel leading to a nuns’ choir. The section studies reveal his 
fascination with telescop9ing vertical spaces generated by a series of 
truncated low-slung domes which became his trademark.  

Maisons-sur-Seine 

Mansart built a  chateau  with a confident composition and severe ma-
sonry treatment. It included an elaborate entry sequence with monu-
mental gateways and tree-lined boulevards leading to a forecourt de-
fined by stables and an intended orangery. It had a moat, an entry 
court, then the body of the house, a crops-de-logis, surrounded by a 
garden parterres. He designed toe build-
ings to have a U-shaped plan with 
end pavilions capped by truncat-
ed pyramidal roofs and 
a larger central pavil-
ion with a 3-story 
centerpiece . 

Guarini, Sindone Chapel, begun 1667 

Guarini, S. Lorenzo, 1668—80 Guarini, S. Lorenzo, 1668—80 

Mansart, St. Marie de la Visitation, 1632 

Mansart, St. Marie de la Visitation, 1632 

Mansart, St. Marie de la Visitation, 1632 Mansart, Maisons—sur– Seine, 1642—51 

Mansart, Maisons—sur– Seine, 1642—51 
Guarini, Sindone Chapel, begun 1667 
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Neoclassicism 
 Neoclassicism emerged from a sudden capacity of 
man’s control over nature, and a fundamental shift of human 
conciseness. He have a slow decline of aristocracy classes 
and from that comes the middle class. Technological changes 
made it possible to mass-produce. 

Ledoux 
 Ledoux’ work is almost surrealistic. His work extends its 
representation. He created the first building centered around sur-
veillance on the project for the royal salt works ,where there was 
only one entrance, and the director’s quarters sat in the center over-
looking the salt . He was later jailed but he continued to draw surre-
alistic buildings.  

7 

Piranesi, Via Appia and Via Ardeatina,, 1756 

Ledoux, Hotel de Thelluson, 1778—83 

Perrault 
 Claude Perrault believed that there is 
an ideal beauty, there is positive beauty: the 
idea that you can have access to it, such as 
standardized, perfected, like a machine.  And 
there is Arbitrary beauty: based on circumstan-
tial conditions of a project,  

Cordemoy 
 Abbe de Cordemoy took to the notion 
of alternative and positive beauty and suggest-
ed that the usefulness , strength & durability, 
and beauty & delight should account for the 
design.  He was concerned with purity, which 
was what the enlightenment is all about, re-
moving the corrupt, and corrupt influences of 
the Baroque age that represented power of the 
regime.  

. Laugier 
 Abbe Marc-Antoine Laugier was an 
influential writer of the period. In his Essay 
on Architecture, he argued that all proper 
architecture was traceable to a single proto-
type in prehistory; the primitive hut. This 
pure building type  was entirely rational, 
composed of columns, lintels, or entabla-
tures, and a sloping roof or pediment. His 
theories resonated in the Enlightenment 
architectural mind. 

Perrault, Pavillion de l’aurora, chateau de sceaux, 1677 

Ledoux, Prject for the royal saltworks at Chaux, 1775—79 

Ledoux, Prject for the royal saltworks at Chaux, 1775—79 
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Enlightenment 
 Radical new ideas were put forward, the 
eighteenth century witnessed the birth of the 
Enlightenment, the movement in which scientists 
and mathematicians laid the foundations for modern 
achievements in their fields; philosophers proposed 
rational forms of government that were put into 
practice after the American and French revolutions; 
archaeologists and explorers probed past and 
distant civilizations for an understanding of other 
cultures; and first traditional mechanics, then 
modern engineers invented devices and machines 
that were to transform industry, commerce, and 
transportation.  

 Enlightenment historian began the first 
accurate chronology of world events, with it came 

the understanding of the architectural 
accomplishments of the various Western 

civilizations.  

Blondel 

 J.F. Blondel was an architect, theorist, and 
teacher and formed the first actual architectural 
school in 1743. He brought about his ideas about 
architecture in Lectures on Architecture which were 
his lecture notes from his teachings. His writing 

Soufflot 
 Jacques-Gabriel Soufflow set out to build a structure 
according to Laugier’s dictates that would exemplify the rich 
tradition of French architecture since the Middle Ages.  

Pantheon (1757—90) 
 The Pantheon  was the  Ste. Genevieve before it was 
secularized. Sufflot traveled to Rome and south to the dramatic ruins 
at Paestum. The Pantheon’s central plan defy lengthened at the 

choir and portico. It follow in the 
tradition of Bramante and 
Michelangelo at St. Peter’s and St. 
Pauls’s. Soufflot based his design on 
Laugier-inspired freestanding 
columns and lintels rather than the 

traditional piers with pilasters 
and arches, and he 

experimented with 
concealed flying 

buttresses to stabilize 
the dome. He placed a 

columnar building 
inside a bearing-
wall building, yet 
his skeletal 
system 
eventually 
proved to be too 
open and the 
piers of the 
crossing had to 
be modified . 

Soufllot, Pantheon interior, 1757—90 

explains the essential elements of good architecture and the hierarchy of 
buildings, from common residences to those associated with the king. 
He discussed arranging the plan which involved composing a façade. 
They were governed by  the correct relationship of part to one another 
and to the whole, the appropriateness and the correct from of a building  
relative to its purpose and social rank. 

 When Blondel opened up the first architectural school in 1743, 
its purpose was to direct the arts toward the glorification of the king and 
the state. The academy brought practicing architects together to discuss 
architectural problems and theories, and it presented public lectures 

Soufllot, Pantheon interior, 1757—90 

Soufllot, Pantheon interior, 1757—90 

Wright, An Experiment on a Bird in an Air Pump, 1768 

Soufllot, Pantheon interior, 1757—90 
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Adam 
 Robert Adam drew upon often fanciful depictions of 
ornamental motifs in developing a style of interior decoration in 
England that became fashionable enough to assume his name: 
the “Adamesque”. He was from England who traveled to Rome 
and Split. There he and Charles-Louis Clerisseau made meas-
ured drawings which he then published in 1764 as Ruins of the 
Palace of the Emperor Diocletian at Spalato, in Dalmatia. Dur-
ing his trip to Italy, he became aware that while the greatest 
archaeological interest followed Vitruvius in focusing on the 
religious architecture of antiquity, little though was being given 
to the houses. Adam devoted his attention to what little was 
known about ancient residential design and interior detailing, in 
part because he realized that his architectural practice would 
rely on clients who required homes, not temples or churches, 
based on classical styles. 

Adelphi 

 Architecturally successful, yet financially disastrous, 
this building fronted the Thames River in London. It consisted 
of brick town houses with stone and terracotta trim facing four 
streets. Mimicking a typical palacial façade, the eleven houses 
facing the river had central and end pavilions and tall façade 
proportions, but not the bold pilasters or columns of an earlier 

age. He instead introduced decorative panels filled with Greek 
acroteria. 

Williams-Wynn House 

This building demonstrates Adam’s dexterous planning and 
extraordinary system of interior design. On a narrow site he 
arranged a variety of room shapes in a fashion like the French 
designers of Parisian hotels. He employed a distinctive graphic 
metod fro representing interior elevations by arranging them 
orthographically around a room’s plasn as if they were walls 
folded down.  

Jefferson 
 Thomas Jefferson was a Roman 
revivalist who penned the Declaration of 
Independence and the third president of 
the United States of America. He was the 
son of a surveyor, Jefferson was trained 
to be a lawyer, though he was also a 
statesman, philosopher, scientist, educa-
tor, economist, inventor, and gentleman 
architect.  

Virginia State Capitol 
 Jefferson converted the small 
Roman temple into a two-story legislative 
building with a circular domed assembly 
room that is not expressed on the exteri-
or. He settled for a Ionic order because he 
feared American stone carvers would lack 
the skill to handle the more complex Co-
rinthian capitals. 

Monticello 
 Jefferson used his own home to ex-
periment for over fifty years. In the finished 
home, the central block is two stories tall 

above the basement, 
but through clever 
placement of fenestra-
tion, it appears to be a 
single story. The house 
has an octagonal dome 
which is not apparent on 
the interior except as an 
isolated attic room and 
is connected to the land-
scape by the rear lawn. 
The walkways catch 
rainwater and it chan-
nels it to a cistern, ter-
minate at the Honey-
moon Cottage where 
Jefferson and his wife 
first lived. Jefferson’s 
bed separates his stuy 
and sleeping quarters, 
and its narrowing of space between the two 
rooms gives greater velocity to summer 
breezes. 

Adam, Williams—Wynn House interior ornament, 1772 

Jefferson, Virginia State Capitol, 1785—89 

Jefferson, Monticello, 1770 

Jefferson, Pavilion VII, 1817—16 

Jefferson, Interior of Monticello, 1770 
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Schnkel, Schauspielhaus, 1818—21 

Garnier 
 Tony Garnier turned away 
from the classical ideal while he was at 
the French Academy in Rome. Aca-
demic officials refused to accept his 
drawings. Garnier believed that “In ar-
chitecture, truth is the product of the 
calculations made to satisfy known 

needs wit known means”. 

 Garnier made plans for an ide-
al town called “La Cite Industrielle”. 
The great importance of his theoretical 
project was that an architect had actu-
ally bothered to consider the design of 
an industrial town at all, that hadn’t 
been common at that time.  

8 

the emerging power of Prussia under 
King Friedrich Wilhelm III. Schnikel 
succeeded at uniting the architectural 
forms of fortification and civic splendor. 

 

Altesmuseum 
 The Old Museum was the first 
public art museum in Europe. It was sited 
opposite from the existing palace and 
arsenal to the south, which created a 
great civic court. The façade is a giant 
Ionic colonnade raised on a high base 
that stretches the full width of the building. 
Schinkel placed a central rotunda flanked 
by open courts that are surrounded by 
flexible gallery spaces. From the second-
floor stair landing, a viewer can look back 
through the double file of columns for a 
panoramic view of Schinkel’s Berlin. 

Schnikel 
 Karl Friedrich Schinkel relied on 
the elements of Greek architecture, he 
saw architecture as a means to foster 

civic consciousness and saw polis-driven 
Greek classicism as its ideal symbolic 
language. He joined the Prussian public 
works office at the conclusion of the 
Napoleonic Wars. At that time, Prussia 
was trying to raise its stature to that of a 

major European 
sate with Berlin as 
its capital. 

The Neue 
Wache 

 The Royal 
Guard House is 
located on Berlins 
most important 
ceremonial street—
the Unter der 
Linden. It celebrated 

Schnkel, Neue Wache, 1817—18 

Schnkel, Altesmuseum, 1823—28 

Tony Garnier, Cite Industrielle, 1904 –19 

Urban Transformations &  
The Industrial Revolution 
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Labrouste 
Biblioteque Se. Genevieve 
 Henri Labroute made a fine 
architectural use of cast iron in this 
building in Paris. On the exterior of the 
building, it presents a correct Neo-
Classical façade, but the interior at the 
second-floor , one finds for that time 
an unprecedentedly great reading 
room which extends the length and 
with of the building covered by light 
semicircular cast-iron arches. Sixteen 
slender cast-iron columns divide the 
long space into two barrel-vaulted 
halves. The ceiling vaults consist of 
interlaced wires covered with plaster 
and rest on scrolled cast-iron arches.  

Iron Bridges 

 18th century industrial production of cast and wrought 
iron so increased its availability that iron replaced wood in the 
frame of any building where heavy loads or danger of fire were 
a concern. Cast iron was favored for columns, while the superi-
or tensile qualities of wrought iron made it the recommended 
material for beams.. In the 19th century, iron began to be used 
instead of wood in the fabrication of bridges built for roads and 
railroads that crossed rivers or valleys. A rigid framework com-
posed of shorter members, the truss can be used to span great 
distances.  

Telford 
Menai Bridge (1819—26) 

 Thomas Telford was an Engineer, he 
designed a bridge over the Menai Straits which 
was supported by sixteen eyebar chains of 
wrought iron, anchored to cast-iron frames em-
bedded in rock abutments and suspended from 
masonry towers. 

Darby III & Pritchard, Coalbrookdale Bridge 1779 

Labrouste, Bibliotheque Ste. - Genevieve, 1842—50 

Labrouste, Bibliotheque Ste. - Genevieve, 1842—50 
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Roebling 
Brooklyn Bridge 

(1869—83) 
 John Augustus 

Roebling designed the Brook-
lyn Bridge, and it was con-

structed under his son Wash-
ington Augustus Roebling. 

They sank two gigantic cais-
son foundations for the bridge 
towers, and spun galvanized 

steel wire for the two main ca-
bles that supported the road-

way. Each cable contains over 
five-thousand strands of wired, 
compacted and wrapped with 
a continuous spiral of softer 

steel. Diagonal stays radiating 
from the towers provide wind 

bracing and are should be 
strong enough to carry the 

bridge’s loads by themselves if 
the main cables break, while a 
stiffened deck checks any ten-
dency the bridge might have to 
develop destructive vibrations 

resulting from wind loads. 

Eiffel 
 Gustave Eiffel was the 
most famous French designer 
using iron in the second half of 
the nineteenth century. He 
gained fame for his graceful 
bridge designs. He Used his 
experience with iron construc-
tion to build the Eiffel Tower.  

Eiffel Tower 
 The Eiffel Tower was 
erected for the Paris Interna-
tional exposition of 1889, it 
remains the largest iron con-
struction in the world. Steel 
was rapidly becoming the prof-
fered material for metal fram-
ing. The design was derided 
by the artistic elite of France 
before and during construc-
tion, but all classes of Parisi-
ans were thrilled by the mag-

nificent views from its top, and 
they soon adjusted to its gi-
gantic silhouette it cast against 
the skyline. In 1889, it provid-
ed the first large-scale demon-
stration of the passenger safe-
ty elevator. 

Statue of Liberty 
 Though Richard Mor-
ris Hunt designed the base, 
Gustave Eiffel designed the 
statue’s iron frame. The sculp-
tor Bartholdi created the figure 
of Liberty in thin sheets of cop-
per that were hammered into 
shape over wooden forms, 
then attached to the frame. 
Eiffel designed the internal 
skeleton to withstand the con-
siderable wind loads of the 
harbor.  

Roebling, Brooklyn Bridge, 1869—83 

Roebling, Brooklyn Bridge, 1869—83 
Eiffel, Garabit Viaduct, 1880—84 

Eiffel, Eiffel Tower 1889 
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