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Fairfax & Sammons Architecture with Ben Pentreath
New York City, Palm Beach, Charleston

The Crescent
Poundbury, U.K.

A new urban crescent formed by groups of
townhouses in a chaste Georgian style was
commissioned and designed for the second
phase of development in Poundbury, a model
village for sustainable growth in Dorset,
England, sponsored by The Prince of Wales.
Poundbury has proved a remarkable 
phenomenon; a high-density development in
open farmland on the edge of the market
town of Dorchester, which demonstrates that
it is possible to break the mold of character-
less suburban developments and produce a
plan for modern living that revives the best
qualities of traditional urban townscapes. 

Photograph by Willie MillerPhotograph by Ned Trifle
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Jacksonville Public Library 
Jacksonville, Florida

Project Team: 
Partner: Alexander P. Lamis. Project Senior Associate:
Jeffery Povero. Project Associates: James Pearson,
Salvador Peña-Figueroa, George Punnoose, 
Kim Siewlee Yap. Project Assistants: Daniel Arbelaez,
Jennifer Berlly, Ceren Bingol, Matthew Casey, 
Thomas Fletcher, Mark Gage, Anthony Goldsby, 
Jill Lagowski, Joshua Lekwa, Ernesto Martinez, 
Mark Rodriguez, Mike Soriano, John Tulloch.
Interior Design Associates: Hyung Kee Lee, 
Shannon Ratclilff. Interior Design Assistants: 
Kasumi Hara, Kathleen Mancini. Landscape Design
Associate: Marsh Kriplen. Landscape Design Project
Manager: Michael Weber. Landscape Design Senior
Assistant: Ashley Christopher. Landscape Design
Assistant: Jennifer Burlly. Landscape Architect: 
Nancy Jenkins-Frye, ASLA. Associate Architect:
Rolland, DelValle & Bradley.

A public library is the most democratic of
institutions: it has the capacity to draw in the
young and old, from every ethnicity and 
background. A great library must be much
more than a depository for books or a facility
for information exchange: it must be a great
collective civic place. The firm’s aspiration for
the Jacksonville Main Library is to build a
highly efficient, state-of-the-art facility that is
also a great public place, with intimate and
grand rooms, garden courtyards, conference
areas, and cafes, all designed to attract the
community and, by virtue of its exterior
forms and interior spaces, to become a 
destination to which people will return again
and again for education, inspiration, and  a
beautiful environment. 

The design for the Jacksonville Main
Library continues the city’s rich tradition of
civic buildings designed in a classical language
adapted to the particulars of local climate 
and culture. Seen from Hemming Plaza and
from Main Street, it presents an iconic civic
appearance that renders the Library identifi-

Robert A. M. Stern Architects
New York, New York

able as a welcoming and ennobling public
place. Facing Hemming Plaza, a generously-
proportioned main entrance leads past a Cafe
and Popular Library, each with large windows
facing the street, to the Entry Hall and 
circulation desk, where a monumental stair
rises through the building, connecting the 
various departments. The stair culminates at
the Grand Reading Room, a place of civic
proportions, 100 feet square and rising 
46 feet to a handkerchief-vaulted ceiling,
bathed in natural light from clerestory win-
dows, with balconied windows overlooking
Hemming Plaza. 

At the second floor, readers and staff
enjoy a courtyard with a fountain, around
which are intimate reading areas.
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Lakewood Public Library
Lakewood, Ohio

Project Team: 
Partner: Alexander P. Lamis. Project Senior Associate:
Julie Nymann. Project Associates: James Pearson,
Salvador Peña-Figueroa, Mike Soriano, 
Kim Siewlee Yap. Interior Design Assistants: 
Phillip Chan, Khania Curtis, Khara Nemitz, 
Leah Taylor, Eric Van Speights, Jr. Landscape Senior
Associate: Michael Weber. Associate Architect: 
CBLH Design, Inc.

The renovation of the 53,000-square-foot
Lakewood Public Library (Edward L. Tilton,
1916) and a 40,000-square-foot addition
created a well-organized state-of-the-art
library that is a great public place, with rooms
both grand and intimate, a destination that
attracts Lakewood’s vibrant community in all
its diversity to return again and again for 
education and inspiration. 

The design continues Lakewood’s rich
tradition of civic buildings in the classical
architectural language. The addition is
located to the east of the existing building; a
monumental entry porch provides a civic scale
that the current library lacks and enlivens

Detroit Avenue. From the entry porch, and
also from the second entrance from the park-
ing lot, patrons move to a two-story skylit
lobby at the building’s center. This central
lobby serves as an orientation point and opens
to the circulation desk, the popular materials
room, and the children’s department, which
offers storytime, computer, and homework
rooms along with a double-height arts and
crafts room. 

At the end of a main hall are elevators
and a grand stair with another skylight to
bring natural light down to the main level.
Upstairs are reading rooms, the general 
collection stacks, and the technology center,
along with a large audiovisual department to
accommodate the library’s fast-growing 
collection of videos, CDs, and DVDs. The
paneled Grand Reading Room, located just
above the main entrance, is elegantly scaled—
50 feet long by 30 feet wide, and 30 feet
high—and furnished with wood tables and
carrels. Alcoves north and south offer 
lounge chairs for casual reading. Hidden sky-
lights filter natural light throughout the
room. An intimate Quiet Reading Room is
located to the south, away from the bustle of
Detroit Avenue.
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Baker Library|Bloomberg Center
Harvard Business School 
Boston, Massachusetts

Project Team: 
Partners: Alexander P. Lamis, Kevin M. Smith,
Graham S. Wyatt. Project Senior Associates: 
Melissa DelVecchio, Kurt Glauber. Project Associates:
Enid DeGracia, Mike Soriano, Sue Jin Sung. 
Project Assistants: Giovanna Albretti, Flavia Bueno, 
Alexander Butler, Matthew Casey, Sara Evans, 
Thomas Fletcher, Mark Gage, Mark Haladyna,
Jacqueline Ho, Donald Johnson, Edmund Leveckis,
Dryden Razook, Ryan Rodenberg, Thomas Salazar,
Mike Soriano, Suejin Sung, Brian Taylor, John Tulloch,
Lindsay Weiss. Interior Design Associates: Hyung Kee Lee,
Ken Stuckenschneider. Interior Design Assistants:
Nadine Holzheimer, Khara Nemitz. 
Landscape Architect: The Halvorson Company Inc. 
Associate Architect: Finegold Alexander + Associates.

Baker Library was designed by McKim,
Mead & White and completed in 1927 as the
centerpiece of the Harvard Business School
campus. The renovation and addition recon-
ceives the building as a 160,000-gross-square-
foot center for research and group study, with
greatly expanded meeting facilities, faculty
offices and their support services, and archival
storage for the Library’s one-of-a-kind collec-
tion of historical business materials. Central
to the reorganization is a second front entrance
at what was originally the back of the build-
ing to address the reorientation of the campus
to the south, making the building an easily
accessible crossroads of the HBS campus. 

The design provides for pedestrian
movement through the building from north
to south through the original portico and
lobby, and secondary circulation from west to
east, all on the first floor. The exterior façades
and important interior rooms of the original
building are restored and the original self-
supporting stacks replaced with faculty
offices, seminar rooms, and lounges. A skylit
atrium brings natural light deep into the
building and provides an informal meeting
place for students and faculty. 

The Baker Library | Bloomberg Center
is RAMSA’s second project at the Harvard
Business School, following on the completion
of the Spangler Campus Center in early 2001.

All images are used by permission of Robert A. M. Stern
Architects. Photographs ©Peter Aaron/Esto.

   

    
  
  



p o r t f o l i o s   8 5

he and his wife “imagined” the house was going to look like, and so in
retrospect that fantasy house, and the house we built are in some 
fundamental agreement. This is why the sketch embodied not just the
look of the house for them, but also the feeling it would have.

We were very lucky to have such wonderful clients with whom to
work on such a large and long project, and the fact that they had that
faculty of imagination was among the greatest gifts. Yet if there is 
a fundamental message I drew from the experience, it is this: when 

we sketch as designers, we dream, and we 
convey those dreams to paper.

The work of architecture that is in
our head is transferred directly to the paper
in an almost unconscious way. This is not
to suggest that it is unstudied or that years
of training and experience do not go into
its making, but the hand-eye communica-
tion that translates to what the Beaux-Arts
would have called the “parti” is direct and
at its best captures the fundamental 
features and character of a design.  In the
best cases this is shared by everyone
involved and acts as a guide to the project
as it comes to fruition. 

One of the reasons we draw every-
day at the Ariel Atelier—and that we draw
and sketch by hand specifically—is to
practice and refine this ability.   However
adept we may become in the digital realm,
this basic skill will continue to underlie the
most successful designs and will always

create the most productive working relationships with our clients. This
is the fundamental principle that  we continue to rely upon as  we 
continue to build our design practice—capturing the essence of our
designs for our clients with hand-drawn sketches.

Sketches and drawings by Richard W. Cameron and Jason Grimes.

e were recently completing a large estate project for
some wonderful clients in the Mid-Atlantic area, and

after nearly four years of work I came across this quote
from Mongiardino.   It led me to think about the begin-

ning of the project and the role that drawing and imagina-
tion play in the work with our clients.

I made many sketches at the outset of the project exploring ideas
for the estate and for the main house, some of which encapsulated ideas
that remain visible in the built work.
Before our first formal meeting however, I
made a series of presentation sketches in
plan, elevation, and perspective to illustrate
the proposed design. One of these drawings
became—more than any other—the touch-
stone for the project (illustrated on page
87). As we proceeded to design and build
the project all of us referred to this drawing
at different times and for varied purposes
(in conversations and decisions over the
selection of building materials, design fea-
tures, character, etc.). 

As the project was nearing completion
the owner told me that the thing he had
found most satisfying about working with
us was our ability to capture in sketches not
only what the final result would look like,
but also what it would feel like. He referred
in particular to this drawing as the one that
best exemplified this ability. “It looks and
feels exactly like the house,” he said. 

There are actually many points of difference between the presenta-
tion sketches and the final building: the roof is a different color; there
is no half-timbering on the gatehouse drawing—as there is in the final
building; and many details are different or were refined.  However, the
thing I believe the client intended to say, which was central to the 
success of our working collaboration, is that the sketch looks like what

Sketchbooks
IMAGINATION AND THE SKETCH

By Richard W. Cameron
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Occasionally the model intimidates the client. Then faith
must be stronger than understanding, and only a vague
intuition allows the work to begin favorably. But it is 
difficult for the client to understand the vision of the artist.
Envisioning the finished work is not always easy for the
architect, and it is almost always impossible for the client.
Unlike the painting to be bought, or clothing, food, and the
many other choices available to people—choices made on the
basis of finished materials—the decision about the new
house lies in the future, is based on credit, on the model
(drawings), on agreements. The finished product is a sur-
prise. Only faith can reward the client. After that critical
moment is overcome, sometimes what emerges is the satisfac-
tion of finding smooth solutions and natural resolutions to
every uncertainty. The room responds to the client’s way 
of life.

— Renzo Mongiardino, Roomscapes (1993)

W

Garden Front Portico
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Detail of the Ravenwood capital Ceiling ornament 

West and North Elevations
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The Cabinet 

Theater staircase 

View of the Motor Court
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The Theater 



From the Academies
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n 1885, the Georgia School of
Technology received official 

authorization from the state legislature, but
did not begin instruction until 1888. During
the interim, construction of the first two cam-
pus buildings projected the equality of the
“hand-mind” philosophy of the new techno-
logical training. Designed by the firm of
Bruce and Morgan, the Shop Building (the
“hand”) and the Administration Building (the
“mind”) displayed similar prominent towers
like many of the collegiate buildings the firm
would design for Agnes Scott College,
Clemson University, and Auburn University.

Of these two original campus buildings, the
superior status held by the one representing
the “mind” over that of the “hand” was sub-
tly indicated by the greater mass of the
Administration Building, which contained
lecture rooms, chemical laboratory, a library,
mechanical drawing rooms, a chapel, and
offices. Engineering schools of the era com-
bined scientific studies with physical hands-
on shop-work where students produced
saleable goods to provide financial support
for their school. Georgia Tech would follow
such a shop culture that elevated the status of
physical labor alongside traditional academic

courses. A woodworking department, machine
shop, forge room, and foundry existed in the
Shop Building, with the last causing the fire
that significantly damaged the building
within the first decade of its existence. Items
produced by the students included bookends,
doorstops, and gates for mausoleums at
Atlanta’s Oakland Cemetery. At Georgia
Tech's founding, the derogatory reference to
the “North Avenue Trade School” was fit-
ting. Although the authority to establish an
architecture program was included in the ini-
tial bill, the only academic major offered was
in mechanical engineering, and this would
remain so until 1897 when majors in electri-
cal and civil engineering were added to the
degree offerings. Although an architecture
curriculum did not arrive at Georgia Tech for
two decades, the idea of improving the qual-
ity of architects and architecture in Georgia
was promoted in the meantime. Both A. C.
Bruce and Thomas H. Morgan, both of
whom received their architectural training in
the apprenticeship system, promoted the pro-
fessionalization of architecture through
higher education. In an article published in
1890, Morgan wrote that:

. . .the State University should provide a department of
architecture presided over by an architect of known
training in art, and skilled in construction. This field
will then be open to the student. It is a profession with
possibilities for greatness with requirements in skilled
training second to none, and the systematic study of
architecture in the State University would soon be seen in
the better and most artistic character of our buildings.

Founding Principles
CONTINUING INFLUENCE OF THE BEAUX-ARTS ON ARCHITECTURAL EDUCATION 

AT GEORGIA TECH

By Elizabeth Meredith Dowling

I

When the Architectural Program finally
began in 1908, a tradition of training 
architects was more typical in the academic
offerings of major universities. Formal archi-
tectural education had emerged in the United
States in 1865 with the founding of Boston
Tech, which was later renamed the
Massachusetts Institute of Technology. By
1900, programs in architecture had also been
established at Cornell University, University
of Illinois, Syracuse University, University of
Michigan, Columbia University, University

of Pennsylvania, Columbian College (now
George Washington University), Armour
Institute (now Illinois Institute of
Technology), and Harvard University.
Architectural education did not reach 
southern colleges until 1907 when the first
program in the region was founded at
Alabama Polytechnic Institute, later renamed
Auburn University. The following year,
Georgia Tech’s program and one at Tulane
University were founded.

Figure 1 (far left): N. Sprague, A Memorial Museum,
1930. Courtesy of Van Alen Institute: Design Archive.

Figure 2 (left): C. Dubose, The Minis House, BAID
Second Medal, 1928. Courtesy of Van Alen Institute:
Design Archive.

Figure 3 (above): H. W. Phillips, An Architectural Motive
to Terminate an Allée, BAID First Mention, 1930.
Courtesy of Van Alen Institute: Design Archive.
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All of these programs ultimately shared a
common lineage—the Ecole des Beaux-Arts
in Paris. Established in 1671 during the reign
of Louis XIV, the French Académie Royale
d’Architecture and its associated school was
not the first of its kind, but it was the longest
continuously developed mode of architectural
education in the West, surviving until the stu-
dent upheavals of 1968. In 1846, Richard
Morris Hunt, the well-known architect of the
Vanderbilt mansions and the Metropolitan
Museum of Art, matriculated at the Ecole,
which made him the first American to pursue
formal academic training in architecture.
Later, after establishing his office in New
York City, he opened the first atelier to train
his own employees in the design skills he had
acquired in Paris. One of his students,
William Ware, would later go on to translate
this knowledge into the academic program of

Massachusetts Institute of Technology’s
architecture curriculum—the first such 
program in America. Our nation’s colleges
maintained a close association with the Ecole
by hiring French studio critics, and, as will be
discussed later, by providing students the
opportunity to study in Paris. Intellectually
the most profound influence on American
education was the French critic who arrived in
his new home ready to share the sophisticated
culture, traditions, and architectural knowl-
edge of Parisian life. By far the most famous
of these French critics was Paul Cret, who was
hired by the University of Pennsylvania in
1903 and continued teaching there until
1937. Cret’s lasting influence on American
architecture cannot be overstated. Not only
did he produce many fine buildings around
the country, but he also taught hundreds of
future architects. One of the best known

through the four years of their education.
Projects were presented in one of two ways—
an analytique or a rendered project. The ana-
lytique, often named an archeology, was a
study-method of dissecting a building and
presenting it as a single-board composition.
The lessons learned included details, scale,
proportion, composition, and rendering. This
knowledge assisted in the design of full build-
ings and even in the arrangement of a work-
ing drawing sheet that followed the same
compositional logic learned through the ana-
lytique. The single-board presentation would
include elevation, horizontal and vertical sec-
tions, and large scale details.

The rendered project always began with
an esquisse. The esquisse could be the end
product and, if this was the case, it was usu-
ally named an esquisse-esquisse. The esquisse
was created in twelve to twenty-four hours.
The essential plan conception was thus estab-
lished that would be developed in sections
and elevations over the subsequent weeks.
The value of this system was moving the stu-
dent’s efforts beyond the all-consuming
search for the ideal plan, which is still so
often the greatest pitfall today. Cret defended
this method against modernist detractors by
pointing out that a studio project is after all

today would be Louis Kahn. Although
Georgia Tech did not have a French critic on
its faculty, a student from Cret's earliest years,
Francis Palmer Smith, became Georgia Tech's
first long-term director of Architecture.

The actual initiation of the Architecture
Program at Georgia Tech does not owe its
start to the thoughtful deliberation of the col-
lege administration, but instead to an enthusi-
astic twenty-year-old civil engineering student
named Earnest Daniel “Ed” Ivey (1887-
1966). In 1907, Ed Ivey met with Georgia
Tech President Kenneth G. Matheson (1864-
1931) to discuss the creation of an architec-
ture program. But, rather than actively
supporting a new curriculum in architecture,
Matheson placed upon Ivey the burden of
finding a group of students interested in the
subject. Ivey succeeded in finding twenty stu-
dents who wanted to pursue this educational
direction and the program was initiated in
1908. The first curriculum of the program
emphasized the visual with classes in architec-
tural drawing, descriptive geometry, elements
of architecture, shades and shadows, and per-
spective—and this was just in the freshman
year. More advanced classes were offered in
freehand drawing, pen and ink rendering, and
watercolor drawing. These artistic skills were
balanced with courses in theoretical knowl-
edge drawn from the history of architecture,
historic ornament, archeology, and the history
of painting. The practical side of architectural
studies began in the freshman year with a full
year of shop-work followed in the sophomore
and junior years with courses in building con-
struction, sanitation, structural mechanics,
and professional practice. In the sophomore
through senior years, a single study termed
“design” was listed. In 1909, Francis Palmer
Smith joined the Georgia Tech faculty fresh
from his studies with his professor Paul Cret
at the University of Pennsylvania. The char-
acter drawn from the Ecole-Penn connection
remained with the program for the following
decades. The concept of studio instruction,
the types of projects offered, and the render-
ing techniques employed reflected an
Americanized version of the Ecole approach.
As in the French system, students began with
small, less complicated building types and
proceeded to those of greater complexity

only a method of learning and that there was
as much to be learned in developing a bad
plan as in spending an entire project searching
for a perfect plan. With the concept set by an
esquisse, the student could spend the full six
or eight weeks exploring elevations, interiors,
materials, and details. From as early as 1911,
Georgia Tech’s school had formed a relation-
ship with the Beaux-Arts Institute of Design
(BAID) in New York. This organization was
established by men who had attended the
Ecole and were devoted to improving the
quality of American architecture. Their
method was simple—the organization pro-
duced design programs that could be adopted
for use in schools around the country. The
most impressive work in a college studio or a
private atelier was sent to New York for judg-
ing, and the best of these projects were given
awards and were published in the BAID
Bulletin. The concept survived from 1904 to
1956, and the process allowed visual compar-
ison and juried competition between students
in far-flung state schools and those in 
established, well-funded private universities.

Figure 4 (far left): David Pearson, Study of the
Tempietto, Rome.

Figure 5 (above left): David Pearson, Fulton Ferry
Terminal Project Analytique, MS in Classical Design
2008. Studio instructors: Michael Mesko assisted by
Jonathan Lacrosse.

Figure 6 (top): Mike Watkins, Fulton Ferry Terminal
Project, MS in Classical Design 2008. Studio instruc-
tors: Michael Mesko assisted by Jonathan Lacrosse.

Figure 7 (above): Jeremy Sommer, YMCA for Manila
Naval Base, MS in Classical Design 2008. Studio
instructors: Richard John assisted by Jonathan Lacrosse.
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The value for a small public school in 
the south was immense. Georgia Tech had an
established record of consistent and remark-
able success. In 1939, a grand fete was held in
Brittain Dining hall to receive the BAID prize
for Georgia Tech architectural students 
having won the greatest number of prize-
winning projects for the year. The New York
architect John Mead Howells, co-designer of
the Chicago Tribune Tower, gave the award.
Through the years, the BAID name and 
funding changed, but the offering of compe-
tition prizes remained constant. The most
widely recognized competitions administered
by the foundation and its successors were the
Lloyd Warren Fellowship-Paris Prize in
Architecture and then later the Van Alen
Prize. For each of these, many Georgia 
Tech students either won or placed with 
great frequency.

Although student work over the one
hundred years in the Architecture Program
changed in appearance reflecting the prevail-
ing stylistic trends, the organization and many
of the fundamental design principles have
remained constant. Programs are issued,
design instruction occurs in the studio over a
period of weeks, concepts are created and
developed, solutions are organized into for-
mal presentations, and finally a jury of knowl-
edgeable critics offers their opinions of the
work. Over time, the popularity of various
presentation media changes, but the love of

evocative drawings is always evident. The
greatest potential change is associated with
the introduction of the computer to the 
studio, but digital rendering is unrelated to
style or period; it is merely another useful
tool, that is, as long as it does not limit 
creative thought. The current eclecticism at
the College of Architecture today reflects the
diversity of worldwide architectural practice.
The reemergence of design that promotes the
development of traditional skills, such as
hand sketching and rendering in pencil, ink,
and watercolor, alongside the study of 
proportion and detailing, demonstrates that
powerful design concepts continue to have
relevance for clients in the twenty-first 
century. The desire to create beautiful, aes-
thetically pleasing buildings was the focus
during the early decades of Georgia Tech’s
Architecture Program’s instruction and 
continues as such today.

Art and Architecture in Greece and Italy
In 1993, I initiated the first College of
Architecture summer foreign program with a
five-week study of Italian art and architecture
spanning from the ancient world through the
Baroque seventeenth century. Based originally
in Rome, but expanded to include Greece and
Northern Italy, the instructional concept used
the on-site study of architecture, museums,
and urban spaces as the sole classroom.
Students will forever recall living in the oldest

hotel in Rome, the Albergo Sole, built on 
the foundations of the theater of Pompey
where Julius Caesar was assassinated.
Beginning in 1994, Professor Douglas C.
Allen joined the program assuming responsi-
bility for the ancient Roman world. Using the
material record of Rome, Ostia, Pompeii,
Herculaneum, and Paestum, students from all
disciplines at Georgia Tech learned of the
profound debt Western civilization owes to
the ancient Mediterranean world. This learn-
ing experience was expanded in 2006 when
Professor Athanassios “Thanos” Economou
joined the program and added depth to this
study by clarifying the sources of Roman 
civilization in the ancient Greek world. Over
the years, the program developed and I took
charge of the Renaissance periods and moved
the program northward to Florence, Siena,
Venice, and Vicenza with periodic excursions
to Assisi, Caprarola, Mantua, and Verona.
Through the years, almost four hundred 
students from all majors at Georgia Tech
have learned to appreciate urban life,
Mediterranean civilization, and the vast
beauty of the art and architecture of Greece
and Italy.

Harrison Design Associates Visiting
Scholar Program
In 2002, William H. “Bill” Harrison 
(B ARCH1971) and Gregory L. Palmer,
principals in Harrison Design Associates,

commenced a gift leading to a $500,000
endowment in my honor and my area of 
specialization in traditional and classical archi-
tecture that is a shared interest of the firm.
This significant gift marked only the second
major endowment in the program’s history.
The firm of Harrison Design Associates is one
of the largest practices in traditional design in
the country with a total of four offices in
Georgia and California. A portion of the
endowment is used each year to bring in a vari-
ety of architects as visiting scholars to share
their expertise with students through studio-
and classroom-based instruction. From 2003
to 2007, the endowment sponsored five archi-
tects who offered courses in areas related to
classical design. Eugene L. Surber, (BS ARCH
1961), taught a studio in the documentary
measurement and compatible design. Anne
Fairfax, principal with Fairfax and Sammons
in New York, Charleston, and Palm Beach,
taught a studio concerned with the study of
local vocabulary in order to insert a building
in a historic neighborhood. Gregory Saldana,
president of Saldana Design & Preservation
Inc., taught a course on measured drawings
and archival research. Richard Sammons, 
principal of Fairfax and Sammons, taught an
elective course on proportion that is the 
subject of an upcoming book on his research
and application of proportion in design.
Christine Franck, principal of Christine G. H.
Franck, Inc., co-taught an elective course with
Betty Dowling on ornament and historically
inspired design. With the initiation of a 
master of science degree with an emphasis in
classical design in 2007, the Harrison Visiting
scholar assumed the role of studio instructor
during the spring term for the new program.
Richard John, assistant professor at the
University of Miami, provided the first 
studio and in spring 2009, Michael Mesko,
principal with MSM Design and Planning 
in New York, offered the second one in 
classical design.

Elizabeth M. Dowling, PhD, is a Professor of
Architecture at Georgia Tech. The above account was
written to mark the centenary of the school in 2008,
which was commemorated by an exhibition and a book
curated and edited by Prof. Dowling and Lisa M.
Thomason.

Figures 8 and 9 (opposite page): Tim Kelly, YMCA for
Manila Naval Base, MS in Classical Design 2008. For
another rendering of this project, see the section opener
on pages 92–93. Studio instructors: Richard John
assisted by Jonathan Lacrosse.

Figure 10 (above): Paul Knight, Study of the Physics
Building at Georgia Tech, MS in Classical Design 2009.
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UNIVERSITY OF 
NOTRE DAME
Design I, First Year Graduate Studio,
Spring 2009 

Instructor: 
Richard Economakis

Project: Art Gallery, Paris
For this exercise, first-year graduate students
designed plans, sections, and elevations for a
proposed art gallery in Paris, which offers a
rich and challenging urban context. Students
were encouraged to focus on space and the
uses of poché, or the space within the struc-
ture of a building that is not accessible.
French Baroque and neoclassical precedents
were also closely studied. UNIVERSITY OF 

NOTRE DAME
Design I, First Year Graduate Studio,
Fall 2008 

Instructor: 
David Mayernik

Project: Place Sacre Croix
This project called for a master plan for a
sequence of public buildings and spaces
between the Dome and St. Joseph Lake,
University of Notre Dame. Graduate students
under the direction of Prof. David Mayernik
were asked to design a new series of spaces
extending from the University of Notre
Dame’s Main Building or “Golden Dome”
towards St. Joseph’s Lake on campus. The
primary building of this new ensemble was Le
Mans Hall, housing Moreau Hall, which is to
be coordinated with the Dome. It was
expected that this building would both define
positive outdoor spaces and allow for public
circulation through the building at the
ground level. 

Figure 1 (above): Plan, detail, and perspective by
Christopher Jamal Howard.

Figure 2 (below): Plan and elevation by John Mellor.

Figures 1 and 2 (above): Elevations and Plan by Leon Li. 
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UNIVERSITY OF 
NOTRE DAME
Design VII, Fifth Year, Fall 2008

Instructor: 
Duncan Stroik

Project: A New Quadrangle, Yale University
Yale University is one of the quintessential
American campuses and has few rivals for the
quality of its architecture, both traditional
and modernist. It is located on the edge of
one of the great American urban spaces; the
New Haven Green with its three Protestant
churches. For the first time in forty years,
Yale is planning to add two new quadrangles
to campus. Fifth-year University of Notre
Dame School of Architecture students under
the direction of Prof. Duncan Stroik were
asked to design a new college in the classical
tradition that looks as if it has always been
there.

Figures 1 and 2 (above): Ronald Herr, watercolor perspective
and elevation.

UNIVERSITY OF 
NOTRE DAME
Design VI, Fourth Year Undergraduate
Studio, Spring 2009

Instructor:
Krupali Uplekar

Project: Compositional Analyses of Classical
and Non-Western Sacred Architecture; A
Comparison of the Orders, Western Classical
and Indian Vernacular.

Fourth-year students focus on analyses and
comparisons in an unfamiliar cultural context.
The intention is to demonstrate how an
architect may bring his or her knowledge to
bear on projects that require translation of
basic principles from western classical tradi-
tions to corresponding but very different
architectural traditions of another culture.
Students learn more about western architec-
ture, its substance, meaning, and principles
through contrast and comparison.

Figure 1 (above): Compositional Analysis by Alejandra
Gutzeit and Aimée Sunny.
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YALE UNIVERSITY 
Advanced Design Studio, Spring 2008

Instructors:
Demetri Porphyrios
George Knight

Project: Corfu Mixed-Use Development
Corfu, the northern most of the Ionian
Islands, combines a most agreeable
Mediterranean climate with luscious vegeta-
tion. The island has had a rich and variegated
history—from ancient and Hellenistic Greece
to Byzantium and the Eastern Roman Empire;
and yet again from the Venetians to the
British. All left their cultural, architectural, and
urbanistic traditions on the island and most
conspicuously on the City of Corfu. The city
is an inspiring example of classico-vernacular
architecture grafted onto the Venetian plan.
The almost intact urban fabric of the city
becomes a unique case study for both architec-
tural character and urban strategies.

Close to the historic centre, in the vicinity
of the port of ancient Korkyra—the reputed
port of Ulysses—is situated the industrial site
of the Desyllas Company. Since the second
half of the nineteenth century the site has
served as the company’s headquarters and
main manufacturing plant. Approximately
twenty-five years ago, the Desyllas Company
closed down and the site was bought for rede-
velopment by a group of investors who  have
appointed Porphyrios Associates as their
architectural and urban design consultants.

Drawing on the urban and architectural
precedents of Corfu and Venice, the studio
proposes a mixed-use development project
comprising residential, commercial, retail, and
leisure. The studio also examines strategies of
development for a site with present-day com-
mercial requirements in the context of late
nineteenth-century industrial listed buildings.

Figures 1, 2, and 3 (opposite top and opposite bottom, and left): Jeff Geldart, Master plan and
computer renderings.

Figure 4 (above): Gene Cartwright, Composite site elevations and plan.
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JUDSON UNIVERSITY
Advanced Design Studios

Instructor: 
Christopher Miller

Judson University’s liberal arts character and
the rich student interest in ethical service
shape Judson’s architecture program. The
curriculum works to integrate the diverse
approaches of its faculty (including a value in
the history of architecture in contemporary
practice) and the importance of cultivating
the tradition of urban environments. At pre-
sent, opportunities for students to explore
classical architecture and traditional urbanism
are found in summer European study, in a
civic architecture studio, in watercolor
instruction, in a substantial history and theory
curriculum at the undergraduate and graduate
levels, and in independent and thesis projects.

Figure 1 (above): Brian Mork, Analytique of 
Foellinger Auditorium.

Figure 2 (top right): Aaron Holverson, Elgin Railway 
Station Proposal.

Figure 3 (right): Nathaniel Brooks, Elgin City 
Hall Proposal. 

Figures 4 and 5 (opposite page): Kevin Svensen, Elgin City
Hall Proposal. 
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THE PRINCE’S
FOUNDATION FOR THE
BUILT ENVIRONMENT

The Prince of Wales’s Summer School 2008:
The Culture of Building  

The goal of the Summer School is to promote
the role of craft decoration in the broader
building culture, develop craft sensibilities,
and apply them to projects at various scales,
from the design and execution of architectural
ornament, up to urban interventions.

Through a series of lectures, workshops,
drawing and building exercises, and field
trips, Summer School participants gain an 
in-depth knowledge both of traditional 
building and repair techniques and how these
have been, and can be, applied in the twenty-
first century. 

After an initial introduction to historic
materials and a two-day drawing course, stu-
dents studied the architectural and construc-
tional development of Lincoln and
Lincolnshire and had the opportunity to
work together with Lincoln Cathedral’s
expert craft teams in the cathedral workshops
to learn craft and conservation skills in the
fields of masonry, joinery, leadwork, and
stained glass. Study and drawing tours of
local historic centers were also conducted.
The program ended with a week-long live
build project in Poundbury, Dorset. 

The circular “Look-Out,” sited close to the
cricket pitch and medical center, is a place for
young people to congregate on their own but
within close proximity to other daily activity
in Poundbury. The building of the shelter
gave the apprentices, largely made up of stone
masons and carpenters, the opportunity to
gain invaluable practical experience from
working closely with a master stone mason,
Henry Rumbold, and master carpenter,
Steven Finney. The Duchy of Cornwall fully
supported the project, which was directed 
by Ben Bolgar, head of Design Theory 
& Networks, and Noel Isherwood, the
Poundbury representative.

Figures 6 and 7 (above): Brian Mork, Judson University Advanced Design Studios. New Building adjacent to St. Martin in the 
Fields, London.
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UNIVERSITY OF MIAMI
Seminar in Color Theory and Practice 
for Architects

Instructor: 
Rocco Ceo 

The course assignment was to design a small
building in a garden or park to house a water
pump and to determine the building's  color
palette and render it.  Students were required
to find a color palette that is balanced and
harmonious based on the principles taught in
the course.  Inspiration for the color palettes
were often site-generated by recording per-
ceived colors of natural subjects at different
times of day. They also worked to balance the
color that was inherent in their proposed
materials with applied colors.  

Figure 1 (right): Katherine Pasternack, Elevations of a
Pump house for Matheson Hammock Park (1931).

Figure 2 (below): Katherine Pasternack, Crab capital.

UNIVERSITY OF MIAMI
Upper Level Elective Studio: 
Classical Language of Architecture

Instructor: 
Richard John

This studio departs from the usual format of
a single design problem in order to study both
the vocabulary (the orders) and the syntax
(composition) of classical architecture
through a number of smaller pedagogical
exercises and esquisse problems. Students
begin with the principles of composition,
then study Paul Cret’s method of program
analysis before completing a Parallel of the
Orders using original texts and treatises. After
a façade redesign exercise based on
Letarouilly, they undertake two projects: first
a three-teacher village schoolhouse and then a
YMCA for a Naval Base in Manila.

Figure 1 (top): John Melhorn, Manila YMCA.

Figure 2 (below): Wilhelm Nothnagel, Schoolhouse.
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INSTITUTE OF 
CLASSICAL ARCHITECTURE
& CLASSICAL AMERICA
Summer Program 2008 

Instructors:
Stephen T. Chrisman
Michael Mesko

Project: Market Hall 
The City Of New York and the Greenmarket
Farmers Markets commissioned a permanent
Market Hall building for Union Square. The
Market Hall consists of two elements: a two-
story Head House and an exterior colonnade
or arcade. The Head House contains an
information desk and restrooms on the first
floor and Greenmarket offices on the second
floor. The Head House is to be of masonry
construction and utilize a full-height order on
the exterior. Attached to the Head House is
an exterior colonnade(s) or arcade(s), to be
used for Market Stalls, also utilizing an
order(s), and constructed of masonry
columns, piers, or arches. Currently entirely
open air, the new market hall will provide a
sheltered environment within which the mar-
ket may operate more conveniently during
weather extremes.  The course was treated as
a design studio, during which each student
was expected to develop an architectural
design based on a charrette esquisse, prepare
presentation drawings, and present the work
in a final review with an invited jury.

Figure 1 (above): Joseph Skibba, Market Hall Project.

Figure 2 (bottom): Joseph DeSense, Market Hall Project.

AMERICAN COLLEGE OF
BUILDING ARTS 

The American College of the Building Arts
(ACBA) is dedicated to educating the next
generation of building artisans and to preserv-
ing the building arts in a manner never before
seen in America. Under the direction of expe-
rienced faculty, students have the opportunity
to learn the skills needed to excel in their cho-
sen field, and receive a quality liberal arts edu-
cation. This combination of education,
training, and access to highly-experienced fac-
ulty is available nowhere else in the United
States. The College began in 1998 when a
small team, led by John Paul Huguley, created
the School of the Building Arts (SoBA) in
Charleston, South Carolina. After the South
Carolina Commission on Higher Education
licensed the School in 2004, the name was
changed to the American College of the
Building Arts to reflect more accurately its
place in the American educational hierarchy
and the first students were admitted the fol-
lowing year. The historic graduation of the
College’s inaugural class occurred in May
2009 with Charleston Mayor Joe Riley giving
the commencement address.

Freshman Drawing Class

Instructor:
William Bates III

Project: Study of the Orders
This exercise begins with a study of Claude
Perrault's Ordonnnance des cinq espèces de colonnes
selon la méthode des Anciens (Paris, 1683). Each
student is given an order to replicate, studying
not only the parts of that order, but also 
the method of the engraver in  simulating 
texture, shade, and curvature with line weight
and placement.

Figure 1 (far left): Graduating Class 2009: Moyer
Fountain, Will Denton IV, James Murphy, Kyle
Dooley, Adam All, Stephen Browning, and Shara
Satterfield. Photograph by Jörg Meyer.

Figure 2 (top): ACBA students working on the restoration
of Drayton Hall ceiling.

Figure 3 (left): Rob Stevens, Ink drawing after Perrault.
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Figure 5 (top left): Marvin Clawson, Acqua Paola.

Figure 6 (top right): David Pearson, Santa Maria Della Pace.

Figure 7 (above): David Pearson, Hadrian’s Villa, Tivoli.

Figure 8 (left): Joyce Tsai, Four Rivers Fountain.

INSTITUTE OF 
CLASSICAL ARCHITECTURE
& CLASSICAL AMERICA
Rome Drawing Tour 2009 

Instructors:
Michael Grimaldi
Michael Mesko
John Varriano

The ICA&CA selected instructors for their
individual talents and knowledge. Each has a
proven ability to teach effectively and, most
importantly, their combined disciplines—
history, fine art, and architecture—served to
foster a meaningful appreciation for the
enduring aesthetic achievements in Roman art
and architecture. Tour highlights for the 23
participants included Ancient and Renaissance
Rome, the sublime Hadrian’s Villa, and the
magnificent gardens of the Villa d’Este, as
well as Rome’s great collections.

Figure 1 (above): Richard Swann, Campidoglio capital.

Figure 2 (right): Kahlil Hamady, Villa Medici.

Figure 3 (top right): Kahlil Hamady, Acqua Paola.

Figure 4 (top left): Kahlil Hamady, San Giovanni.
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the corner column. In certain archaic temples, the width of the triglyph
is increased, allowing it to be centered and to reach the corner of the
temple. Vitruvius himself recommends the displacement of the triglyph
from the corner, keeping it centered over the terminal column. This 
dissociates the triglyph from the corner it is meant to articulate. The
remaining distance between its edge and the corner is to be filled with a
“semi-metope,” in reality not half a metope but an L-shaped bent panel
that, like Frank Lloyd Wright’s “folded plane,” fills in the corner phys-
ically but leaves it unarticulated and unstressed, suggesting openness.

None of these solutions achieves a non-contradictory, unambiguous
result. Each is flawed. Yet in the larger reality of the building, a fault in
the part can contribute to the resolution of the whole. This series of 
partial resolutions, rather than undermining the credibility of the order
(as is suggested by the various ancient writers, such as Hermogenes,
whom Vitruvius cites) creates a series of possible directions in which the
study and practice of the order can be taken. In the scheme which 
narrows the terminal intercolumniation, the corner is made to appear
denser (the solid to void ratio is higher) intensifying the ends of the
colonnade. In the Vitruvian “solution” the unstressed semi-metope at
the terminus of the frieze creates the ground work for an open corner.

Rather than defining the order ever more narrowly, as though 
perfected for every use, an icon out of context on a Beaux-Arts wash
plate, we may see the order as an important source of architectural spec-
ulation and as the engine which generates architectural possibilities. The
end result is an expanding canon, and a larger field for architectural
activity. To complete the order, the architect must assess his needs and
priorities and break any one of the rules (as the architect of every Doric
building that has corners has had to do) and adjust the other forms to
compensate and thereby achieve an image of the unity inherent in the
building as a proposition. 

lassical architecture has been described as the
“Poetics of Order.”1 A central goal of the classical
architect is to create an order out of the situation in
which he finds himself. In organizing the complex and
frequently contradictory set of needs and ideas with

which he is confronted, he applies an apparatus of known forms and
syntax, which organize these needs and ideas and remain in the 
finished work as traces of his cognitive process.

This apparatus consists of the orders themselves and the tradition
of usage and interpretation that accompanies them. These orders are
paradigms for the resolution of typical formal problems encountered 
by the architect and having to do with the identities of parts, their 
relationship to and influence upon one another, and their significance as
a sustained allegorical model of the building—a “perpetuum carmen” in
the words of Ovid.2

To say that the orders are paradigms of resolutions implies that
they contain within them paradoxes—contradictions whose presence
directs the design of the simplest of classical buildings. A simple exam-
ple of this is the set of rules governing the disposition of the elements
of the Doric frieze. They are:

• The face of the architrave and frieze must align with the neck of the
column below.

• The triglyph at the end of the frieze, which ostensibly represents the
end of a beam, must be placed at the corner and be one half 
module (one quarter the base diameter of the column) in width.

• The metopes, the flat panels that close the gap between the tri-
glyphs, must be square and, according to most canons, one and one
half modules (or three quarters of the base diameter of the column).

• The centers of the triglyphs must align alternately with the center
of the column and the center of the span.

The fact that the column neck and triglyph are not of the same width
means that one cannot satisfy all the rules at once.

A number of such resolutions can be noted. Vitruvius (Book IV)
described the common practice (used in the Parthenon) of narrowing
the intercolumniation in the terminal bays of a colonnade, allowing the
proportions of triglyphs and metopes to be undisturbed and for the
triglyph to be placed at the corner, but unfortunately not centered over
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The Poetics of Architectural Form 
in the Schauspielhaus of Karl Friedrich Schinkel

By Charles A. Barrett

C

Section opener (previous pages): Schauspielhaus, Berlin. Photograph by Wolfgang Staudt. 

Figure 1 (opposite top): Anonymous, Schauspielhaus on the Gendarmenmarkt in Berlin,
c.1821, Oil on Copper, 51.5 × 64.5 cm, The Hermitage, St Petersburg.

Figure 2 (opposite bottom): Perspective view of the Schauspielhaus, Berlin, from Karl
Friedrich Schinkel, Sammlung architectonischer Entwürfe (Berlin: Wittich, 1828).



1 3 8 t h e  c l a s s i c i s t  n o . 8 m i s c e l l a n e a   1 3 9

One of the earliest lessons one learns about classical architecture is that
no architect uses an order straight from the book. While this is obvi-
ously an exaggeration, it is nonetheless true that classical architecture
contains countless examples of orders adjusted to suit the purposes of
their designer. These adjustments range from minor adjustments of
proportion to the virtual invention of an order absolutely specific to its
occasion. This phenomenon results from the interaction of Vitruvius’
Eurythmia and Symmetria in the architectural project.

Eurythmia may be thought of as the idealized form of the individ-
ual part and Symmetria as the correspondence of the parts of an organic
whole each carefully adjusted in identity, proportion, iconography, line
quality (i.e., its shapes) and the character of light and shadow falling
across its surfaces.

Most analyses of classical architecture focus on its systems of 
organization and classification. In the treatises it is normal to see a
series of plates and /or descriptions of the orders one at a time or
together in a spectrum from Tuscan through Corinthian or Composite.
Thus the authors define the species of detail and proportion. Their 

origins and iconography are described with some attention given to
variation and occasionally to non-canonical orders.

Organizational schemes are presented that represent typical 
models for buildings and convey a basic sense of compositional goals
for the building. Vitruvius, in Book III, for example, classifies temple
types by three separate criteria: intercolumniation (the proportion of
solid to void in the colonnade, expressed in terms of the base diameter
of the column, i.e., picnostyle, eustyle, etc.), the number of structural
repetitions in the width of the building (expressed in terms of the num-
ber of columns from side to side, i.e., tetrastyle, hexastyle, etc.), and
plan type (i.e., a temple in antis, prostyle, dipteral, etc.), which conveys
the relationship between the stylar and mural structures of the building,
the placement of rooms, and hints at structure. From these we can
derive grid patterns of plan and elevation of the sort that might have
generated the idealized grid patterns illustrated by Cesariano and Serlio.

This necessary approach, which focuses on definition and overall
scheme, is vital to imparting basic knowledge about architecture and its
goals. This approach is somewhat less successful in conveying the sub-
tleties of the decisions that an architect makes as he designs a classical
building, and too often creates the impression of immutable forms
cranked through a machine of organization attuned to set composi-
tional goals from which emerges a predictable product. 

In his lectures at Cambridge, Wittgenstein commented that “we
teach / learn language by using it.” We might, to use a simple 
example, refer to a dictionary for a basic definition of a word and its
classification with regard to the parts of speech. But not until we have
used the word and heard it used many times do we understand the 
sense and nuance of its meanings. Imagine then the complexity of a 
whole language.

In the study of the forms of classical architecture, we would 
gain considerably from a close understanding of usage. What is the 
significance of the forms of the Doric frieze? What are the governing
principles of its arrangement? What problems emerge from the 

application of these forms and principles? What solutions are possible?
Who has used them and for what purposes? All these questions lead to
a better understanding of classical architecture.

Wittgenstein continued: “Language consists of propositions. A
proposition is a picture of reality and we compare that picture with
reality.” We can view a building as a complex series of propositions,
each of which asserts a relationship between the matter-of-fact building
and the series of models by which we understand it. The goal then is 
to produce an allegorical relation between the two which, like
Wittgenstein’s “proposition,” must convince us of its accuracy. This
relation is in some ways similar to the concetto as described by Klein3 or
the “idea” as described by Panofsky,4 both of which base the concep-
tion of the art work in a linkage between two or more schemes.

The completion of any building relies on the formation of a 
convincing poetic that intervenes between the scheme and the detailing
and between the Eurythmia of the parts and the Symmetria of the whole
to reveal in the project the unity underlying its many complexities.

Schema of the Schauspielhaus and its Antecedents
Although the Schauspielhaus is a neoclassical building in detail, 
massing, and architectonic goals, it is distinctly Renaissance in the orga-
nizational scheme of its elevation and sections. Its elevation consists of
a raised basement supporting a giant order enclosing two minor super-
posed orders and surmounted by an attic pavilion [Figures 1 and 2]. 

Schinkel’s use of the giant order had antecedents in the composi-
tional schemes of a number of post-Renaissance buildings beginning
with Michelangelo’s twin palaces on the Campidoglio [Figures 3 and
4]. In Michelangelo’s façades, the conceptual discrepancy between the

two articulated stories and the implicit unity of the whole building was
resolved through the application of a superimposed order of pilasters,
which comprehends the entire height of the building.

Schinkel, however, did one thing that is very different. Before the
Schauspielhaus, most façades with giant orders were carefully formu-
lated to avoid certain problems inherent in the giant order scheme. If 
a building of two superposed orders were encased in a giant order, the
capitals of the columns of the upper minor order collide uncomfortably
with those of the columns of the major order. Further, each of the 
constituent orders would require an entablature in proportion to the
height of its column.

The completion of both orders would require two entablatures 
of different sizes, one immediately above the other. Such formal redun-
dancy would contradict the completion suggested by each order and
subvert the equation of orders (i.e., two minor orders equals one giant
order.) Conceptually, the upper minor order should resolve itself in the
same entablature as the major order. Further, the spanning implications
of the minor order capped with a roof are confounded by the weight of
a second entablature apparently borne on them.

Another similar situation can be seen in a series of design studies
for the façade of St Paul’s Cathedral—made more than a century after
Michelangelo’s Campidoglio—by Hawksmoor and others in the 
studio of Sir Christopher Wren. In these drawings Wren’s assistant
attempted to articulate two minor superposed Corinthian orders in
equation with a giant order the full height of the façade: Corinthian in
the first scheme [Figures 5 and 6], and Ionic in the second [Figure 7].
He has aligned the tops of the capitals of the upper minor order with
those of the major order. Immediately above, the entablatures of the

Figure 3 (above): Michelangelo, Palazzo Nuovo, Campidoglio, Rome. Photograph by
Marie-Lan Nguyen.

Figure 4 (above right): Central bay of Michelangelo’s Palazzo Nuovo, Campidoglio,
Rome, from Domenico de Rossi’s Studio d'architettura civile: opera de più celebri architetti de
nostri tempi, Vol. 1, (Roma: De Rossi, 1702).

Figure 5 (opposite left): Detail of a study for a Corinthian portico for St. Paul’s Cathedral,
London, office of Sir Christopher Wren (SP140).

Figure 6 (opposite middle): Detail of a study for a Corinthian portico for St. Paul’s
Cathedral, London, office of Sir Christopher Wren (SP141).

Figure 7 (opposite right): Detail of study for an Ionic portico for St. Paul’s Cathedral,
London, office of Sir Christopher Wren (SP50).



two orders run into each other. Since these entablatures are each in 
proportion to their respective orders, they and their constituent parts
are of different heights. This produces an unsatisfactory connection, a
collision rather than a continuity, between the two entablatures.

In the first design, the minor orders continue inside the portico of
the giant order [Figures 5 and 6]. This means that the upper order
would be incongruously surmounted by the entablature of the giant
order, much too large in proportion. In section this problem has been
addressed by substituting the architrave and cornice of the minor order
on the interior of the portico. While this eases the problem of the
minor order, it does so at the expense of the giant order which, inside
of the portico, is surmounted by an extremely small architrave, too
small, in appearance, to convincingly span between the giant order’s
columns. The inadequacy of the design is most fully revealed in the 
section of the entablature of the larger order, the identity and size of
whose parts differ from its outer face to its inner face.

In a second scheme [Figure 7], the idea of continuing the upper
minor order inside the portico has been dropped, eliminating the 
problem of the conjunction of the entablatures within the portico. But
lost is the immediacy of the comparison between the giant order and
the wall articulated by superposed minor pilaster orders. Because the
the articulation of the minor order must cease as the wall passes behind
the large order of the portico—the major organizing event of the
design—it leaves unclearly stated the central idea of the composition:
the insertion of the two minor orders into the giant order.

An effort is also made in this scheme to achieve a stronger linkage
between the capitals of the large and small orders by substituting an
Ionic giant order for the previous Corinthian. This permits an equation
of the heights of the capitals of the small Corinthian and the large Ionic
orders, and aligns their astragals and abaci. The strategy here is to 
make use of the different proportions of the Ionic and Corinthian in
combination with their different sizes to produce equations and align-
ments of their parts. In this vein the architrave of the upper minor
Corinthian order is equated and aligns with the top of the lower fascia
of the larger Ionic architrave. The result is still compromised by the
discontinuous entablatures above the columns. It is understandable that
Wren abandoned the giant order (his aesthetic problems compounded
by technical ones) for the simpler two-storied design that was executed
[Figure 8].

These are inherent problems of the scheme, and they make clear
the reasons for which Michelangelo did not fully articulate the inserted
upper minor order of his palaces but rather implied them by means of
their windows housed in columned aedicules fixed in the field of the
recessed panel, whose edge subtly echoes the bay enclosure of the giant
order. Carlo Maderno followed this common circumlocution (there are
others) closely in his façade for Saint Peter’s [Figure 9], and placed a
full minor order only at the lowest level while reducing the articulation
of the uppermost minor order to a window in a wall whose surface
mediates between the capital of the giant order and the framed 
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possible his solution. Some comment on them and their origins will
make his choices more understandable.

The five classical orders share a common formula for the represen-
tation of a building: a column, standing on an artificial ground plane
known as the stylobate, bears a beam known as the architrave which, in
turn supports a row of ceiling joists at a level called the frieze, which
supports the projecting roof structure or eaves, known as the corona 
or cornice. The column can be broken down into base, shaft, and 
capital. A given order has a series of characteristic shapes, sequences of
shapes, and ornaments which distinguish its parts, even when they
appear alone.

In addition to columns, buildings have walls which can also bear
the entablature (or parts thereof) of an order. In certain situations a 
column may exist cospatially with a wall. This confluence is marked by
a pilaster or engaged column, fundamentally a flat column carved in
relief at intervals along a wall. This situation occurs frequently in
Roman prostyle temple forms in which a portico two or more columns
deep is of the same width as the cella, the enclosed room that it fronts
directly, and the colonnade continues along the side engaged in the cella
wall [Figure 11].

In Greek sacred buildings where the pronaos is said to be in antis
the cella (or naos) is fronted by an entrance porch (the pronaos) 
contained between two projecting walls called antae [Figure 12]. An
architrave spans the opening between the projecting anta walls, resting
on the ends of the antae and on the two or more columns between
them. The ends of these walls, which bear the concentrated load of 
the architrave like the neighboring columns, are thickened slightly to

windows, thereby rendering a second entablature beneath that of the
major order unnecessary.

This approach requires certain conditions, among them a
Renaissance interpretation of classical architecture that understands a
series of similarities between columns and walls and that permits them
to exist conceptually in the same space in the form of a wall modulated
by pilasters or engaged columns.

Working as he did in the period following and still dominated by
Marc-Antoine Laugier’s Essai sur l’Architecture Schinkel was no doubt
unwilling to engage in such obvious conflations of wall and column.5
The neoclassical distinction between column and wall and rejection of
the forms that share characteristics of both, as well as the pursuit of the
primacy of the column, required a consistent expression of trabeat-
ion—distinct from the wall—throughout, completely opposite in con-
ception to Michelangelo’s consubstantiation of the two structural
elements. With the Renaissance solution unavailable, Schinkel was
compelled to cope with the problematic insertion of two fully devel-
oped minor orders into his giant order. This, the adjacency of the
crowning members of approximately coplanar giant and minor orders,
is the fundamental problem posed by Schinkel’s elevational scheme
[Figure 10]. Its resolution depends upon Schinkel’s creation of a bit of
rhetoric, a figure of speech to allow the viewer’s eye to pass unimpeded.

Schinkel’s Apparatus and Resolution
The solution of this problem might, in many circumstances, have been
inconceivable. Schinkel, however, in setting up the problem for himself,
made certain choices of forms and conceptual structures that made 
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Figure 8 (above): St. Paul’s Cathedral, London. Photograph by Bernard Gagnon.

Figure 9 (left): Detail of façade of St. Peter’s Basilica, Rome.

Figure 10 (opposite): Elevation of the Schauspielhaus, Berlin, from Karl Friedrich
Schinkel, Sammlung architectonischer Entwürfe (Berlin: Wittich, 1828).
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[Figure 16]. The minor order is completed by an entablature approx-
imately in proportion. A close look at the corner shows the entablature
of the major order resting upon the capital of the great antae at the cor-
ners of the building. The major order seems at rest and uncontradicted
by the scale of the minor order. What has happened to the expected
collision of the two orders of different scale?

Another look at the anta capital will reveal that its moldings run
horizontally beyond the limits of the anta. Schinkel here quotes a 
common detail of Greek buildings [Figure 17]. The moldings of the
anta capital continue horizontally to form a capital for the cella wall
and intimate its column-like bearing capacity. A look at the base of 
the major order shows that the base of the anta, corresponding to its
capital, also continues along the base of the low parapet upon which the
minor stands. It is actually this anta capital that extends to form 
the entablature borne by the minor order, the end of which it articu-
lates. This means that the capitals of the minor order, being below the
entablature of that order, are also below the level of those of the giant
order, thereby preventing the threatened collision.

The entablature of the minor order, extruded as it were from 
the capital of the major order, is separated from it by the fact that 
the face of the entire structure of inserted orders is set back a small 
distance from the face of the anta of the major order. The usual advan-
tage of this in detailing is that all of the projecting moldings of the
minor orders can be terminated by running them into the side of the
major anta.

This common trick of the trade, a very basic tool in the practice of
classical design, has been in use for thousands of years. Yet, it acquired

reinforce them physically and visually. Finally, articulated bases and
capitals give them the presence of columns. These additional articula-
tions of the wall end, like the wall itself, are known as antae.

Schinkel rendered the Schauspielhaus in an Ionic order of Greek
origin (specifically Attic), rather than Roman. Unlike the Roman
orders upon which the architects of earlier works had based their
designs, the Greek order permitted the use of antae rather than pilasters
in those portions of his structure where mural and stylar structure coex-
ist. This adoption by Schinkel of Greek antae was more than simply a
fashionable substitution of a Greek form for a Roman one as were
many other uses of the anta in his period. Many compositionally 
conservative buildings of the American Greek Revival treat it simply as
an exotic ornamental treatment of a pilaster [Figure 13]. The anta
suited Schinkel’s purpose perfectly.

The pilaster and the anta are both forms born of the confluences
and conflations of wall and column inherent in the act of building.
They differ in two major ways. A pilaster is normally seen engaged in
the faces of a wall and supported left and right by blank wall surface
[Figure 14]. The entablature above continues to surmount other
pilasters bound up in the same wall surface. The face of an anta, in con-
trast, occurs at the end of a wall, the entablature above spanning across
a void to rest on freestanding columns [Figure 13]. In addition, their
capitals and moldings are conceived differently. The pilaster capital and
base are intended to replicate the design of those of the freestanding
column of its order. The anta capital is conceived differently from that
of the column, as its base is often differentiated from the column base
[Figure 15]. The anta capital is, like an entablature, an affair of planes
modulated by lines of horizontal moldings.

One significant gain for Schinkel is that, because the face of the
anta is not normally supported at the sides by wall, he was not forced
into a relief of columns and walls in the Renaissance manner and was
able to use the column-like form of the anta free-standing to modulate
the façades of his building. He was able to articulate the windows of
his buildings as glass veils hung between the columns of a completely
trabeated façade. In addition to easing the column/wall impasse of
Schinkel’s use of a Renaissance giant order scheme, his adoption of the
Greek order made his solution of the problem of the giant and minor
orders possible. 

A cursory examination of Schinkel’s elevation reveals that two
entablatures are, after all, present at the top of the building with that of
the upper minor order sheltered under the architrave of the giant order
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Figure 11 (opposite top left): Maison Carrée, Nîmes, France. Photograph by Flore Allemandou.

Figure 12 (opposite bottom left): Athenian Treasury, Delphi, Greece. Photograph by Sam Korn.

Figure 13 (opposite top right): Ithiel Town and Alexander Jackson Davis, Federal Hall, New
York. Photographer unknown (Historic American Buildings Survey, Prints and
Photographs Division, Library of Congress).

Figure 14 (opposite bottom right): Baldassare Peruzzi, Palazzo Massimo alle Colonne, Rome.
Photograph by Richard John.

Figure 15 (right): Comparison of the column and anta of the Erechtheion, Athens, from
Charles Normand, Nouveau Parallèle des Ordres (Paris: Firmin Didot, 1819).



ent. Here, Schinkel’s problem was much simpler. Schinkel has articu-
lated a single order, of somewhat smaller size than the two inserted
minor orders below but necessarily raised on a podium wall in order to
clear the pediment of the portico projecting below. His problem is to
continue the major plan grid up from below, to continue the risalit6 (a
compositional term referring to accented articulation of the end of the
elevation), which is marked below with the anta of the major order.

Presumably because of the irregularity of the base of this wall
caused by its contact with sloping roofs, Schinkel marks the risalit with
a pier free of the articulation of capital and base. What may seem to be
a base at its bottom is actually no more than the continuation of the
coping and curb of the parapet of the portico roof. The entablature is
determined, not by these piers, but by the single small order, made up
of antae as below.

The face of the order, unlike that of the minor order below, is 
in the same plane as the face of the pier. The junction of the pier and
the order is articulated by a small reveal that continues down to the
portico roof to separate the planar podium wall from the more three-
dimensional pier.

Conclusion
Schinkel’s Schauspielhaus, like every other building of merit, achieves a
conceptual continuity only by virtue of resolutions of the smallest of
details. Its design forms a poetic continuum of vision and reason
extending from his most basic decisions of massing and concept, his
identification of the dispositions and conflicts of elements, to his
choice of apparatus and detailing of parts.

Schinkel’s great theater would, beyond doubt, be a lesser work
were it not for his subtle resolutions of detail, made explicit and signif-
icant through reference to the forms, syntax, and usage of the classical
tradition. Is it not this tradition that, for better or worse, defined and
directed the discourse of architecture even up to the present? Can we
do other than gain from closer knowledge of it?

In 1996, at his memorial service, Charles Barrett was described by Vincent Scully
as follows: “lonely comrade; loyal friend; [he] was one of the most accomplished archi-
tectural draftsman of modern time. His creative imagination and his skill were bound-
less. Classical architecture lived again in his work. Whole cities rose up under his
hands… It is in the memory of those he left behind and in the work they may do that
he will build his stately mansions now.” This essay was left unpublished at the time
of Charles Barrett’s death. —RTJ

Endnotes

1. Alexander Tzonis and Liane Lefaivre, Classical Architecture: The Poetics of Order
(Cambridge: MIT Press, 1992).
2. Ovid, Metamorphoses, I.4.
3. Klein, Robert. “The Theory of Figurative Expression in Italian. Treatises on the
Impresa.” in Form and Meaning (New York: Viking Press, 1979), pp. 2-24.
4. Erwin Panofsky, Idea: A Concept in Art Theory, trans. J. J. S. Peake (Columbia:
University of South Carolina Press, 1968).
5. Marc-Antoine Laugier, Essai sur l’architecture, (Paris: Duchesne, 1753).
6. Cf. the terms Ressaut in French and Risalto in Italian.

several new uses in Schinkel’s building. This setback distinguishes the
otherwise identical minor order entablature and major order capital
from one another. It also creates a hollow beneath the entablature of
the major order. This distinguishes the contiguous entablatures from
one another with a show line heavy enough to outweigh those of any of
their molding sequences and, by placing the minor entablature in
shadow, gives emphasis to the hierarchically more important entabla-
ture of the major order.

But it is a very specific reference as well. While the columns of the
Schauspielhaus portico are based on those of the Erechtheion on the
Athenian Acropolis [Figure 18] as is the entablature (though Schinkel
has added modillions below the cornice) the anta capital is not. Most
Ionic anta capitals are formed of a neck articulated by a bead at its lower
edge and at its top by two or more curved moldings, variously ovolo,
hawk’s beak, or cyma reversa [Figure 19]. Such an arrangement is
hardly suggestive of a complete entablature, a sequence of two vertical
planes divided by a molding and surmounted by a projecting cornice.

Schinkel has quoted a particular detail, the anta capital from the
small Ionic amphiprostyle temple on the Ilissos river in Athens [Figure
20]. In the example (fortunately documented by James Stuart and
Nicholas Revett before its destruction in the late eighteenth century)
the bead molding that normally occurs at the bottom of the neck is
placed about midway up the neck in a position making it very sugges-
tive of the cymatium that normally divides architrave and frieze.

As evidence of the specificity with which Schinkel directed formu-
lation of the detail to his compositional problem, it is interesting to
note that the corresponding—and, at first glance, similar—detail at the
entablature of the attic of the same building [Figure 21] is very differ-
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Figure 16 (top left): Detail of the Schauspielhaus, Berlin, from
Karl Friedrich Schinkel, Sammlung architectonischer Entwürfe
(Berlin: Wittich, 1828).

Figure 17 (top center): Temple on the Illissos river, Athens, from
James Stuart and Nicholas Revett, Antiquities of Athens (London:
John Haberkorn, 1762).

Figure 18 (top right): The order of the Schauspielhaus, Berlin,
from Karl Friedrich Schinkel, Sammlung architectonischer Entwürfe
(Berlin: Wittich, 1828).

Figure 19 (opposite): Detail of the anta capital of the Erechtheion,
Athens. Photograph by Guillaume Piolle.

Figure 20 (far left): Anta capital of the temple on the Ilissos river,
Athens, from Charles Normand, Nouveau Parallèle des Ordres
(Paris: Firmin Didot, 1819).

Figure 21 (left): Detail of the corner anta of the Schauspielhaus,
Berlin, from Karl Friedrich Schinkel, Sammlung architectonischer
Entwürfe (Berlin: Wittich, 1828).
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To explain what I mean, please permit me a rudimentary example.
How can there be a viable canon of architecture that is incapable of
producing an opening wider than it is high—by that I mean a horizon-
tally proportioned intercolumniation? We cannot be effective today if
we cannot even deal with a simple barn opening or a porte-cochere.
And that is just one problem. We must confront the necessity of
expanding the classical canon if it is to engage the twenty-first century.

I would propose a new ethos—one no longer dedicated to the 
polishing of the classical canon of Vitruvius, Palladio, and Vignola, but
to supplementing that canon. Because this process cannot be allowed 
to devolve into neo-postmodernist dissipation, it should still be based
on the authority of masters and masterpieces. First we must transcend
the closed historic treatises, to rescue that which was discarded in the
reductive process of writing them. Then we must recover to our side
those transitional nineteenth- and twentieth century architects who
have been assigned to the modernist camp—where they reside as the
foundation of their authority—when they are, in fact, the last great
flowering of classicism.

Take Frank Lloyd Wright. You could see the Prairie School as the
beginning of the fall, but you could also see it as the last of the Greek
Revivals. Wright was among those who, instead of the Parthenon and
all of its proprieties, took the Erechtheion and all of its freedoms, to
extract a contemporary architecture. If the Erechtheion—its dynamic
massing and multiple columniations, its agile engagement with topog-
raphy, its free repertoire of moldings, its localized symmetries and
rotated approaches, its complex, multi-leveled interior, its contradic-
tions and unresolved tension—is classical, then Wright is certainly
among the great masters of classicism. Wright must be on our side if
we are to take the territory of the twenty-first century.

Another master of the canon would be Joz̆e Plec̆nik, who knew the
classical language perfectly. Like Shakespeare, who found literature in
moribund Latin and bequeathed it in native English with vitality to
spare, Plec̆nik shows us the workings of what my brother Douglas calls
“the vernacular mind.” Not “the vernacular,” which is a style, but the
vernacular mind, which is the way of folk art. It is the ability to 
compose from memory and circumstance, to work sequentially through
anything and everything, with craft but not perfection. The folk 
tradition, which Plec̆nik brought to classicism, is the essential tool, I
think, to withstand the withering that the twenty-first century will
impose upon us. Léon Krier knows it. Look at his American buildings
at Miami, and at Seaside  and Windsor. What lessons do they hold?
Not one of them is correct in the canonical sense, and yet they are
canonical buildings. And so I would also bring into the canon the work
of Léon Krier.

An expanded canon would include newly drawn plates alongside
Vignola’s: the orders of masters such as Gilly, Soane, Thompson, Tony
Garnier, Perret, Hoffman, Loos, Asplund, Piacentini, Terragni,
Stern,  Graves, Porphyrios, Rob Krier. This treatise would claim an
enormous amount of new territory for classicism.

A portion of this Driehaus Award will be applied to such a treatise.
We are almost there. We have only to climb one last Everest.

The above remarks were made on the occasion of the award of the 2008 Driehaus
Prize to Elizabeth Plater-Zyberk and Andrés Duany. The illustrations opposite, by
Javier Cenicacelaya and Iñigo Saloña, are from the planned treatise referred to above.

he current renaissance of traditional architecture must be
seen not as a single event, but as a process. A first gener-
ation restored  the old and sturdy citadel which is the 
discipline of the classical language. The current genera-
tion can continue to unfurl beautiful banners from the

ramparts, in the hopes that all will recognize its virtue—or it can sally
to take territory by force. There is too much territory forlorn by
American design. I do not allude to the bits held by modernism, but to
the vast areas held by mindless production builders, by the green gad-
gets that pass for environmental buildings, by the nauseating plan
books, by the junk-space of civic buildings, by the junk-products at
Home Depot, by the hapless mobile home industry. These are blights
on our physical and cultural landscape that can be redeemed only by
traditional designers. This is risky I know. We could jeopardize the
impeccable reputation of the citadel; but we could also show the place
that traditional architecture can hold as nothing else can.

In this quest, we must be as courageous as the generation of 
pioneers. Bob Stern, Alan Greenberg, Tom Beeby, Rob Krier, Dimitri
Porphyrios, and Thomas Gordon Smith all risked their good names by
entering the wilderness of postmodernism. But see what they gained on
the other side: the architecture now so confidently rewarded with the
Driehaus Prize.

The best proof that architecture has been well and truly recovered
in that heroic thirty-year campaign is that it can be dependably taught.
Classicists today can be as good as their masters even while still young.
I am aware that the rigor of the classical canon enables this instruction.
I am also aware that the discipline of the orders was the compass that
guided architecture out of postmodernism. But in teaching the orders
today we should take care that students not become overly dependent
on bookish authority. They must not learn the fear of being caught
“incorrect.” The measure should be what Lizz calls “plain old good
architecture.” After all, we are building primarily for the commons, not
the patrons.

Will this generation bore deeper into refinement and elitism, or
will it endeavor to spread classical architecture outwards to a broad,
democratic, indeed populist, future? Will they continue reprinting ever
more esoteric treatises, or will they write new ones conceived to serve,
not the sixteenth or even the twentieth century, but the future which is
upon us?

The New Canon 

By Andrés Duany
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Following the success of the publication of the first volume of James Stuart and Nicholas Revett’s The Antiquities of Athens in 1762, the Society of the Dilettante resolved
to fund a further expedition, this time not just to Athens, but also to Ionia, the ancient territories along the eastern shores and islands of the Aegean sea, which now fall within
the boundaries of present-day Turkey. On this second journey, Revett was accompanied not by Stuart, but by an Oxford philologist and ancient historian, Richard Chandler,
and a topographical painter, William Pars.1 The important drawings made by Pars on this trip were subsequently engraved to illustrate the second volume of The Antiquities
of Athens and the two volumes of Ionian Antiquities in 1769 and 1797. Their popularity and significance was such that Paul Sandby was given permission to publish
sepia aquatints of Pars’ watercolors before the Society donated the originals to the British Museum in 1799. While the monochrome reproductions of these early views of the
Parthenon, Erechtheion, and other ancient sites are familiar from The Antiquities of Athens, the original watercolors have rarely been exhibited and almost none have been
published in full color.2 To accompany the selection of William Pars’ drawings reproduced here, some brief excerpts have been chosen from Richard Chandler’s journal of the trip,3

which vividly bring to life the challenges facing this first archaeological expedition into Asia Minor. —RTJ

In Pursuit of the Antiquities of Athens and Ionia:
THE TRAVELS OF RICHARD CHANDLER, WILLIAM PARS, AND NICHOLAS REVETT

IN ASIA MINOR AND GREECE IN 1764–66

about him in like attitudes. Over this gateway is an inscription in large
characters on a stone turned upside down, and black from the fires
made below. It records a present of a pair of gates.

Going farther up, you come to the ruins of the propylea, an edifice
which graced the entrance into the citadel. This was one of the 
structures of Pericles, who began it when Euthymenes was archon, four
hundred thirty-five years before Christ. It was completed in five years,
at the expense of two thousand and twelve talents. It was of marble, of
the Doric order, and had five doors, to afford an easy passage to the
multitudes, which resorted on business or devotion to the acropolis.

The Propylea have ceased to be the entrance of the acropolis. The
passage, which was between the columns in the centre, is walled up
almost to their capitals, and above is a battery of cannon. The way now
winds before the front of the ancient structure, and, turning to the left
hand among rubbish and mean walls, you come to the back part, and

to the five doorways. The soil without is risen higher than the top of
the two smaller. There, under the vault and cannon, lies an heap of large
stones, the ruin of the roof.

The temple of Victory,8 standing on an abrupt rock, has its back
and one side unincumbered with the modern ramparts. The columns in
the front being walled up, you enter it by a breach in the side within the
Propylea. It was used by the Turks as a magazine for powder, until
about the year 1656; when a sudden explosion, occasioned by light-
ning, carried away the roof, with a house erected on it, belonging to the
officer who commanded in the acropolis, whose whole family, except a
girl, perished. The women of the Aga9 continued to inhabit in this
quarter, but it is now abandoned and in ruins.

The pediment of the temple of Victory, with that of the opposite
wing, is described as remaining in 1676; but on each building a square
tower had been erected. One of the steps in the front of the Propylea

THE ACROPOLIS, ATHENS4

The acropolis, asty, or citadel, was the city of Cecrops.5 It is now a
fortress, with a thick irregular wall, standing on the brink of precipices,
and enclosing a large area, about twice as long as broad. Some portions
of the ancient wall may be discovered on the outside,
particularly at the two extreme angles; and in many
places it is patched with pieces of columns, and with
marbles taken from the ruins. A considerable sum
had been recently expended on the side next
Hymettus, which was finished before we arrived. The
scaffolding had been removed to the end toward
Pentele,6 but money was wanting, and the workmen
were withdrawn. The garrison consists of a few
Turks, who reside there with their families, and are
called by the Greeks Castriani, or the soldiers of the
castle. These hollow nightly from their station above
the town, to approve their vigilance. Their houses
overlook the city, plain, and gulf, and the situation is
pleasant, but too airy, and attended with so many
inconveniences, that those who are able, and have the option, prefer 
living below, when not on duty. The rock is lofty, abrupt, and inacces-
sible, except the front, which is toward the Piraeus; and on that quarter
is a mountainous ridge, within cannon-shot. It is destitute of water fit
for drinking, and supplies are daily carried up in earthen jars, on horses
and asses, from one of the conduits in the town.

The acropolis furnished a very ample field to the ancient 
virtuosi. It was filled with monuments of Athenian glory, and exhibited
an amazing display of beauty, of opulence, and of art; each contending,

as it were, for the superiority. It appeared as one
entire offering to the Deity, surpassing in excellence,
and astonishing in richness. Even Pausanias seems
here to be distressed by the multiplicity of his subject.
But this banquet, as it were, of the senses has long
been withdrawn, and is now become like the tale of a
vision. The spectator views with concern the marble
ruins intermixed with mean flat-roofed cottages, and,
extant amid rubbish, the sad memorials of a nobler
people; which, however, as visible from the sea,
should have introduced modern Athens to more early
notice. They who reported it was only a small village,
must, it has been surmised, have beheld the acropolis
through the wrong end of their telescopes.

THE PROPYLAIA (Figure 1)
The acropolis has now, as formerly, only one entrance, which fronts the
Piraeus.7 The ascent is by traverses and rude fortifications, furnished
with cannon, but without carriages, and neglected. By the second gate
is the station of the guard, who sits cross-legged under cover, much at
his ease, smoking his pipe or drinking coffee; with his companions

Figure 1: William Pars, The Propylaia, Athens, 323mm x 448mm, Watercolor. ©Trustees of the British Museum. 
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left hand, is the rubbish of the pile, erected to supply the place of a 
column; and on the right, a staircase, which leads out on the architrave,
and has a marble or two with inscriptions, but worn so as not to be 
legible. It belonged to the minaret, which has been destroyed.

It is to be regretted that so much admirable sculpture as is still
extant about this fabric should be all likely to perish, as it were imma-
turely, from ignorant contempt and brutal violence.10 Numerous carved
stones have disappeared; and many lying in the ruinous heaps, moved
our indignation at the barbarism daily exercised in defacing them.
Besides the two pediments, all the metopes were decorated with large
figures in alto relievo, of which several are almost entire on the side next
Hymettus. These are exceedingly striking, especially when viewed with
a due proportion of light and shade, the sun rising behind the moun-
tain. Their subject is the same as was chosen for the sandals of Minerva,
or the battle of the Centaurs and Lapithae. On the frieze of the cell was
carved, in basso relievo, the solemnity of a sacrifice to Minerva; and of
this one hundred and seventy feet are standing, the greater part in good
preservation, containing a procession on horseback. On two stones,
which have fallen, are oxen led as victims. On another, fourteen feet
long, are the virgins called Canephori, which assisted at the rites, bear-
ing the sacred canisters on their heads, and in their hands each a taper;
with other figures, one a venerable person with a beard, reading in a
large volume, which is partly supported by a boy. This piece, now

repeated trials, in which I was assisted by a pocket-telescope, I procured
the inscription, which may be thus translated; “The people have erected
Marcus Agrippa, son of Lucius, thrice consul, the friend of Caius.”

THE PARTHENON (Figure 2)
It is not easy to conceive a more striking object than the Parthenon,
though now a mere ruin. The columns within the naos have all been
removed, but on the floor may be seen the circles, which directed the
workmen in placing them; and at the farther end, is a groove across it,
as for one of the partitions of the cell. The recess erected by the
Christians is demolished, and from the rubbish of the ceiling the
Turkish boys collect bits of the mosaic, of different colours, which
composed the picture. We were told at Smyrna, that this substance had
taken a polish, and been set in buckles. The cell is about half demol-
ished; and in the columns which surrounded it is a large gap near the
middle. On the walls are some traces of the paintings. Before the 
portico is a reservoir, sunk in the rock, to supply the Turks with water
for the purifications customary on entering their mosques. In it, on the

was entire, with the four columns, their entablature and the pediment.
The portico, to which the five doorways belonged, consisted of a large
square room, roofed with slabs of marble, which were laid on two great
marble beams, and sustained by four beautiful columns. These were
Ionic, the proportions of this order best suiting that purpose, as taller
than the Doric; the reason it was likewise preferred in the pronaos of
the temple of Victory. The roof of the Propylea, after standing above
two thousand years, was probably destroyed, with all the pediments, by
the Venetians in 1687, when they battered the castle in front, firing
red-hot bullets, and took it, but were compelled to resign it again to the
Turks in the following year. The exterior walls, and in particular a side
of the temple of Victory, retain many marks of their hostilities.
Pausanias was really, or pretended to be, ignorant to whom the 
equestrian statues before the wings of the Propylea belonged. One of
the pedestals, which remains, will supply this deficiency. The whole is
immured, except the front; which has been much battered by cannon-
shot; and on this my companions, while busied in measuring and draw-
ing, discovered some Greek letters, high above the ground. After

inserted in the wall of the fortress, is supposed to have ranged in the
centre of the back front of the cell. We purchased two fine fragments
of the frieze, which we found inserted over doorways in the town; and
were presented with a beautiful trunk, which had fallen from the
metopes, and lay neglected in the garden of a Turk.11

The marquis de Nointell, ambassador from France to the Porte in
the year 1672, employed a painter to delineate the frieze;12 but his
sketches, the labour of a couple of months, must have been very imper-
fect, being made from beneath, without scaffolding, his eyes straining
upwards. Mr. Pars devoted a much longer time to this work, which he
executed with diligence, fidelity, and courage. His post was generally on
the architrave of the colonnade, many feet from the ground, where he
was exposed to gusts of wind, and to accidents in passing to and fro.
Several of the Turks murmured, and some threatened, because he over-
looked their houses; obliging them to confine or remove the women, to 
prevent their being seen from that exalted station. Besides views and
other sculptures, he designed one hundred ninety-six feet of bass-relief
in the acropolis.

THE ERECHTHEION (Figure 3)
We proceed now to the cluster of ruins on the north side of the
Parthenon, containing the Erechtheum, and the temple of Pandrosos,
daughter of Cecrops. The ruin of the Erechtheum is of white marble,

Figure 2: William Pars, The Parthenon, Athens, 360mm x 552mm, Watercolor. ©Trustees of the British Museum. 

Figure 3: William Pars, The Erechtheion, Athens, 310mm x 547mm, Watercolor. ©Trustees of the British Museum. 
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THE GYMNASIUM AT ALEXANDRIA TROAS17 (Figure 5)
The Christian religion was planted early at Troas. In the beginning of
the fifth century, the bishop, Silvanus, was required to deliver a vessel
from a demon, which was believed to detain it, as it could not be
launched. It was intended for transporting large columns, and was of
great size. Going down to the beach, he prayed, and taking hold of a
rope, called on the multitude to assist, when the ship readily obeyed
him, and hurried into the sea. But the churches have been so long
demolished, that the traces of them are uncertain.

The desolation of this place was begun, and probably completed,
before the extinction of the Greek empire. Many houses and public
structures at Constantinople have since been raised with its materials.
We found only a few inconsiderable remnants of white marble by the
principal ruin, where formerly was a vast heap. Some pieces in the water
by the port, and two large granite columns, were perhaps removed 
to the shore to be ready for embarkation. The magazine is yet far 
from being exhausted. The name Troas was not become obsolete in the
year 1389.

We were employed at Troas chiefly in taking a plan and two views
of the principal ruin.18 We dined under a spreading tree before the
arcade; and on the second day had just resumed our labour, when we
were almost reduced to fly with precipitation. One of the Turks, 
coming to us, emptied the ashes from his pipe, and a spark of fire fell
unobserved in the grass, which was long, parched by the sun, and
inflammable like tinder. A brisk wind soon kindled a blaze, which 

them swimming and diving remarkably well; some running about on
the sharp rocks with naked feet, as if void of feeling; and some 
examining the bottom of the clear water for the echinus, or sea-urchin,
a species of shell-fish common on this coast, full of prickles like a 
chesnut, and now in perfection, the moon being nearly at the full. 

The temple of Minerva Sunias was of white marble, and probably
erected in the same happy period with the great temple of Minerva,
called the Parthenon, in the acropolis at Athens, or in the time of
Pericles, it having like proportions, though far inferior in magnitude.
The order is Doric, and it appears to have been a fabric of exquisite
beauty. It had six columns in front. Nine columns were standing on the
south-west side in the year 1676, and five on the opposite, with two
antae or pilasters at the south end, and part of the pronaos. The num-
ber is now twelve, besides two in front and one of the antae; the other
lying in a heap, having been recently thrown down, as we were
informed, by the famous Jaffier Bey, then captain of a Turkish galeote,
to get at the metal uniting the stones. The ruin of the pronaos is much
diminished. The columns next to the sea are scaled and damaged,
owing to their aspect. We searched diligently for inscriptions, but 
without success, except finding on the wall of the temple many modern
names,16 with the following memorial in Greek, cut in rude and 
barbarous characters, but with some labour: Onesimus remembered his sister
Chreste. The old name Sunium is disused, and the cape distinguished by
its columns, Capo Colonni.

faces besmeared with paint. The soil is risen almost to the top of the
basement on which they are placed. This temple was open or latticed
between the statues; and in it also was a stunted olive-tree, with an altar
of Jupiter Herceus standing under it. The Propylea are nearly in a line
with the space dividing it from the Parthenon; which disposition,
besides its other effects, occasioned the front and flank of the latter 
edifice to be seen at once by those who approached it from the entrance
of the Acropolis.

TEMPLE OF POSEIDON, SOUNION14 (Figure 4)
We now approached cape Sunium, which is steep, abrupt, and rocky.
On it is the ruin of the temple of Minerva Sunias, overlooking from its
lofty situation the subject deep, and visible from afar. We often lost,
and recovered again, the view of this beautiful object; sailing on a wide
canal, between Attica and Macronisi, or Long Island. This was called
anciently Helene, because, it was said, Helen had landed on it in her
way to Lacedaemon, after Troy was taken. It ranges, like Euboea,
before the continent, and belonged to the Athenians; but was of little
value, being rough and desert. It was reckoned about sixty stadia, or
seven miles and a half, long; five miles from Sunium, and as many from
Cea, which lies beyond it.

The waves, on our arrival near the promontory, broke gently, with
a hollow murmur, at the foot of the rock beneath the temple. At the
entrance of the shining gulf was a little fleet of Hydriote vessels,15 eight
in number, coming out with white triangular sails. We anchored within
the cape in the port of Sunium, near three hours before mid-day; and
landing, ascended to the ruin. Meanwhile our sailors, except two or
three who accompanied us, stripped to their drawers to bathe, all of

the architectural ornaments of very exquisite workmanship, and
uncommonly curious. The columns of the front of the temple of
Neptune are standing with the architrave; and also the skreen and por-
tico of Minerva Polias, with a portion of the cell retaining traces of the
partition-wall. The order is Ionic. An edifice revered by ancient Attica,
as holy in the highest degree, was in 1676 the dwelling of a Turkish
family; and is now deserted and neglected; but many ponderous stones
and much rubbish must be removed, before the well and trident would
appear. The former, at least, might probably be discovered. The por-
tico is used as a powder-magazine; but we obtained permission to dig
and to examine the outside. The doorway of the vestibule is walled up,
and the soil risen nearly to the top of the doorway of the Pandroseum.
By the portico is a battery commanding the town, from which ascends
an amusing hum. The Turks fire from it, to give notice of the 
commencement of Ramazan, or of their Lent, and of bairam, or the
holydays, and on other public occasions. The Pandroseum is a small
but very particular building, of which no satisfactory idea can be com-
municated by description. The entablature is supported by women,
called Caryatides.13 Their story is thus related. The Greeks, victorious
in the Persian war, jointly destroyed Carya, a city of the Peloponnesus,
which had favoured the common enemy. They cut off the males, and
carried into captivity the women, whom they compelled to retain their
former dress and ornaments, though in a state of servitude. The archi-
tects of those times, to perpetuate the memory of their punishment,
represented them, as in this instance, each with a burden on her head,
one hand uplifted to it, and the other hanging down by her side. The
images were in number six, all looking toward the Parthenon. The four
in front, with that next to the Propylea, remain, but mutilated, and their

Figure 4: William Pars, Temple of Poseidon, Sounion, 237mm x 473mm, Watercolor. ©Trustees of the British Museum.

Figure 5: William Pars, The Gymnasium at Alexandria Troas, 300mm x 550mm, Watercolor. ©Trustees of the British Museum.
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I mistake not, is discernible on the mountain, which bounds the plain
on the left hand, at a distance toward the sea.

THE TEMPLE OF APOLLO AT DIDYMA20 (Figures 7 and 8)
The temple of Apollo was eighteen or twenty stadia, or about two miles
and a half, from the shore; and one hundred and eighty stadia, or
twenty-two miles and a half, from Miletus. It is approached by a gen-
tle ascent, and seen afar off; the land toward the sea lying flat and level.
The memory of the pleasure which this spot afforded me will not be
soon or easily erased. The columns yet entire are so exquisitely fine, the
marble mass so vast and noble, that it is impossible perhaps to conceive
greater beauty and majesty of ruin. At evening, a large flock of goats,
returning to the fold, their bells tinkling, spread over the heap, climb-
ing to browse on the shrubs and trees growing between the huge stones.
The whole mass was illuminated by the declining sun with a variety of
rich tints, and cast a very strong shade. The sea, at a distance, was
smooth and shining, bordered by a mountainous coast, with rocky
islands. The picture was as delicious as striking. A view of part of the

pieces of wall, broken arches, and a few scattered pedestals, and inscrip-
tions, a square marble urn, and many wells. One of the pedestals has
belonged to a statue of the emperor Hadrian, who was a friend to the
Milesians, as appears from the titles of saviour and benefactor bestowed
on him. Another has supported the emperor Severus, and has a long
inscription, with this curious preamble: “The senate and people of the
city of the Milesians, the first settled in Ionia, and the mother of many
and great cities both in Pontus and Egypt, and in various other parts of
the world.” This lies among the bushes behind the theatre. Near the
ferry is a large lion in a couchant posture, much injured; and in a
Turkish burying-ground another. These were placed on graves, or 
perhaps before a building for ornament. Some fragments of ordinary
churches are interspersed among the ruins; and traces remain of an old
fortress erected upon the theatre, beneath which is a square enclosure,
designed, it seems, as a station for an armed party to dispute or defend
the passage of the river. Several piers of a mean aqueduct are standing.
The fountain named from Biblis, with the scene of the stories concern-
ing her passion, was in the territory of Miletus. A marble quarry, if 

THE THEATER AT MILETOS19 (Figure 6)
Miletus is a very mean place, but still called Palat or Palatia, the Palaces.
The principal relic of its former magnificence is a ruined theatre, which
is visible afar off, and was a most capacious edifice, measuring in front
four hundred and fifty-seven feet. The external face of this vast fabric
is marble, and the stones have a projection near the upper edge, which,
we surmised, might contribute to the raising them with facility. The
seats ranged, as usual, on the slope of a hill, and a few of them remain.
The vaults, which supported the extremities of the semicircle, with the
arches or avenues in the two wings, are constructed with such solidity
as not easily to be demolished. The entrance of the vault or substruc-
tion, on the left side, was filled up with soil; but we examined that next
the river; one of our Armenians going before us with a candle in a long
paper lantern. The moment we had crept in, innumerable large bats
began flitting about us. The stench was hardly tolerable; and the 
commotion of the air, with the apprehensions of our attendant, threat-
ened us with the loss of our light. After we had gone a considerable way
in, we found the passage choked with dry filth, and returned.

The whole site of the town, to a great extent, is spread with 
rubbish, and overrun with thickets. The vestiges of the heathen city are

withered in an instant the leaves of the bushes and trees in its way,
seized the branches and roots, and devoured all before it with prodi-
gious crackling and noise, and with a thick smoke, leaving the ground
black, and the stones hot. We were much alarmed, as a general confla-
gration of the country seemed likely to ensue. The Turks with their
sabres cut down boughs, and we all begun buffetting the flames, which
were at length subdued; the ruins somewhat retarding their progress,
and enabling us to combat them more effectually. The struggle lasted
about an hour, and a considerable tract of ground was laid waste. Close
by was an area with dry matted grass, where no exertion could have
delayed the fire, but in a moment it would have acquired the mastery,
and must have ravaged uncontrolled, until repelled by the wind. The
janizary signalized his prowess in this engagement. The sun shone
exceedingly hot, and we were all covered with smoke and smut.

In the evening we returned to the vineyard, and found our cook,
with two or three of the Turks, busy in a hovel, roasting a kid on a
wooden spit or stake. We sat down with our Jew and janizary, and the
flesh proved excellent. Our table was a mat on the ground, beneath a
spreading vine. Our men formed a like group at a little distance from
us. Soon after we fell asleep, and the starry heaven was our canopy.

Figure 6: William Pars, The Theater at Miletos, 296mm x 471mm, Watercolor. ©Trustees of the British Museum.

Figure 7: William Pars, Temple of Apollo, Didyma, 299mm x 469mm, Watercolor. ©Trustees of the British Museum. 
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several of the inhabitants murmured because their houses were over-
looked. Besides this, two fluted columns of the Ionic order remained
not many years since.

Beneath the hill, on the east side of the town, is an arch or gateway
of marble, of the Corinthian order. On the keystone of the exterior
front, which is eastward, we observed a double hatchet, as on the two
marbles near Myus. It was with difficulty we procured ladders to reach
the top; and some were broken before we could find three sufficiently
long and strong for our purpose. The going up, when these were united,
was not without danger. The aga had expressed some wonder at our
employment, as described to him; and seeing one of my companions on
the arch,23 from a window of his house, which was opposite, pro-
nounced him, as we were told, a brave fellow, but without brains. We
desired him to accept our umbrella, on his sending to purchase it for a
present to a lady of his haram, who was going into the country. By the
arch was a fountain, to which women came with earthen pitchers for
water, and with their faces muffled.

We saw a broad marble pavement, with vestiges of a theatre, near
the Corinthian column. Toward the centre of the town we observed a

Our first inquiry was for the temple, erected about twelve years
before the Christian era by the people of Mylasa to Augustus Caesar
and the goddess Rome, which was standing not many years ago. We
were shewn the basement, which remains, and were informed the ruin
had been demolished, and a new mosque, which we saw on the moun-
tain-side, above the town, raised with the marble. The house of a Turk
occupying the site, we employed the Hungarian to treat with him for
admission; but he affirmed we could see nothing; and added, that there
was his haram, or the apartment of his women, which was an obstacle
not to be surmounted. It had six columns in front, and the whole 
number had been twenty-two.

On the hill, and not far from the basement of the temple, is a 
column of the Corinthian order, standing, with a flat-roofed cottage,
upon a piece of solid wall. It has supported a statue, and on the shaft
is an inscription. “The people have erected Menander, son of Ouliades,
son of Euthydemus, a benefactor to his country, and descended from
benefactors.” The Turk, who lived in the cottage, readily permitted a
ladder to be placed on the terrace for measuring the capital, which was
done as expeditiously as possible, but not before we were informed that

singing. The thin-voiced women, curious to see us, glided as ghosts
across the glades, in white, with their faces muffled. The assemblage
and the scene was uncommonly wild, and as solemn as savage.

The attention and knowledge of our guests was wholly confined to
agriculture, their flocks and herds. They called the ruin of the temple
an old castle, and we inferred from their answers to our inquiries about
it, that the magnificence of the building had never excited in them one
reflection, or indeed attracted their observation, even for a moment.
Our discourse, which was carried on by interpreters, not very expert in
the Italian language, soon became languid and tiresome; and the
fatigues of the day contributed to render repose and silence desirable.
We retired after supper to one of the huts, which was near the fire, and,
like the rest, resembled a soldier’s tent, being made with poles inclin-
ing, as the two sides of a triangle, and thatched with straw. It was barely
a covering for three persons lying on the ground. The furniture was a
jar of salted olives, at the farther end. Our men slept round the fire, and
watched some hours for an opportunity to shoot the bull, which twice
came near the huts, allured by the cattle. He then changed his haunt,
removing to a thicket at a distance, where we frequently saw him, or
heard him roar. The weather as yet was clear and pleasant, and the sun
powerful. We drooped with heat at noon, but at night experienced
cold, and in the morning our thatch was dripping with wet.

The disorders which began to prevail among us required a speedy
exchange of the thickets for some lodging less damp and chilly. We
renewed our journey, after two entire days, with satisfaction; leaving the
temple at eleven, on a Friday, and travelling nearly south-eastward over
low stony land covered with tufts or bushes. Before us was the moun-
tain anciently called Grius, a high craggy range, parallel to mount
Latmus; then stretching from the Milesian territory eastward through
Caria as far as Euromus, which was on the seacoast, and once a place of
some consequence.

ARCH AND TOMB AT MILAS22 (Figures 9 and 10)
Mylasa, or Mylassa, was the capital of Hecatomnus, king of Caria, and
father of Mausolus. It has been described as situated by a very fertile
plain, with a mountain rising above it, in which was a quarry of very
fine white marble. This being near, was exceedingly convenient in
building, and had contributed greatly to the beauty of the city, which,
it is said, if any, was handsomely adorned with public edifices, porti-
coes, and temples. The latter were so numerous, that a certain musician
entering the market-place, as if to make proclamation, began, instead
of, Hear, ye people, with, Hear, ye temples. The founders of the city were
censured as inconsiderate in placing it beneath a steep precipice, by
which it was commanded. Under the Romans it was a free city. Its 
distance from the sea, where nearest, or from Physcus, opposite the
island of Rhodes, was eighty stadia, or ten miles. It is still a large place,
commonly called Melasso. The houses are numerous, but chiefly of
plaster, and mean, with trees interspersed. The air is accounted bad; and
scorpions abound, as anciently, entering often at the doors and 
windows, and lurking in the rooms. The plain is surrounded by lofty
mountains, and cultivated; but was now parched and bare, except some
spots green with the tobacco plant, which was in flower, and pleasing
to the eye.

heap, with plates of the architecture of this glorious edifice, has been
engraved and published, with its history, at the expense of the society
of Dilettanti.21

We found among the ruins, which are extensive, a plain stone cis-
tern, covered, except an end, with soil; many marble coffins, unopened,
or with the lids broken; and one, in which was a thigh bone; all sunk
deep in earth: with five statues, near each other, in a row, almost buried.
In the stubble of some Turkey wheat were a number of bee-hives, each
a long hollow trunk of wood headed like a barrel, piled in a heap. An
Armenian, who was with me, on our putting up a hare, to my surprise
slunk away. This animal, as I was afterwards informed, is held in 
abomination by that people, and the seeing it accounted an ill omen.

The temple of Apollo Didymeus seeming likely to detain us some
time, we regretted the entire solitude of the spot, which obliged us to
fix our quarters at Ura. Our Armenian cook, who tarried there with our
baggage, sent us provisions ready dressed, and we dined under a shady
tree by the ruins. Our horses were tied, and feeding by us. Our camel-
leader testified his benevolence and regard, by frequent tenders of his
short pipe, and of coffee, which he made unceasingly, sitting cross-
legged by a small fire. The crows settled in large companies round
about, and the partridge called in the stubble.

At our return in the evening to Ura, we found two fires, with our
kettles boiling, in the open air, amid the huts and thickets. A mat was
spread for us on the ground by one of them. The Turks of Ura, about
fourteen in number, some with long beards, sitting cross-legged, helped
to complete the grotesque circle. We were lighted by the moon, then
full, and shining in a blue cloudless sky. The Turks smoked, talked, and
drank coffee with great gravity, composure, and deliberation. One
entertained us with playing on the Turkish guitar, and with uncouth

Figure 8: William Pars, Didyma, 180mm x 210mm, Watercolor. ©Trustees of the 
British Museum. 

Figure 9: William Pars, Arch at Milas, 296mm x 471mm, Watercolor. ©Trustees of the British Museum. 
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Endnotes

1. Pars’ brief career was best summed up by his friend and fellow artist Thomas Jones
who lamented his death thus in November 1782: “He was appointed by the Dillettante
Society to accompany Dr Chandler and Mr Revett as Draughtsman in their journey to
Greece-He afterward travelled with Lord Palmerston, over Switzerland, Part of
Germany and Ireland in the same Capacity-And this habit of life, notwithstanding his
affected Protestations to the Contrary, certainly gave him an inward bias in favour of
Landscape, though brought up to Portrait-He executed his tinted Drawings after
nature, with a taste peculiar to himself-And though, in a fit of the Spleen, he would
sometimes curse his fate, in being obliged to follow such trifling an Employment; as he
called it-it was with the greatest Difficulty his Friends could detach him from this
favourite Study, and persuade him to apply to Portrait painting-in which line there was
now a fair Opening-He took our advice at last, and the Success he met with justified
our Opinion-but-Poor Pars! his good fortune came too late to do him much Service-I
shall only add that though he was rather hasty and sometimes indeed Violent in his
Temper-He was a Warm and sincere friend-Adieu Dear Pars! Adieu.” See A. P. Oppé,
ed., “Memoirs of Thomas Jones, Penkerrig, Radnorshire,” Walpole Society, 32 (1946-8).
2. Some were published in black and white in R. Chandler, Travels in Asia Minor 1764-
1765, edited and abridged by Edith Clay (London: British Museum, 1971). All the
drawings by William Pars reproduced here are ©Trustees of the British Museum.
3. Richard Chandler, Travels in Asia Minor and Greece (Oxford: Clarendon Press, 1825).
Punctuation, though not spelling, has occasionally been modernized; ellipses have not
been indicated.
4. Idem, Vol. II, Chapters 8-11.
5. Mythical founder and first king of Athens.
6. Mount Pentelikon.
7. The port of Athens.
8. The temple of Athena Nike.
9. Kislar Aga, the chief eunuch.
10. Similar sentiments, no doubt, motivated Lord Elgin some thirty-five years later.
11. The whereabouts of these fragments of the frieze removed by Chandler’s group is
not known; see Mary Beard, The Parthenon (London: Profile Books, 2002), p. 86.
12. Jacques Carrey, on whose drawings see T. Bowie and D. Thimme, The Carrey
Drawings of the Parthenon Sculptures (Bloomington: Indiana University Press, 1971).
13. Here Chandler makes the common mistake of assuming that Vitruvius’ account of
Caryatids refers to the Porch of the Maidens of the Erechtheion. On this confusion see
Alexandra L Lesk, “Caryatides probantur inter pauca operum: Pliny, Vitruvius, and the
Semiotics of the Erechtheion Maidens at Rome” in Arethusa, Volume 40, Number 1,
Winter 2007, pp. 25-42.
14. Idem, Vol. 1, Chapter 2.
15. From the Saronic island of Hydra in the Aegean sea.
16. Some decades later, Byron added to this mass of graffiti by infamously scratching
his own name on one of the columns of this temple; Beard, op. cit., p. 14.
17. Idem, Vol. 1, Chapters 9-10. The modern name for Alexandria Troas, which is sit-
uated on western coast of Turkey, is Eski Stambul.
18. A bath-gymnasium complex built by Herodes Atticus.
19. Idem, Vol 1, Chapter 42. William Pars here depicts Richard Chandler already on
the ferry and dismounted, while Nicholas Revett and Pars himself are about to board.
20. Idem, Vol. 1, Chapters 43-4.
21. See Ionian Antiquities, Vol. I, 1769, Chapter III.
22. Idem, Vol. 1, Chapter 56. Modern-day Milas in South-western Turkey.
23. Probably Revett, to measure the entablature as can be seen in Pars’ watercolor.
24. Idem, Vol. 2, Chapter 79.

CONCLUSION: “Embark for England”24

On leaving Athens it was our purpose, after refreshing at Zante, to 
proceed to Ithaca, Cephallenia, and Corfu, the countries of Ulysses and
Alcinous; and from the latter island to Brindisi and Naples. We were
compelled to abandon that plan by the difficulty of procuring from
Leghorn so large a sum of money as was necessary, and, besides other
considerations, by the infirm state of health under which we laboured.
The consul accepted our bills for three hundred Venetian zechins; of
which near one hundred and thirty were remitted to Mr. Paul the 
consul at Patrae, who had most readily and obligingly supplied us to
that amount. Our return to England was resolved on, and we waited
impatiently for the ships expected from Venice; whither it is required
that all vessels go before they lade with currants at Zante.

During our residence in the city, the house of a person who had
fled from justice was razed to the ground by a party of soldiers; and the
body of a state-prisoner, one Balsamachi of Cephallenia, who had been
sent in irons from Constantinople, was exposed for a day on a gallows.
He succeeded us in our apartments in the Lazaretto, and, when his
quarantine expired, was privately strangled there, conveyed in a boat
across the harbour, and suspended in the morning early; a paper hang-
ing on his breast, inscribed with his name, his country, and crime in
capital letters.

Some smaller vessels, which arrived, brought us intelligence that
the Roman Emperor, captain Lad, and the Sea-horse, captain James, for
London, were preparing to sail from Venice. We agreed for a passage,
and put our baggage and provisions on board the Roman Emperor, but
were induced to remand them; and then fixed our hopes on the Sea-horse.
That ship tarrying elsewhere, we embarked in the evening, on Sunday,
September the 1st, New Style, 1766, in the brig Diligence, captain Long,
carrying five men and two boys, bound for Bristol. After a stormy and
perilous voyage we anchored in King-road on the 2nd of November;
but the Sea-horse was lost at Scilly on the llth of the following month.

being hewn near the bases, with a view to destroy the fabric for the iron
and materials. The shafts are not circular, but elliptical; and in the
angular columns square. The reason is, the sides, which are now open,
were closed with marble pannels; and that form was necessary to give
them a due projection. The inside has been painted blue. This structure
is the first object, as you approach from Iasus, and stands by the road.
The entrance was on the farther side, the ascent to it probably by a pair
of steps, occasionally applied and removed.

Going down from this building, and turning from Mylasa, west-
ward, you have the mountain on the right hand, and come, in about an
hour, to another sepulchre. This is cut in the rock, high up in the side,
near the top, and very difficult of access. Within the doorway on each
side is a seat or bench, on which, it is likely, the urns were placed; and
beyond is a smaller camera, or arched room. Over the entrance, with-
out, is carved in basso relievo a facade; two Tuscan pillars between two
pilasters, with an entablature and pediment, and a door. The slope of
the mountain has been covered with innumerable sepulchres. In this the
Swiss, as he told us, had persevered, digging for three nights, hoping to
find some hidden treasure. 

small pool of water, and by it the massive arches of some public edifice.
In the court of the aga’s house was an altar much ornamented. We
found an altar likewise in the streets, and a pedestal or two half buried,
with pieces of ancient wall. Round the town are ranges of broken
columns, the remnants of porticoes, now, with rubbish, bounding the
vineyards. A large portion of the plain is covered with scattered frag-
ments, and with piers of ordinary aqueducts; besides inscriptions,
mostly ruined and illegible. Some altars dedicated to Hecatomnus have
been discovered.

About a quarter of a mile from the town is a sepulchre, of the
species called by the ancients distega, or double-roofed. It consisted of two
square rooms. In the lower, which has a doorway, were deposited the
urns with the ashes of the deceased. In the upper, the relations and
friends solemnized the anniversary of the funeral, and performed stated
rites. A hole made through the floor was designed for pouring libations
of honey, milk, or wine, with which it was usual to gratify the manes or
spirits. The roof is remarkable for its construction; but two stones are
wanting, and some distorted. It is supported by pillars of the
Corinthian order, fluted, some of which have suffered from violence,

Figure 10: William Pars, Tomb at Milas, 297mm x 471mm, Watercolor. ©Trustees of the British Museum.



Laubin has been commissioned by a number of modernist 
architects to paint views of their buildings, but in my opinion the
results are less compelling, perhaps because Laubin’s sympathies seem
to lie so clearly with his beloved surface rendering of traditional mate-
rials and their presentation in light and shadow with the effects of
weathering and time articulated in meticulous detail. The one exception
is the moving series of paintings of the ruins of the World Trade Center
entitled Elegos. The power of Laubin’s technique renders this not only a
compelling testament to the terrible attack on this country, but also a
prescient view of what many of our cities will one day look like to
future visitors.

If there is a regret about this book it is that there are too few of
the drawings and studies Laubin makes in preparation for the final
paintings. There are wonderful glimpses of them—like those for the
Villa Rotunda paintings or Si Monumentum Requiris—which give us a
sense of Laubin’s method from pencil sketches and drawings studying
the composition of the paintings, to loose oil studies that demonstrate
his facility in a more impressionistic style (it seems he would be as facile
in making paintings in the manner of Walcot as he is of Gandy). But
it would be instructive and valuable to have more.

Laubin’s voice, while it is absent in the written part of the book,
speaks exquisitely and voluminously through his work, and the book’s
lavish color gives a glowing sense of the impact the paintings must have
in a gallery or hanging on the wall of a private house. Many of the 
collectors of Laubin’s paintings have commissioned multiple works,
and one can imagine them, like the great Canaletto collections, their
luminous views of great architecture shining out into majestic rooms
and halls. The Hon. Simon Howard, whose family owns Castle
Howard, is of particular note in this context. Envision Laubin’s superb
renditions of Vanbrugh’s great house, along with his other buildings,
and Hawksmoor’s brooding, solemn Mausoleum adorning the walls of
the very buildings they depict. There is a quality in all of this of a mir-
ror world that is endlessly reflecting, refracting, recomposing, and rep-
resenting the material world of architecture through Laubin’s fertile
imagination and his extraordinary facility as a painter. It comes very
close, it seems to me, to fulfilling the best of the promise of postmod-
ernism, while maintaining the rigorous standards of great painting and
the architectural tradition. Of course if all of this becomes a bit over-
whelming, one can return from the looking-glass world to the simple
beauty of Dudgeon’s Wharf and its depiction of a calm, rain-
puddled world of Thames-side tranquility.

My final regret is that this book is not the catalogue to a gallery
show in this country of Laubin’s remarkable work. Even so, this book
serves as a splendid introduction to the painter and his paintings—and
we can always wait and hope.

Richard W. Cameron is a diretor of the Ariel Atelier. He also serves as vice-chairman
of the ICA&CA's Board of Directors.

artist and his practice—at least in part. We should all be grateful for
this book for several reasons, but the first and most important is the
publication of Laubin’s work to date. Not only are the AD cover paint-
ings included, but much else which is equally, if not more important.
Laubin’s early work was influenced by artists like Hopper and
Hockney, and his own background as an architectural draughtsman
trained at Cornell. Laubin’s father was an instrument maker and an
amateur painter, and Laubin received his early artistic training from
him. Both essays by Prof. Watkin and Prof. Taylor (which run in par-
allel following Laubin’s career and work and provide two independent
assessments of it) give us a good feeling for his formation as an artist.
So there are early paintings like Holly Place, which combine realistic
painting with drawing in a finished work, playing with the conventions
of both, or Madame X, which combines a quotation of the famous
Sargent painting with fragments from architectural plans and profiles. 

The other preoccupation in Laubin’s early work is with photoreal-
ism, which while technically virtuoso is somehow less appealing. There
are sweeping views of the English coast almost invariably including the
figure of the artist’s wife walking away from the viewer, paintings of
boats, of the seashore, and the British countryside, all rendered in 
loving if sometimes hard-edged detail. These eschew any architectural
preoccupation and focus exclusively on the landscape in the changing
light. Prof. Watkin’s essay does a thorough job of placing Laubin’s
work in its historical context tracing both the contemporary realist
influences at work as well as the work of earlier painters like Claude,
Canaletto, Guardi, and others. Prof. Watkin’s focus on the capriccio is
significant because as Laubin’s career progressed he composed more
and more elaborate variations on the capriccio, not so much in its sev-
enteenth- and eighteenth-century imaginary topographical mode—
though there are examples of this in his work—but the full-blown
architectural fantasy model of Joseph Gandy’s illustrations of the work
of John Soane. Gandy’s drawings, which influenced later architects like
C. R. Cockerell and others, show Soane’s work assembled as models
and drawings in interiors of Soane’s invention, often including the
architect in the view. There is a febrility and obsessiveness to these
drawings which adds to the virtuoso quality of the image and often
leaves one with the feeling of a kind of architectural monomania—
though highly pleasurable and stimulating. Laubin’s paintings in this
mode are almost too extraordinary to describe. From his Almerico to Zeno
of 1992 to the extraordinary Grotescha of 1994—a commissioned paint-
ing for the National Trust—Laubin pushes this type of painting to
technical and artistic levels that are genuinely novel. His eye for archi-
tectural detail, and for the material of building is unerring, and he
exploits this in most of the paintings in one way or another. So we are
presented with a series of images that almost overwhelm, first because of
the high quality of the architecture being represented, and secondly for
the compositional complexity. In one of these, Rowe Interotta of which
there are several versions, the face of the influential architectural histo-
rian Colin Rowe, peers out, ghost-like, from behind the reconstructed
and fragmented Tempietto of Bramante; a combination of Beaux-Arts
analytique and postmodern fragment worship that is almost eerie. 
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that both became well-known in North America). The series of paint-
ings that Laubin produced of Dixon’s project for the Royal Opera
House at Covent Garden conveyed a frolicking and lively reality, set
against the background of Dixon’s new buildings. They made the vision
of a revived traditional architecture seem entirely believeable and of our
time—if slightly theatrical and sanitized. Other striking images fol-
lowed of projects by Léon Krier, John Simpson, and John Outram—
each one more convincing than the last. And then the moment passed.
Postmodernism ran its course and was quickly replaced by deconstuc-
tion and a return to conservative modernism. The new classicists went
on and the movement grew but it has lacked the visibility and vitality
that AD and Laubin’s paintings gave it in the 1980s. And of course
Carl Laubin kept on painting. 

Now we have this marvelous new book Carl Laubin: Paintings by John
Russell Taylor and David Watkin, which draws aside the veil on the

Mirror, Mirror…
Carl Laubin: Paintings 
By John Russell Taylor and David Watkin. Designed by Norman Turpin.
London: Plus One Publishing, 2007.

Reviewed by Richard W. Cameron

FOR STUDENTS OF CLASSICAL ARCHITECTURE the 1980s
were exciting but fraught years—filled with the hope that postmod-
ernism would evolve into a full-blown classical revival while we teetered
on the edge of deconstruction and a resurrected mid-century mod-
ernism. Those of us who began our studies at that time all remember
the “style” battles as they played out in the journals of the day—
Progressive Architecture, Architectural Record, Blueprint et al. In the midst of
this eclectic noise one journal often stood out—particularly because of
its striking covers. They occasionally broke through the cloud of argu-
ment like a beautiful tune out of the fog, beckoning us to a different
place: part an evocation of an idealized past and part a gently utopian
future. The journal was AD (Architectural Design, published by Andreas
Papadakis, who is sadly no longer with us), which was almost alone in
publishing the work of the artists and architects working their way
towards a classical revival. The most striking images AD published in
those years (to my mind) were two paintings: one a limpid view along
the Thames of a new housing project by Jeremy Dixon and Associates
for the Isle of Dogs (Dudgeon’s Wharf, 1986); and one a “Claudeian”
view of Léon Krier’s project for a new town on the island of Tenerife
(Atlantis at Sunrise, 1987). Both of these paintings (for they are clearly
that and not simply architectural renderings) have a kind of shimmer-
ing quality that simultaneously evoke painters like Claude and Corot
while clearly being works of contemporary realism. I remember 
wondering at the time “who is Carl Laubin (the artist) and what is his
background?” I found out eventually that he trained at Cornell as an
architect and had worked for the London-based architect Jeremy Dixon
for a number of years (in fact it was through Laubin’s work for Dixon

Book Reviews
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Carl Laubin, Dudgeon’s Wharf, 81cm x 110cm, Oil on Canvas.
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proportions of fine period architecture, as well as inventive solutions
for less-than-perfect conditions are perceptible within the photographs.

However, it is well worthwhile for the decorator to read Martin
Wood’s text, which thoughtfully integrates the life and work of John
Fowler within the context of his era, from his early influences and
development, to his celebrity as a sought-after style-maker, and finally
to his authority as an historic figure in the history and evolution of the
English Country House. The biography charts Fowler’s early career as
a decorative painter of “antique” wallpaper and furniture. After he
established his own studio, John Beresford Fowler, he quickly gained
renown and success as an enterprising and creative decorator. There are
several illustrations of his well-published and influential flat on the
King’s Road in bohemian 1930s Chelsea in London, and several 
illustrations of other early published projects. By the time he joined the
reputable society decorator, Sybil Colefax, eight years later, young
Fowler was already recognized as one of England’s top eight decorators.
The partnership with Lady Colefax merged her established clientele
with his younger set. However, the war diminished their business, and
then her declining health and personal finances forced her to sell Sybil
Colefax and John Fowler, Ltd., to the Virginian, Nancy Tree.

Nancy Tree, later Nancy Lancaster, was renowned for her highly
personal and influential redecoration of two eighteenth-century James
Gibbs-designed mansions, Kelmarsh Hall and Ditchley Park. Although
she did not officially practice decorating within the firm, Nancy
Lancaster worked as business-owner and client with John Fowler on
her house in London, her latest country house, Haseley Court, and later
her suite of rooms within the Colefax and Fowler shop. In this period,
most of the Colefax and Fowler clients were Nancy Lancaster’s English
and American friends or connections, so for ten years she actively par-
ticipated in the projects. Both Fowler and Lancaster were headstrong
and opinionated, and although they were famously quoted as being
“the most unhappy unmarried couple in England” for their constant
bickering, they discovered much from each other. In particular, Fowler
was inspired by her notions of American comfort and observed how she
lived gracefully and stylishly within a great house.

The book essentially traces Fowler’s life and career chronologically,
but the author describes the full extent of the collaboration between
John Fowler and Nancy Lancaster in an early chapter. Two other
telling chapters also span Fowler’s entire life and career: One describes
his personal life and personality by focusing on his adored country
house called “The Hunting Lodge,” the design laboratory where he
spent weekends and holidays with friends and invited guests, and where
he also developed his beloved garden. Another chapter called “Elements
of a Style; the Inspiration of the Eighteenth Century,” describes the
work practices of John Fowler. For those who do not wish to read the
entire book, this chapter could be considered an independent essay,
illustrating the prevailing tastes and trends throughout his career, the
influences that he transformed into innovations, his preferences and
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John Fowler Revisited
John Fowler: Prince of Decorators 
By Martin Wood. London: Frances Lincoln Ltd., 2007.

John Fowler: The Invention of the Country-House Style 
Edited by Helen Hughes. Shaftesbury: Donhead Publishing Ltd., 2005.

Reviewed by William Brockschmidt

THE NOTION OF THE ENGLISH COUNTRY HOUSE has,
throughout its history, transcended a great variety of architectural
expressions to represent an idealized lifestyle and elite status.
Regardless of whether the aristocratic dwelling house is a Jacobean pile,
a Palladian mansion, a “Gothick” folly or a Regency villa, it is the char-
acteristically traditional decorating style of the mythic English country
house that has captured the popular imagination. It may surprise many
to learn that this attitude towards decorating, which emphasizes 
continuity, expressions of innate taste, unpretentious elegance, and
unapologetic comfort, was created not so long ago in the vision of one
of the twentieth century’s most influential decorators, John Fowler.

Fowler is the subject of two recent books: John Fowler: The Invention
of the Country-House Style was edited by Helen Hughes and released 
in 2005, and John Fowler: Prince of Decorators by Martin Wood was 
published in late 2007.

Nothing may delight the practicing classicist architect book-
collector more than an architectural monograph or historical survey
that features clear photographs accompanied with useful scale 
drawings. For the interior designer, however, nothing can compare with
large, detailed photographs for reference and inspiration. Martin
Wood, an English designer of textiles, interiors, and gardens, under-
stands this well and has included in his book about the life and work
of John Fowler over 400 color illustrations in large format and strik-
ing colors. In addition to the evocative photographs showing complete
rooms, many of Fowler’s instructional design sketches are shown 
juxtaposed with a photograph of the completed element. The sketches
most often describe the elaborate curtain designs for which he was
famously innovative. Fowler’s interest in historic document textiles,
wallpapers, and carpet patterns is presented with close-up details of the
designs he created and of the historic patterns he copied and re-colored
in his own interpretations. The splendid illustrations amply make this
book invaluable to decorators who will use it as a visual catalog for
inspiration without ever reading more than a few captions and chapter
titles. In fact, the book has been designed so that one can effectively
glean the evolution of Fowler’s style merely by observing the 
photographs chronologically by chapter. Apparent is Fowler’s sophisti-
cated mastery of color, often in unusual hues or combinations, but 
so thoroughly integrated within the architectural elements, carpets, 
curtains, upholstery, furniture, and art that the effect is perfectly 
harmonized. Also evident is Fowler’s genius in placing furniture for
aesthetic effect and practical comfort. His respect for the details and

(opposite page): Staircase at the National Trust's Sudbury Hall, Derbyshire, as redecorated
by Fowler.



materials. Ian Bristol, an architect and consultant, implies criticism of
Fowler’s interpretation of color in his paper “Color in Historic Houses
in Public Ownership” in which he describes the development of more
conservative and authentic restoration approaches for such historic
house museums undertaken from the 1930s to 1980s. A paper by
Marianne Suhl, a surveyor for the Society for the Preservation of
Ancient Buildings and another paper by Ian Bristol focus on Nancy
Lancaster’s Kelmarsh Hall, in particular a thorough investigation of the
evidence and quality of the famous pink walls.

Finally, Louise Ward, a design historian at the Royal College of
Art, contributes “English Country-House Style: The English Country
House as it might have been but never was,” in which she describes how
the “fiction” of the English country house can be traced to the taste and
personality of Nancy Lancaster. She describes how the style was devel-
oped professionally with John Fowler to become the recognizable
Colefax and Fowler aesthetic. However, as a style it was imitated and
idealized, reinterpreted, and misinterpreted, becoming along the way a
hoax and fantasy. 

Although Ms. Ward’s paper does not qualify as a conclusion since
John Fowler: The Invention of the Country-House Style is not conceived as a
book by one author, its tone does send a warning to the practitioner
who seeks only to emulate without more than a mere appreciation or
superficial understanding. However, one can be inspired not only by
the visual beauty of John Fowler’s country-house style, but by his 
modern attitudes towards the integration of past and present, beauty
and comfort. In decorating and architecture, John Fowler admired and
respected the artistic achievements of the past, yet he did not set out to
recreate historically accurate period rooms, nor to create his own 
recognizable brand of style. He worked instinctively to emphasize the
best qualities inherent in a room and his vast knowledge of historical
details and materials provided him with a language to create rooms that
were unique, personal, and beautiful—and so influential that the style
would become part of the cultural imagination.

William Brockschmidt co-founded Brockschmidt & Coleman, LLC, in 2001. He is
a Fellow of the ICA&CA.

tion of papers delivered at two conferences both co-organized by the
Traditional Paint Forum, the Kelmarsh Preservation Trust, and
English Heritage. The book was edited by Helen Hughes, the Head of
Historic Interiors Research & Conservation for English Heritage and
Events Organizer of the Traditional Paint Forum. The conferences
sought to discuss John Fowler’s work for the National Trust in terms of
his legacy to the English country house tradition as both a fashionable
decorator of the mid-twentieth century and an interpreter of historic
house restoration. Because the events were organized by the Traditional
Paint Forum, and also because the painting scheme was often the most
effective way to enliven the decorative scheme of “dead” houses, the
papers deal predominantly with Fowler’s paint treatments in historic
interiors. While admitting Fowler’s contributions to the continuum of
country house interiors, the papers typically admonish his interpreta-
tions, and caution against the role of the fashionable decorator within
the realm of preservation.

It is helpful to have a general knowledge of Fowler’s work when
reading this collection of papers, as the illustrations included are lim-
ited to specifically serve points made in the arguments presented. Even
the introduction by Helen Hughes presupposes an audience with sub-
stantial familiarity with John Fowler and his work with the Trust. The
first paper, “Working with John Fowler” by Peter Inskip, an architect
who worked with Fowler on some Trust properties, admirably describes
John Fowler’s working methods and character. Especially insightful are
Inskip’s recollections of the way Fowler reacted to evidence uncovered
during the restoration process that would influence the final interpre-
tation for a room. In light of current research, Inskip concludes that
Fowler’s “historical” treatment of picking out architectural details in
three complementary shades was a romantic notion of how old paint
appeared rather than any treatment used in the eighteenth century.

“John Fowler and the National Trust” by Tim Knox, the head
curator of the National Trust, continues the theme of Fowler’s interpre-
tive painting schemes with examples, some of which were contentious
at the time of the “restorations.” While Knox admits that the National
Trust, as a “guardian of historic-house museums, should not perhaps
have permitted a decorator to impose his taste upon them in a way that
a private proprietor might do” he also admits that Fowler’s approach
was grounded with historic sensitivity and provided neglected houses
with a strong architectural character, which in the best cases are worth
preserving as historic examples of his twentieth-century interpretations.

Christine Sitwell, Painting Conservation Advisor of the National
Trust, points out in “Recent Investigations of Fowler Schemes” that
recent scientific paint analysis confirms that Fowler actually misinter-
preted paint evidence upon which his decorating schemes are based in
two Trust houses. While crediting his regard for the problematic paint
scrapes, she concludes that his interiors now require careful consideration
because, as Cornforth’s disclaimer explains, Fowler “strove for beauty
within the limits of that evidence rather than a strict reproduction.” 

Private paint specialist, Patrick Baty, is more pointed in “Inspired
by the Past” in which he points out inconsistancies, contradictions, and
apparent misunderstandings written by Fowler and Cornforth in English
Decoration in the Eighteenth Century regarding historic paint techniques and
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tudes towards restoration are such that a fashionable decorator would
not likely be involved in period restoration work. However, Fowler’s
work on Trust properties is now worthy of preservation on its own
terms as a twentieth-century interpretation by one of the period’s most
influential British decorators.

Martin Wood’s John Fowler: Prince of Decorators, as the title implies,
celebrates the man and the influential work of John Fowler. As such, it
is an extraordinary visual assemblage and description of his work, and
is an important reference for the decorators and an enjoyable biography
for the enthusiast. On the other hand, John Fowler: The Invention of the
Country-House Style, would best be a supplement to those interested in
the work of John Fowler or a reference book to those interested in his
influence on preservation and restoration or the evolution of the
English country house in a more academic vein. The book is a collec-

sources for materials, and the way he worked with his clients, staff, 
artisans, and craftspeople. It discusses specifically how he used fabrics,
passementerie, wallpapers, carpets, and furniture, and how he developed
paint techniques to give vitality to historic houses. The chapter ends by
describing how he achieved additional influence and authority by 
co-authoring with John Cornforth the reference book, English Decoration
in the Eighteenth Century (1974).

The other chapters sequentially chronicle the many projects of
John Fowler. Within each project are portrayals of the clients and their
houses, the decorating programs, and Fowler’s decorative solutions in
great detail. Earlier projects undertaken during wartime and immediate
post-war rationing are characterized by chic austerity and creative uses
of available or salvaged fabrics and recycled materials, such as dyed
army blankets and table cloths. The more luxurious interiors that
Fowler created when comfort and optimism returned to England in the
1950s lead to Fowler’s preeminent position as a “haute couture 
decorator” in which he could select his clients. His renown continued
throughout the 1960s when he was in his busiest and most prolific
period. In these chapters there are many beautiful projects well-
documented by color photographs and peppered with interesting 
anecdotes. However, when the individual details for the curtains, 
linings, trimmings, painted glazes, underglazes, and secondary and 
tertiary paint colors are all recounted for every project, these chapters
of the biography can become a bit tedious. Conversely, as a decorating
resource, one truly appreciates the extent of written detail and the quan-
tity of photographs, some of which are obviously unstyled snapshots
taken during site-visits. In fact, one wishes that the author had been
able to supplement the photos by conjuring up a John Fowler paint-
color chart to compare the photographic images with color chips illus-
trating the actual hues of tangerine-apricot, grey-white, lilac, or more
elusively described colors such as “mouse back” and “the soul of blue.”

Although John Fowler was urged by private clients to take on work
into the early 1970s, the last twenty years of his life were also occupied
by several projects for the National Trust, which had acquired many
properties due to the burdens of post-war taxation. Beginning with
Claydon in 1956, Fowler was asked to donate decorating services in
order to restore and preserve stately houses in such a way as to attract
visitors. Many of the houses, such as Sudbury Hall, were what Fowler
called “dead houses” in that they no longer had any furniture or art, but
were bare rooms. Throughout his decorating career, Fowler often took
cues from existing conditions, in particular “paint scrapes” from which
entire color schemes were inspired. In his work for the Trust, he would
utilise his talents and creativity as a decorator to accentuate the archi-
tectural character and capture the spirit of the room. In English Decoration
in the Eighteenth Century he describes his goals in his work for the Trust:
“Of course all attempt to play up the character of the decoration could
have been resisted, and the whole place could have been frozen, but par-
ticularly in a sparsely furnished house…whose sole use is to be shown
to visitors, the impact on those visitors must be considered and they
must be given an experience that is as rich and enjoyable as possible.”
Martin Wood admits that Fowler’s approach received some criticism
from historians and preservationists of the time, and that today’s atti-
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(above): Diagram from John Fowler's book on eighteenth-century English decoration,
showing his scheme for painting panelling in three shades of white.




