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The Renaissance of the Fine Arts in Italgsi and BecchidAltars, Tabernacles, and
Tombs

THE CLASSIC REVIVAL. The abandonment of Gothic architecture in Italy and the
substitdion in its place of forms derived from classic models were occasioned by no
sudden or merely local revolution. The Renaissance was the result of a profound and
universal intellectual movement, whose roots may be traced far back into the Middle
Ages, and Wwich manifested itself first in Italy simply because there the conditions were
most propitious. It spread through Europe just as rapidly as similar conditions appearing
in other countries prepared the way for it. The essence of thisgahing movement as

the protest of the individual reason against the trammels of external and arbitrary
authorityd aprotest which found its earliest organized expression in the Humanists. In its
assertion of the intellectual and moral rights of the individual, the Reneestad the
foundations of modern civilization. The same spirit, in rejecting the authority and
teachings of th@71 Church in matters of purely secular knowledge, led to the
guestionings of the precursors of modern science and the discoveries ofythe earl
navigators. But in nothing did the reaction against mediseval scholasticism and asceticism
display itself more strikingly than in the joyful enthusiasm which marked the pursuit of
classic studies. The longeglected treasures of classic literature werpeaed, almost
rediscovered, in the fourteenth century by the immortad tbante, Petrarch, and
Boccaccio. The joy of living, the hitherto forbidden delight in beauty and pleasure for
their own sakes, the exultant awakening to the sense of personahireedich came

with the bursting of mediaeval fetters, found in classic art and literature their most
sympathetic expression. It was in Italy, where feudalism had never fully established
itself, and where the municipalities and guilds had developed, as roeike, the sense

of civic and personal freedom, that these symptoms first manifested themselves. In Italy,
and above all in the Tuscan cities, they appeared throughout the fourteenth century in the
growing enthusiasm for all that recalled the antiquéucg) and in the rapid advance of
luxury and refinement in both public and private life.

THE RENAISSANCE OF THE ARTS. Classic Roman architecture had never lost its
influence on the ltalian taste. Gothic art, already declining in the West, had never been in
Italy more than a borrowed garb, clothing architectural conceptions classic rather than
Gothic in spirit. The antique monuments which abounded on every hand were ever
present models for the artist, and to the Florentines of the early fifteenth century the
civilization which had created them represented the highest ideal of human culture. They
longed to revive in their own time the glories of ancient Rome, and appropriated with
uncritical and undiscriminating enthusiasm the good and the bad, the earthedatt

forms of Roman art, Nafely unconscious of the dispa@®2between their own

architectural conceptions and those they fancied they imitated, they were, unknown to
themselves, creating a new style, in which the details of Roman art were fitieekin
combinations to new requirements. In proportion as the Church lost its hold on the
culture of the age, this new architecture entered increasingly into the service of private
luxury and public display. It created, it is true, striking types of chdesign, and made

of the dome one of the most imposing of external features; but its most characteristic
products were palaces, villas, council halls, and monuments to the great and the
powerful. The personal element in design asserted itself as neves ivefloe growth of



schools and the development of styles. Thenceforward the history of Italian architecture
becomes the history of the achievements of individual artists.

EARLY BEGINNINGS. Already in the 13th century the pulpits of Niccolo Pisano at

Sienneand Pisa had revealed that masterds direc
inspiration and suggestion. In the frescoes of Giotto and his followers, and in the

architectural details of many nominally Gothic buildings, classic forms had appeared

with increasing frequency during the fourteenth century. This was especially true in

Florence, which was then the artistic capital of Italy. Never, perhaps, since the days of

Pericles, had there been another community so permeated with the love of beauty in art,

ard so endowed with the capacity to realize it. Nowhere else in Europe at that time was

there such strenuous life, such intense feeling, or such free course for individual genius

as in Florence. Her artists, with unexampled versatility, addressed themagigivegual

success to goldsmithsd wor k,0 otkeoto pagntingr e, ar ch
and poetry as well; and they were quick to catch in their art the spirit of the classic

revival. The new movement achieved its first architectiratriumphin the dome of

the cathedral of Florence (148); and it was Florentideor at least Tusc@nartists

who planted in other centres the seeds of the new art that were to spring up in the local

and provincial schools of Sienna, Milan, Pavia, Bologna, andc€geaf Brescia, Lucca,

Perugia, and Rimini, and many other North Italian cities. The movement asserted itself

late in Rome and Naples, as an importation from Northern Italy, but it bore abundant fruit

in these cities in its later stages.

PERIODS. The clasic styles which grew up out of the Renaissance may be divided for
convenience into four periods.

THE EARLY RENAISSANCEOr FORMATIVE PERIOD, 1420 90; characterized by the grace
and freedom of the decorative detail, suggested by Roman prototypes andtapplied
compositions of great variety and originality.

THE HIGH RENAISSANCE Or FORMALLY CLASSIC PERIOD, 1490 1550. During this period
classic details were copied with increasing fidelity, the orders especially appearing in
almost all compositions; decoratioreamwhile losing somewhat in grace and freedom.

THE EARLY BAROQUE (or BAROCO), 1550 1600; aperiod of classic formality
characterized by the use of colossal orders, engaged columns and rather scanty
decoration.

THE DECLINE or LATER BAROQUE, marked by poveytof invention in the composition

and a predominance of vulgar sham and display in the decoration. Broken pediments,
huge scrolls, florid stucework and a general disregard of architectural propriety were
universal.

During the eighteenth century there veaeaction from these extravagances, which
showed itself in a return to the servile copying of classic models, sometimes not without
a certain dignity of composition and restraint in the decoration.

By many writers the name Renaissance is confined t@ahBrst period. This is correct
from the etymological point of view; but it is impossible to dissociate the first period
historically from those which followed it, down to the final exhaustion of the artistic
movement to which it gave birth, in the heaxtravagances of the Rococo.



Another division is made by the Italians, who give the name dtlatrocentdo the
period which closed with the end of the fifteenth cent@igpguecentdo the sixteenth
century andSeicentdo the seventeenth century®ococo. It has, however, become
common to confine the use of the term Cinquecento to the first half of the sixteenth
century.

et

FIG. 1585 EARLY RENAISSANCE CAPITAL, PAL. ZORZI, VENICE.

CONSTRUCTION AND DETAIL. The architects of the Renaissance occupied
themselves more with form than with construction, and rarely set themselves constructive
problems of great difficulty. Although the new architeetbegan with the colossal dome

of the cathedral of Florence, and culminated in the stupendous church of St. Peter at
Rome, it was preminently an architecture of palaces and villas, of fagdes and of
decorative display. Constructive difficulties wereueed to their lowest terms, and the
constructive framework was concealed, not emphasized, by the decorative apparel of the
design. Among the masterpieces of the early Renaissance are many buildings of small
dimensions, such as gates, chapels, tombs amtbios. In these the individual fancy

had full sway, and produced surprising results by the beauty of enriched mouldings, of
carved friezes with infant genii, wreaths of fruit, griffins, masks and scrolls; by pilasters
covered with arabesques as delicatebdelling as if wrought in silver; by inlays of

marble, panels of glazed terratta, marvellously carved doors, fine stueeark in

relief, capitals and cornices of wonderful richness and variety. The Roman orders
appeared only in free imitations, wiplanelled and carved pilasters for the most part
instead of columns, and capit&lg5 of fanciful design, recalling remotely the Corinthian

by their volutes and leaves (Fig. 158). Instead of thed@hed classic pediments, there
appears frequently an de@d cornice enclosing a sculptured lunette. Doors and windows
were enclosed in richly carved frames, sometimes arched and sometimes square. Fa@des
were flat and unbroken, depending mainly for effect upon the distribution and adornment
of the openings, anithe design of doorways, courtyards and cornices. Internally vaults

and flat ceilings of wood and plaster were about equally common, the barrel vault and
dome occurring far more frequently than the groined vault. Many of the ceilings of this
period are ofemarkable richness and beauty.
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FIG. 1596 SECTION OF DOME OF DUOMO, FLORENCE.

THE EARLY RENAISSANCE IN FLORENCE: THE DUOMO. In the year 1413

public competition was held for completing the cathedral of Florence by a dome over the
immense octagon, 143 feet in diameklippo Brunelleschi sculptor and architect

(1377 1446), who with Donatello had journeyed to Rome to study there the ma#terwor
of ancient art, after demonstrating the inadequacy of all the solutions proposed by the
competitors, was finally permitted to undertake the gigantic task according to his own
plans. These provided for an octagonal dome in two shells, con2@@éby eight major

and sixteen minor ribs, and crowned by a lantern at the top (Fig. 159). This wholly
original conception, by which for the first time (outside of Moslem art) the dome was
made an external feature fitly terminating in the light forms and upwareémemt of a
lantern, was carried out between the years 1420 and 1464. Though in no wise an
imitation of Roman forms, it was classic in its spirit, in its vastness and its simplicity of

|l ine, and was made possi bl e sosigedng¢ by Brunel
construction (Fig. 160).

OTHER CHURCHES.Fr om Brunel |l eschi 6s dazii gns wer e &
Chapelin Sta. Croce, aharming design of a Greek cross covered with a dome at the
intersection, and preceded by a vestibule with a richly decovaté] and the two great
churches o6.Lorenzo (1425) ands. Spirito (1433 1476, Fig. 161). Both reproduced in

a measure the plan of the Pisa Cathedral, having adisleel nave and transepts, with a

low dome over the crossing. The side aisles wereredweith domical vaults and the

central aisles with flat wooden or plaster ceilings. All the details of columns, arches and
mouldings were imitated from Roman models, and yet the result was something entirely
new. Consciously or unconsciously, Brunellesghs reviving Byzantine rather than

Roman conceptions in the planning and structural design of these domical churches, but
the garb in which he clothed them was Roman, at least in detaiDl@Heacristy of
S.Lorenzo was another domical design of gresuiy.
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FIG. 1600 EXTERIOR OF DOME DUOMO, FLORENCE.

From this time on the new style was in general use for church desighsAlbeti

(1404 73), who had in Rome mastered classic details more thoroughly than Brunelleschi,
remodelled the church &. Francescoat Rimini with Roman pilasters and arches, and

with engaged orders in the fa@de, which, however, was never completed. His/grieat

was the church db. Andrea at Mantua, alLatin cross in plan, with a dome at the
intersection (the present high dome dating however, only from the 18th century) and a
fa@de to which the conception of a Roman triumphal arch was skilfully adapted. His
fa@de of incrusted marbles for the church olM6.Novella at Florence was a less
successful work, though its flaring consoles over the side aisles established an
unfortunate precedent frequently imitated in later churches.

A great activity in churcibuilding marked the period between 1475 and 1490. The plans
of the churches erected about this time throughout north Italy display an interesting
variety of arrangements, in nearly all of which the dome is combined with the three
aisled cruciform plan, eithers a central feature at the crossing or as a domical vault over
each bay. Bologna and Ferrara possess a number of churches of this kind. Occasionally
the basilican arrangement was followed, with columnar arcades sepai&gihg aisles.

More often, howeer, the pierarches were of the Roman type, with engaged columns or
pilasters between them. The interiors, presumably intended to receive painted
decorations, were in most cases somewhat bare of ornament, pleasing rather by happy
proportions and effectiveaulting or rich flat ceilings, panelled, painted and gilded, than
by elaborate architectural detail.skmilar scantiness of ornament is to be remarked in

the exteriors, excepting the fa@des, which were sometimes highly ornate; the doorways,
with columrs, pediments, sculpture and carving, receiving especial attention. High
external domes did not come into general use until the next period. In Milan, Pavia, and
some other Lombard cities, the internal cupola over the crossing was, however, covered
externaly by a lofty structure in diminishing stages, like that of the Certosa at Pavia (Fig.
152), or that erected by Bramante for the church &.Slelle Grazie at Milan. At Prato,

in the church of thMadonna delle Carceri(1495 1516), byGiuliano da SGallo, the

type of the Pazzi chapel reappears in a larger scale; the plan is cruciform, with equal or
nearly equal arms covered by barrel vaults, at whose intersection rises a d9e of
moderate height on pendentives. This charming edifice, with its urdchiskterior of



white marble, its simple and dignified lines, and internal embellishments inRi=blaia
ware, is one of the masterpieces of the period.

In the designing of chapels and oratories the architects of the early Renaissance attained
conspicuous success, these edifices presenting fewer structural limitations and being
more purely decorativanicharacter than the larger churches. Such fa@des as that of
S.Bernardino at Perugia and of therati di S. Spirito at Bologna are among the most
delightful products of the decorative fancy of the 15th century.

e
FIG. 16286 COURT

FLORENTINE PALACES. While the architects of this period failed to develop any

new and thoroghly satisfactory ecclesiastical type, they attained conspicuous success in
palacearchitecture. Th®iccardi palace in Florence (1430) marks the first step of the
Renaissance in this direction. It was built for the great Cosimo di MedMidhelozzi

(1397 1473), acontemporary of Brunelleschi and Alberti, and a man of great talent. Its
imposing rectangular fa@de, with widely spaced mullioned windows in two stories over
a massive basement, is crowned with a classic cornice of unusual and perhapgeexcessi
size. In280spite of the bold and fortresike character of the rusticated masonry of these
fa@des, and the mediaeval look they seem to present to modern eyes, they marked a
revolution in style and established a type frequently imitated in later. ydaes



courtyard, in contrast with this stern exterior, appears light and cheerful (Fig. 162). Its
wall is carried on round arches borne by columns with Corinthianesque capitals, and the
arcade is enriched with sculptured medallidrige Pitti Palace by Brunelleschi (1435),
embodies the same ideas on a more colossal scale, but lacks the grace of an adequate
cornice. Alighter and more ornate style appeared in 1460 ifPtiiucellai, by Alberti,

in which for the first time classical pilasters in superpatades were applied to a street
fa@de. To avoid the dilemma of either insufficiently crowning the edifice or making the
cornice too heavy for the upper range of pilasters, Alberti made use of brackets,
occupying the width of the upper frieze, and conugrthe whole upper entablature into

a cornice. But this compromise was not quite successful, and it remained for later
architects in Venice, Verona, and Rome to work out more satisfactory methods of
applying the orders to marstoried palace fa@des. In¢hgreat. Strozzi (Fig. 163),

erected in 1490 bBenedetto da MajanandCronaca the architects reverted to the

earlier type of the FRiccardi, treating it with greater refinement and producing one of
the noblest palaces of Italy.
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FIG. 1636 FACADE OF STROZZI P
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COURTYARDS; ARCADES. These palaces were all built around interior courts,

whose walls rested on columnar arcadesin the PRiccardi (Fig. 162). The origin of

these arcades may be found in the arcaded cloisters of mediaeval monastic churches,
which often suggest classic models, as in those of Stifegohdthe-Walls and St. John
Lateran at Rome. Brunelleschi ratly introduced columnar arcades into a number of
cloisters and palace courts, but also used them effectively as exterior features in the
Loggia S.Paoloand the Foundling HospitaD&pedale degli Innocendi at Florence.

The chief drawback in these lightcades was their inability to withstand the thrust of the
vaulting over the space behind them, and the consequent recourse tcriools tihere
vaulting was used. The ltalians, however, seemed to care little about this disfigurement.

MINOR WORKS. The d¢ails of the new style were developed quite as rapidly in

purely decorative works as in monumental buildings. Altars, mural monuments,
tabernacles, pulpits amiboria afforded scope for the genius of the most distinguished
artists. Among those who wereespally celebrated in works of this kind should be
named_ucca della Robbi#140Q 82) and his successoidino da Fiesolg1431 84) and
Benedetto da Majanl442 97). Possessed of a wonderful fertility of invention, they

and their pupils multiplied their evks in extraordinary number and variety, not only
throughout north Italy, but also in Rome and Naples. Among the most famous examples
of this branch of design may be mentioned a pulpit in Sta. Croce dey ajano;

aterracotta fountain in the sacristf S.M. Novella, by the della Robbias; the



Marsupini tomb in Sta. Croce, IBesiderio da Settignan@ll in Florence); the della

Rovere tomb in SM. del Popolo, Rome, by Mino da Fiesole, and in the Cathedral at

Lucca the Noceto tomb and the TempiettoMatteo Civitali It was in282works of this
character that the Renaissance oftenest made its first appearance in a new centre, as was
the case in Sienna, Pisa, Lucca, Naples, etc.

FIG. 1646 TOMB OF PIETRO DI NOCETO, LUCCA.

NORTH ITALY. Between 1450 and 1490 the Renaissance presented in Sienna, in a
number of important palacessharp contrast to the prevalent Gothic style of that city.
TheP. Piccolominid asomevhat crude imitation of the Riccardi in Florencé dates

from 1463; theP. del Governowas built 1469, and th&pannocchi Palacen 1470. In
1463Ant. Federighbuilt there thd_oggia del Papa About the same timBernardo di
Lorenzowas building for Pop®ius Il. (£ neas Sylvius Piccolomini) an entirely new city,
Pienzg wi th a cathedral, archbishopbds pal ace,
P. Piccolomini), which are interesting if not strikingly original works. Pisa possesses few
early Renaissance sttures, owing to the utter prostration of her fortu2@3in the 15th
century, and the dominance of Pisan Gothic traditions. In Lucca, besides a wealth of
minor monuments (largely the work of Matteo Civitali, 148501) in various churches,
anumber of pkaces date from this period, the most important beindtirretorio and
P.Bernardini. To Milan the Renaissance was carried by the Florentine masters
MichelozziandFilarete, to whom are respectively due tRertinari Chapel in

S.Eustorgio (1462) and éhearlier part of the gre@tspedale Maggiorg(1457). In the

latter, an edifice of brick with terreotta enrichments, the windows were Gothic in

outlined an unusual mixture of styles, even in Italy. The munificence of the Sforzas, the
hereditary tyrants ahe province, embellished the se@othic Certosaof Pavia with a

new marble fagde, begun 1476 or 1491, which in its fanciful and exuberant decoration,
and the small scale of its parts, belongs properly to the early Renaissance. Exquisitely



beautiful indetall, it resembles rather a magnified afigce than a work of architecture,
properly speaking. Bologna and Ferrara developed somewhat late in the century a strong
local school of architecture, remarkable especially for the beauty of its courtysards, it
graceful street arcades, and its artistic treatment of brick anectateaf. Bevilacqua,

P. Fava, at Bolognap. Scrofa, P. Roverella, at Ferrara). About the same time palaces

with interior arcades and details in the new style were erected in V&fioeaza,

Mantua, and other cities.

VENICE. In this city of merchant princes and a wealtioprgeoisie the architecture of
the Renaissance took on a new aspect of splendor and display. It was late in appearing,
the Gothic style with its tinge of Byzantidecorative traditions having here developed
into a style well suited to the needs of a rich and relatively tranquil community. These
traditions the architects of the new style appropriated in a measure, as in the marble
incrustations of the exquisite lgtchurch ofS. M. dei Miracoli (1480 89), and the

fa@de 284 of theScuola di S.Marco (1485 1533), both byPietro LombardoNowhere
else, unless on the contemporary fa@de of the Certosa at Pavia, were marble inlays and
delicate carving, combined withfilamework of thin pilasters, finely profiled
entablatures and arched pediments, so lavishly bestowed upon the street fronts of
churches and palaces. The family of theenbardi(Martino, his sons Moro and Pietro,
and grandsons Antonio and Tullio), wiémt. BregnoandBart. Buon were the leaders in
the architectural Renaissance of this period, and to them Venice owes her choicest
masterpieces in the new style. Its first appearance is noted in the later portions of the
church ofS. Zaccaria (1456 1515), paty Gothic internally, with a fa@de whose
semicircular pediment and small decorative arcades show a somewhat timid but
interesting application of classic details. In this church, and still more sdGiolshe

(1451 93) and the Miracoli above mentionede ttecorative element predominates
throughout. It is hard to imagine details more graceful in design, more effective in the
swing of their movement, or more delicate in execution than the mouldings, reliefs,
wreaths, scrolls, and capitals one encountetisdgse buildings. Yet in structural interest,
in scale and breadth of planning, these early Renaissance Venetian buildings hold a
relatively inferior rank.
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"FIG. 1655 VENDRAMINI PALACE, VENICE.

PALACES. The greatCourt of theD o g e 6 s, bPgairl 1483 bjnt. Rizzigpbelongs
only in part to the first period. It shows, however, the lack of constructive principle and



of largeness of composition just mentioned, but its decorative effect and picturesque
variety elicit almost universal admiration.
violates nearly every principle of correct composition, and yet in a measure f@iones
this capital defect by its charm of detail. Far more satisfactory from the purely
architectural point of view is the fa@de of tfeeVendramini (VendraminCalergi), by
Pietro Lombardo (1481). The simpB85stately lines of its composition, the ditynof

its broad arched and mullioned windows, separated by engaged coltinensarliest
example in Venice of this feature, and one of the earliest irdltaywell-proportioned
basement and upper stories, crowned by an adequate but somewhat heavyentabla
make this one of the finest palaces in Italy (Fig. 165) It established a type of large
windowed, vigorously modelled fa@des which later architects developed, but hardly
surpassed. In the smaller contemporarp&tio, another type appears, bettagited for
small buildings, depending for effect mainly upon walliered openings and incrusted
panelling of colored marble.

ROME. Internal disorders and the long exile of the popes had by the end of the
fourteenth century reduced Rome to utter insigmnifoea Not until the second half of the
fifteenth century did returning prosperity and wealth af28dthe Renaissance its
opportunity in the Eternal City. Pope NichoMshad, indeed, begun the rebuilding of St.
Pet er 6s f r oRosslinginlg50,dut the/profect lapsed shortly after with
the death of the pope. The earliest Renaissance building in Rome WaslitMenezia
begun in 1455, together with the adjoining porch d¥1&tco. In this palace and the
adjoining unfinished Palazzetto iiad the influence of the old Roman monuments
clearly manifested in the court arcades, built like those of the Colosseum, with
superposed stages of massive piers and engaged columns carrying entablatures. The
proportions are awkward, the details coarse ttoe spirit of Roman classicism is here
seen in the germ. The exterior of this palace is, however, still Gothic in spirit. The
architects are unknowi@iuliano da Majanq1452 90), Giacomo di Pietrasantaand

Meo del Caprind1430 1501) are known to haweorked upon it, but it is not certain in
what capacity.

The new style, reaching, and in time overcoming, the conservatism of the Church,
overthrew the old basilican traditions. $nAgostino (1479 83), byPietrasanta and

S. M. del Popolag by Pintelli (?) piers with pilasters or hatfolumns and massive arches
separate the aisles, and the crossing is crowned with a dome. To the same period belong
the Sistine chapel and parts of the Vatican palace, but the interest of these lies rather in
their later decations than in their somewhat scanty architectural merit.

The architectural renewal of Rome, thus begun, reached its culmination in the following
period.

OTHER MONUMENTS. The complete enumeration of even the most important Early
Renaissance monuments @t is impossible within our limits. Two or three only can

here be singled out as suggesting types. Among town halls of this period the first place
belongs to thé®. del Consiglioat Verona, byrra Giocondo(1435 1515). In this

beautiful edifice the fagdeonsists of a light and gracef2#87 arcade supporting a wall
pierced with four windows, and covered with elaborate frescoed arabesques (recently
restored). Its unfortunate division by pilasters into four bays, with a pier in the centre, is a
blemish avaied in the contemporaB. del Consiglioat Padua. ThBucal Palaceat



Urbino, byLuciano da Lauranq1468), is noteworthy for its fine arcaded court, and was
highly famed in its day. At Brescl. M. dei Miracoli is a remarkable example of a
cruciform donical church dating from the close of this period, and is especially
celebrated for the exuberant decoration of its porch and its elaborate detail. Few
campaniles were built in this period; the best of them are at Venice. Naples possesses
several interesto Early Renaissance monuments, chief among which afeotte
Capuana(1484), byGiul. da Majang the triumphalArch of Alphonso of Arragon, by
Pietro di Marting and theP. Gravina, byGa b . d dNages is also very rich in
minor works of the early &aissance, in which it ranks with Florence, Venice, and
Rome.
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CHAPTER XXI.
RENAISSANCE ARCHITECTURE IN ITALY Continued

THE ADVANCED RENAISSANCE AND DECLINE.

BooksRECOMMENDED: As before, Burckhardt, Cicognara, Fergusson, Palustre. Also,
GauthierLes plus beaux edifices de G@&&seymilller, Les projets primitifs pour la
basilique de St. Pierre de Rontgurlitt, Geschichte des Barockstiles in Italien
Letarouilly, Edifices de Rome Modernke Vatican Palladio,The Works of ARalladio.

CHARACTER OF THE ADVANCED RENAISSANCE. It was inevitable that the

study and imitation of Roman architecture should lead to an increasingly literal rendering
of classic details and a closer copying of antique compositions. Toward the close of the
fifteenthcentury the symptoms began to multiply of the approaching reign of formal
classicism. Correctness in the reproduction of old Roman forms came in time to be
esteemed as one of the chief of architectural virtues, and in the following period the
orders becamthe principal resource of the architect. During theaked Cinquecento,

that is, from the close of the fifteenth century to nearly or quite 1550, architecture still
retained much of the freedom and refinement of the Quattrocento. There was meanwhile
anotable advance in dignity and amplitude of design, especially in the internal
distribution of buildings. Externally the orders were freely used as subordinate features in
the decoration of doors and windows, and in court arcades of the Roman type. The
lantern-crowned289dome upon a high drum was developed into one of the noblest of
architectural forms. Great attention was bestowed upon all subordinate features; doors
and windows were treated with frames and pediments of extreme elegance and
refinement; dlthe cornices and mouldings were proportioned and profiled with the
utmost care, and the balustrade was elaborated into a feature at once useful and highly
ornate. Interior decoration was even more splendid than before, if somewhat less delicate
and sub#; relief enrichments in stucco were used with admirable effect, and the greatest
artists exercised their talents in the painting of vaults and ceilings, adéh Feat

Mantua, byGiulio Romand1492 1546), and the Sistine Chapel at Rome, by Michael
Angelo. This period is distinguished by an exceptional number of great architects and



buildings. It was ushered in Bramante Lazzayiof Urbino (14441514), and closed

during the career d¥lichael Angelo Buonarot{il475 1564); two names worthy to rank

with that of Brunelleschi. Inferior only to these in architectural genius Raphael

(1483 1520),Baldassare Peruz£1481 1536),Antonio da San Gallo the Younger

(1485 1546), ands. Barozzi da Vignolg1507 1572), in Romeiacopo Tatti

Sansovin@1479 1570), in Venice, and others almost equally illustrious. This period
witnessed the erection of an extraordinary series of palaces, villas, and churches, the
beginning and much of the construction of
transformation in the @ect of that city.

FIG. 1665 FACADE OF THE GIRAUD PALACE, ROME.

BRAMANTEO®GS WIR Kr&cise time limits cannot be set to architecturdésty

it is not irrational to date this period
earlier works in Milan belong to the QuattrocentoNSdelle Grazie, the sacristy of San
Satiro, the extension of the Great Hospital), his later designsthieoslassic tendency

very clearly. The charminiempietto in the court o£290S. Pietro in Montorio at Rome,
acircular templdike chapel (1502), is composed of purely classic elements. In the

P. Giraud (Fig. 166) and the gre&@ancelleria Palace, pilasts appear in the external
composition, and all the details of doors and windows betray the results of classic study,
as well as the refined taste of their designadrhe keautiful courtyard of the Cancelleria
combines the Florentine system of arches on columns with the Roman system of
superposed arcades independent of the court wall. In 1506 Bramante began the rebuilding
of St. Pet er 0ps294 and thetandtructios of & mew anfl isnposing papal
palace adjoining it on the Vatican hill. Of this colossal group of edifices, commonly

known as thé&/atican, he executed the greatelvedere court (afterward divided in two

by the Library and the Braccio Nuovo), the lesser octagonal court of the Belvedere, and
the court of San Damaso, with its arcades afterward frescoed by Raphael and his school.
Besides these, the cloister of\. della Pace, and many other works in and out of Rome,
reveal the i mpress of Bramanteds geni us,
harmony and beauty of their details.

FLORENTINE PALACES. The P. Riccardi long remained the accepted type of palace

in Florence. As we have seen, it was imitated in the Strozzi palace, as late as 1489, with
291 greater perfection of detail, but with no radical change of conception. In the

P. Gondi, however, begun in the following year Gyuliano da San Gall¢1445 1516),

amore pronounced classic spirit appears, especially in the court and the interior design.
Early in the 16th century classic columns and pediments began to be used as decorations
for doors and windows; the rustication was confined to basements andqooirey, and
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niches, loggias, and porches gave variety of light and shade to the fdgad@=stOlini,

byBacci o ;dPdaderelo151b, byDosio P. Guadagni, by Cronaca

P. Pandolfini, 1518, attributed to Raphael). In tAeSerristori, byBacci o do6 Agnol o
(1510), pilasters were applied to the composition of the fa@de, but this example was not

often followed in Florence.

ROMAN PALACES. These followed a different type. They were usually of great size,
and built around ample courts with arcaaé classic model in two or three stories. The
broad street fa@de in three stories with an attic or mezzanine was crowned with a rich
cornice. The orders were sparingly used externally, and effect was sought principally in
the careful proportioning of éhstories, in the form and distribution of the sqttseaded

and arched openings, and in the design of mouldings, stomges, cornices, and other
details. Thepiano nobile or first story above the basement, was given up to suites of
sumptuous receptmrooms and halls, with magnificent ceilings and frescoes by the great
painters of the day, while antique statues and reliefs adorned the courts, vestibules, and
niches of these princely dwellings. Thlassimi palace, by Peruzzi, is an interesting
exampleof this type. The Vatican, Cancelleria, and Giraud palaces have already been
mentioned; other notable palaces are the Palma (1506) and Sacchetti (154@aby A.
San Gallo the Younger; tHearnesina by Peruzzi, with celebrated fresco decorations
designedy Raphael292and the Lante (1520) and Altemps (1530), by Peruzzi. But the
noblest creation of this period was the
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FIG. 1676 PLAN OF FARNESEPALACE.

Larger View

FARNESE PALACE, by many esteemed the finest in Italy. It was begun in 1530 for

Alex. Farnese (Paul lll.) by Ala San Gallo the Youngerjwt h Vi gnol ads col | at
The simple but admirable plan is shown in Fig. 167, and the courtyard, the most

imposing in ltaly, in Fig. 168. The exterior is monotonous, but the noble cornice by

Michael Angelo measurably redeems this defect. The fine whatteimnar entrance

vestibule, the court and tilsalons make up aensemblevorthy of the great architects

who designed it. The loggia toward the river was adde@.laella Portain 1580.

VILLAS. The Italian villa of this pleasus®ving period affordedull scope for the most

playful fancies of the architect, decorator, and landscape gardener. It comprised usually a
dwelling, acasinoor amusemenrtouse, and many minor edifices, sumteuses,

arcades, etc., disposed in extensive grounds laid out witités, cascades, and shaded
alleys. The style was graceful, sometimes trivial, but almost always pleasing, making free
use of stucco enrichments, both internally and externally, with abundance of gilding and
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frescoing. TheVilla Madama (1516), by Raphaelyith stuccedecorations by Giulio

Romano, though incomplete and now dilapidated, is a noted example of the style. More
complete, thé&/illa of Pope Julius, by Vignola (1550), belongs by its purity of style to

this period; its fa@de well exemplifies thengplicity, 293 dignity, and fine proportions of
this masteros wor k. I n additi onV.Medicit hese
(1540, byAnnibale Lippj now the French Academy of Rome); thasino del Papan

the Vatican Gardens, Birro Ligorio (1560); theV. Lante, near Viterbo, and thé.

d 6 E,satt Tevoli, as displaying among almost countless others the Italian skill in
combining architecture and gardening.

=i . .
FIG. 1685 ANGLE OF COURT OF FIRNESE PALACE, ROME.

CHURCHES AND CHAPELS. This period witnessed the building of a few churches of

the first rank, but it was especially prolificimmemorial, votive, and sepulchral chapels

added to churches already existing, like @egi Chapel of S.M. del Popolo, by

Raphael. The earlier churches of this period generally followed antecedent types, with

the dome as the central feature dominatinguaiform plan, and simple, unostentatious

and sometimes uninteresting exteriors. Among them may be mentioned: at Pidtbia, S.

del Lettoand5s.M. d e | |, the latteria fine domical rotunda Wentura Vitoni

(1509), with an imposing vestibule; at \fes, S. Salvatore, by Tullio Lombardo(1530),

an admirable edifice with alternating domical and bareellted baysS. Georgio dei

Grechi (1536), bySansovinpand SM. Formosa; at Todi, th®ladonna della

Consolaziong(1510), byCola da Caprarolaachaming design with a high dome and

four apses; at Montefiascone, tdadonna delle Grazie by Sammichel¢1523),

besides several churches at Bologna, Ferrara, Prato, Sienna, and Rome of almost or quite

equal294interest. In these churches one may tracelévelopment of the dome as an

external feature, while i8.Biagio, at Montepulciano, the effort was madeAnt. da

San Gallo the Eldeto combine with it the contrasting lines of two campaniles, of which,

however, but one was completed.

R o n



FIG. 1696 ORI GI NAL PLAN OF ST. PETERGS, ROME.

ST. P E TTReROIBination of Renaissance church architecture was reacBeéd in

P e t eat Rome. The origingdroject of Nicholad/. having lapsed with his death, it was

the intention of Julius Il. to erect on the same site a stupendous mausoleum over the
monument he had ordered of Michael Angelo. The design of Bramante, who began its

erection in 1506, comprisedGreek cross with apsidal arms, the four angles occupied by

domical chapels and loggias within a square outline (Fig. 169). The too hasty execution

of this noble design led to the collapse of two of the arches under the dome, and to long

delays afterBramnt e6s death in 1514, Raphael, Giuli e
A. da San Gallo the Younger successively supervised the works under the popes from

Leo X. to Paul lll., and devised a vast number of plans for its completion. Most of these

involved fundamaetal alterations of the original scheme, and were motived by the

abandonment of the proposed monument of Julius ¢huach, and not a mausoleum,

being in consequence required. In 1546 Michael Angelo was assigned by Paul lll. to the

works, and gave findbrm to the general design in a simplifi2és version of

Bramanteds plan wi t kquaneeastfrom with 8 poxtieo fostiep por t s,
chief entrance, and the unrivallBdme, which is its most striking feature. This dome,

slightly altered andwmproved in curvature by della Porta afterdMn ge|l o 6s deat h i n
1564, was completed Y. Fontanain 1604. It is the most majestic creation of the

Renaissance, and one of the greatest architectural conceptions of all history. It measures

140 feet in internadiameter, and with its two shells rises from a lofty drum, buttressed

by coupled Corinthian columns, to a height of 405 feet to the top of the lantern. The

church, as left by Michael Angelo, was harmonious in its proportions, though the single

order usednternally and externally dwarfed by its colossal scale the vast dimensions of

the edifice. Unfortunately in 1608. Madernawas employed by PaW. to lengthen the

nave by two bays, destroying the proportions of the whole, and hiding the dome from

vewon a hnhear approach. The present tasteless
atrium or portico added (16287), byBernini, as an approach, mitigates but does not

cure the ugliness and pettiness of this front.
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FIG.1706 PLAN OF ST. PETERGS, ROME, AS NOW STANDI NG.

The portion below the linA, B, and the side chapels D, were added by Maderna. The
remainder representdi c hael Angel ods pl an.

St. Peterds as t hus c @phurehtineexiste(ce,iargilin 170) i s
many respects is architecturally worthy of its-prainence. The central aisle, nearly 600
feet long, with its stupendous panelled and gildedty88 feet in span, the vast central

area and the majestic dome, belong to a conception unsurpassed in majestic simplicity
and effectiveness. The construction is almost excessively massive, but admirably
disposed. On the other hand the nave is too lamgyjffee details not only lack originality

and interest, but are also too large and coarse in scale, dwarfing the whole edifice. The
interior (Fig. 171) is wanting in the sobriety of color that befits so stately a design; it
suggests rather a pagan temphlmth Christian basilica. These faults reveal the decline of
taste which had already set in before Michael Angelo took charge of the work, and which
appears even in the works of that master.

THE PERIOD OF FORMAL CLASSICISM. With the middle of the 16th cermuthe
classic orders began to dominate all architectural design. While Vignola, who wrote a
treatise upon the orders, employed them with unfailing refinement and judgment, his
contemporaries showed less discernment and taste, making of them an entiaataer
means. Too often mere classical correctness was substituted for the fundamental qualities
of original invention ind intrinsic beauty of composition. The innovation of colossal
orders extending through several stories, while it gave to exteriondesicertain

grandeur of scale, tended to coarseness and even vulgarity of detail. Sculpture and
ornament began to lose their refinement; and while saregitecture gained in

monumental scale, and public squares received a more stately adornmenethan ev
before, the streda@des individually were too often bare and uninteresting in their
correct formality. In the interiors of churches and large halls there appears a struggle
between a cold and dignified simplicity and a growing tendency toward poeient

sham. But these pernicious tendencies2di@inot fully mature till the latter part of the
century, and the hatfentury after 1540 or 1550 was prolific of notable works in both
ecclesiastical and secular architecture. The names of Michael Angélogmuda, whose
careers began in the preceding period; of Palladio and della Portad 1694} in Rome;

of Sammichele and Sansovino in Verona and Venice, and of Galeazzo Alessi in Genoa,
stand high in the ranks of architectural merit.
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ROME.

CHURCHES. The type established by St. Peterds
The churches in which a Greeklatin cross is dominated by a high dome rising from a

drum and terminating in a lantern, and is treated both internally and externally with

Roman Corinthian pilasters and arches, are almost numberless. Among the best churches
of this type is th&sesuat Rome, by Vignola (1568), with a highly ornate interior of

excellent proportions and a less interesting exterior, the fa@de adorned with two stories

of orders and great flanking volutes over the sidesgs2gé7). Two churches at Venice,

by Palladiod S.Giorgio Maggiore (1560; fa@gde byScamozzil575) and the

Redentored offer a strong contrast to the Gesy in their cold and almost bare but pure

and correct design. An imitatin o f Br amanteds pl é&mM.dior St .
Carignano, at Genoa, bfaleazzo Alesgil500 72), begun 1552, fine structure,

though inferior in scale and detail to its original. Besides these and other important
churches there were many laidgmical chapels of great splendor added to earlier

churches; of these tl&hapel of SixtusV. in S.M. Maggiore, at Rome, bp. Fontana

(1543 1607), is an excellent example.

PALACES: ROME. The palaces on the Capitoline Hill, built at different dates (1540
1644) from designs by Michael Angelo, illustrate the palace architecture of this period,
and the imposing effect of a single colossal order running through two stories. This
treatment, though well adapt8d0to produce monumental effects in large squanes
dangerous in its bareness and heaviness of scale, and was better suited for buildings of
vast dimensions than for ordinary strésgides. In other Roman palaces of this time the
traditions of the preceding period still prevailed, as inSapienza(University), by della
Porta (1575), which has a dignified court and a fa@de of great refinement without
columns or pilasters. THeapal palacesuilt by Domenico Fontana on the Lateran,
Quirinal, and Vatican hills, between 1574 and 1590, externally ogpkie style of the
Farnese, show a similar return to earlier models, but are less pure and refined in detalil
than the Sapienza. The great pentag®addce of Caprarolg near Rome, by Vignola, is
perhaps the most successful and imposing production &dhean classic school.

VERONA. Outside of Rome, paladauilding took on various local and provincial

phases of style, of which the most important were the closely related styles of Verona,
Venice, and Vicenzaichele Sammichel@484 1549), who built in Veona the
Bevilacqua CanossaPompei andVerzi palaces and the four chief city gates, and in
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Venice theP. Grimani, his masterpiece (1550), was a designer of great originality and

power. He introduced into his military architecture, as in the gates oh¥ethe use of

rusticated orders, which he treated with skill and taste. The idea was copied by later

architects and applied, with doubtful propriety, to patace - ades; t hough Amman
gardenfa@de for the Pitti palace, in Florence (cir. 1560), iSrapressive and successful

design.

VENICE. Into the development of the maturing classic sGiacopo Tatti Sansovino

(1477 1570) introduced in his Venetian buildings new elements of splendor. Coupled
columns between arches themselves supported on colantha, profusion of figure
sculpture, gave to his palataades a hitherto unknown magnificence of effect3as

in theLibrary of St. Mark (now the Royal Palace, Fig. 172), and @ernaro palace
(P.Corner de CaGrande), both datifiggm about 153040. So strongly did he impress

upon Venice these ornate and sumptuous variations on classic themes, that later
architects adhered, in a very debased period, to the main features and spirit of his work.

\] N ow
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T. MARK, VENICE.

VICENZA. Of P a | | achurcloes is Venice we have already spoken; his palaces are
mainly to be foundn his native city, Vicenza. In these structures he displayed great
fertility of invention and a profound familiarity with the classic orders, but the degenerate
taste of the Baroque period already begins to show itself in his work. There is far less of
architectural propriety and grace in these pretentious palaces, with their colossal orders
and their affectation of grandeur, than in the designs of Vignola or Sammichele. Wood
and plaster, used to mimic stone, indicate the approaching reign of sham sigal de
(P.Barbarano, 1570;Chieregati, 1560;Tiene, Valmarano, 1556;Villa Capra). His
masterpiece is the twstoried arcade about the mediagBakilica, in which the arches

are supported on a minor order between engaged columns sgdgiag buttresses.hls
treatment has in consequence ever since been knownRallddian Motive

GENOA. During the second half of the sixteenth century a remarkable series of palaces
was erected in Genoa, especially notable for their great courts and imposing staircases.
These last were given unusual prominence owing to differences of level in the courts,



arising from the slope of their sites on the hillside. Many of these palaces were by
Galeazzo Alessi (1507 2); others by architects of lesser note; but nearly all

characerized by their effective planning, fine stairs and loggias, and strong and dignified,
if sometimes uninteresting, detait.Balbi, Brignole, Cambiasi, Doria-Tursi [or

Municipio], Durazzo [or Reale],Pallavicini, andUniversity).

THE BAROQUE STYLE. A reaction from the coldlassicismf the late sixteenth

century showed itself in the following periad,the lawless and vulgar extravagances of
the secalledBaroquestyle. The wealthy Jesuit order was a notorious contributor to the
debasement of architectural taste. Most of the Jesuit churches and many others not
belonging to the order, but following itgrniciousexample, are monuments of bad taste
and pretentious sham. Brok8d3and contorted pediments, huge scrolls, heavy
mouldings, iltapplied sculpture in exaggerated attitudes, and a general disregard for
architectural propriety characterized tpexiod, especially in its church architecture, to
whose style the nanidesuitis often applied. Sham marble and heavy and excessive
gilding were universal (Fig. 173%. Maderna(1556 1629),Lorenzo Bernin{(1589

1680), and~. Borromini (1599 1667) were the worst offenders of the period, though
Bernini was an artist of undoubted ability, as proved by his colonnades or atrium in front
of St. Peterds. There wer e, however, archite
debased age wereowthy of admiration.



FIG. 1748 CHURCH OF S. M. DLL SLUTE, VENICE.

BAROQUE CHURCHES. The Baroque style prevailed in church architecture for

almost two centuries. The majority of the churches present varieties of the cruciform plan
crowned by a high dome which is usually the best part of the design. Everywhere else the
vices of the period appear in these churches, especially in their fagd @stamal
decorationS. M. della Vittoria , by Maderna, an8ta. Agneseby Borromini, both at

Rome, are examples of tB84 style. Naples is particularly full of Baroque churches (Fig.
173), afew of which, like theGesuNuovo (1584), are dignified andeditable designs.

The domical church d8. M. della Salute at Venice (1631), by Longhena, is also a
majestic edifice in excellent style (Fig. 174), and here and there other churches offer
exceptions to the prevalent baseness of architecture. Partiabgbtionable was the
wholesale disfigurement of existing monuments by ruthless remodelling, adahrs.
Lateran, at Rome, the cathedrals of Ferrara and Ravenna, and many others.

PALACES. These were generally superior to the churches, and not infréguent
impressive and dignified structures. The two best examples in Rome &.Bihrghese

by Martino Lunghi the Eldef1590), with a fine court arcade on coupled Doric and lonic
columns, and the. Barberini, by Maderna and Borromini, with an ellipticahscase by
Bernini, one of the few palaces in Italy with projecting lateral wings. In Venice,
Longhena, in th&®ezzonicoandPesaropalaces (165®0), showed his freedom from

the mannerisms of the age by reproducing successfully the ornate but diggléeaf s
Sansovino (sep. 301). At Naples DFontana, whose works overlap the Baroque period,
produced in th&oyal Palace(1600) and th&oyal Museum (1586 1615) designsf
considerable dignity, in some respects superior to his papal residences in Rome. In
suburban villas, like thalbani andBorghesevillas near Rome, the ostentatious style of
the Decline found free and congenial expression.

LATER MONUMENTS. In the few eghteenthcentury buildings which are worthy of
mention there is noticeable a reaction from the extravagances of the seventeenth century,
shown in the dignified correctness of the exteriors and the somewhat frigid splendor of
the interiors. The most notabMork of this period is th&®oyal Palaceat Caserta by

Van Vitelli(1752), an architect of considerable taste and inventiveness, considering his
time. This great palace, 8@05feet square, encloses four fine courts, and is especially
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remarkable for theimple if monotonous dignity of the well proportioned exterior and the
effective planning of its three octagonal vestibules, its ornate chapel and noble staircase.
Staircases, indeed, were among the most successful features of late Italian architecture, as
in theScala Regiaof the Vatican, and in the Corsini, Braschi, and Barberini palaces at
Rome, the Royal Palace at Naples, etc.

In church architecture theast frontof S. John Lateran in Rome, byGalilei (1734), and
the wholeexterior of S. M. Maggiore, by Ferd. Fuga(1743), are noteworthy designs:
the former an especially powerful conception, combining a colossal order with two
smaller orders in superposkedigie but marred by the excessive scale of the statues
which crown it. Thé=ountain of Trevi, conceived in much the same spirit (1735, by
NiccolaSalvy , i s a striking piece of decorative al
by Marchionne(1775), also deserves mention as a monumental and not uninteresting
work. In the early years of the gent century th8raccio Nuovoof the Vatican, by

Stern the imposing church @. Francesco di Paolaat Naples, byianchi, designed in
partial imitation of the Pantheon, and the g&atarlo Theatre at Naples, show the
same coldly classical spirit, natholly without merit, but lacking in true originality and
freedom of conception.

CAMPANILES. Thecampanilesof the Renaissance and Decline deserve at least
passing reference, though they are neither numerous nor often of conspicuous interest.
That of theCampidoglio (Capitol) at Rome, by Martino Lunghi, is a good example of

the classical type. Venetia possesses a number of graceful and lottywes,

generally of brick with marble befitages, of which the upper part of tbempanile of

St. Mark and the tower of SGiorgio Maggiore are the finest examples.

The Decline attained what the early Renaissance ad®eaid the revival of Roman

forms. But it was no longer a Renaissance; it was a decrepit and unimaginative art, held
in the fetters of a servilenitation, copying the letter rather than the spirit of antique
design. It was the mistaken and abject worship of precedent which started architecture
upon its downward path and led to the atrocious products of the seventeenth century.

MONUMENTS (mainly inaddition to those mentioned in the tedfyrH CENTURYO

FLORENCE Foundling Hospital (Innocenti), 1421; Old Sacristy and Cloist&o&nzo;
P.Quaratesi, 1440; cloisters at Sta. Croce and Certosa, all by Brunelleschi; fakide S.
Novella, by Alberti, 146; Badia at Fiesole, from designs of Brunelleschi, 1462; Court of
P.Vecchio, by Michelozzi, 1464 (altered and enriched, 1565kuRdagni, by Cronaca,

1490; Hall of 500 in PVecchio, by same, 149 .VENICE: S.Zaccaria, by Martino

Lombardo, 145i71515; SMichele, by Moro Lombardo, 1466; Bl. del Orto, 1473;

S. Giovanni Crisostomo, by Moro Lombardo, atrium ofc&#ovanni Evangelista, Procurazie
Vecchie, all 1481; Scuola di Blarco, by Martino Lombardo, 1490; Pario; P.Corner

Spinellid FERRARA: P.Schfanoja, 1469; PScrofa or Costabili, 1485; $1. in Vado, Pdei
Diamanti, PBevilacqua, SFrancesco, Benedetto, Lristoforo, all 149015000 MILAN:
Ospedale Grande (or Maggiore), begun 1457 by Filarete, extended by Bramante, t801480
(great cou by Richini, 17th century); 9. delle Grazie, Eend, Sacristy of SSatiro, SM.
presso SCelso, all by Bramante, 14774990 RoOME: S.Pietro in Montorio, 1472; 9. del
Popolo, 14757?; Sistine Chapel of Vatican, 1473dhstino, 1483 SIENNA: Loggda del

Papa and Merucci, 1460; Pdel Governo, 14691500; P.Spannocchi, 1470; Sta. Catarina,
1490, by di Bastiano and Federighi, church later by Peruzzi; Library in cathedral by

L. Marina, 1497; Oratory of Bernardino, by Turrapili, 1498.PIENzA: Cah e d r a | Bi shopos



Palace (Vescovado), Pubblico, all cir. 1460, by Bli Lorenzo (or Rosselini?[ELSEWHERE

(in chronological order): Arch of Alphonso, Naples, 1443, bgliRlartino; Oratory
S.Bernardino, Perugia, by di Duccio, 1461; Church over Gaata, Loreto, 14651526;

P.del Consiglio at Verona, by Fra Giocondo, 1476; Capella Colleoni, Bergamo, 14M86; S.

in Organo, Verona, 1481; Porta Capuana, Naples, by Giul. da Majano, 1484; Madonna della
Croce, Crema, by BBattagli, 14901556; Madonna di Gapagna and SSisto, Piacenza,

both 14921511; P Bevilacqua, Bologna, by Nardi, 1492 (?);Gtavina, Naples; Frava,
Bologna; PPretorio, Lucca; SM. dei Miracoli Brescia; all at close of 15th century.
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16TH CENTURYO ROME: P.Sora, 1501; S\. della Pace and cloister, 1504, both by
Bramante (fa@de of church by Ba Cortona, 17th century); Bl. di Loreto, 1507, by Ada
San Gallo the Elder; Ridoni, by Raphael; FLante, 1520; Vigna Papa Giulio, 1534, by
Peruzzi; Pdei Conservatori, 1540, anddiel Senatore, 1563 (both on Capitol), by

M. Angelo, Vignola, and della Porta; Sistine Chapel iMSMaggiore, 1590; SAndrea

della Valle, 1591, by Olivieri (fagde, 1670, by Rainaldi)}FLORENCE Medici Chapel of
S.Lorenzo, newsacristyof same, and &urentian Library, all by MAngelo, 152940;

Mercato Nuovo, 1547, by Blasso; Pdegli Uffizi, 1560 70, by Vasari; PGiugni, 1560

8.0 VENICE: P.Camerlinghi, 1525, by Bergamasco;F8ancesco della Vigna, by Sansovino,
1539, fa@de by Palladio, 1568; Zeg or Mint, 1536, and Loggetta of Campanile, 1540, by
Sansovi2s, Procurazie Nuove, 1584, by Scamaz2.ERONA: Capella Pellegrini in
S.Bernardino, 1514; City Gates, byr8Baichele, 153040 (Porte Nuova, Stuppa, Zno,
S.Giorgio)d VICENZA: P.Porto, 1552; Teatro Olimpico, 1580; both by PallalliGENOA:
P.Andrea Doria, by Montorsoli, 1529; Pucale, by Pennone, 1550;[Rercari, P.Spinola,
P.Sauli, P Marcello Durazzoall by Gal. Alessi, cir. 1550; Sta. Annunziata, 1587, by della
Porta; Loggia dei Banchi, end of 16th centdnELSEWHERE(in chronological order).
P.Roverella, Ferrara, 1508; &l Magnifico, Sienna, 1508, by Cozzarelli;Gammunale,
Brescia, 1508, by Formentone;Abergati, Bologna, 1510; Fucale, Mantua, 152@0;

P. Giustiniani, Padua, by Falconetto, 1524; Ospedale del Ceppo, Pistoia, 1525; Madonna
delle Grazie, Pistoia, by Vitoni, 1535; Buoncampagniudovisi, Bologha, 1545; Cathedral,
Padua, 1550, by Righetti and della Valle, afterAvigelo; P.Bernardini, 1560, and
P.Ducale, 1578, at Lucca, both by Ammanati.

171H CENTURY: Chapel of the Princes in Borenzo, Florence, 1604, by Nigetti; Setro,
Bologna, 1605; SAndrea delle Fratte, Rome, 1612; Villa Borghese, Rome, 1616, by
Vasanzio; PContarini delle Scrigni, Venice, by Scamozzi; Badia at Florence, rebuilt 1625 by
Segaloni; Slgnazio, Rome, 162@85; Museum of the Capitol, Rome, 16%0; Church of

Gli Scalzi,Venice, 1649; PPesaro, Venice, by Longhena, 1650MBisé Venice, 1668;

Brera Palace, Milan; 34. Zobenigo, Venice, 1680; Dogana di Mare, Venice, 1686, by
Benone; Santi Apostoli, Rome.

18TH AND EARLY 19TH CENTURY: Gesuati, at Venice, 17130; S.Gereania, Venice, 1753, by
Corbellini; P.Braschi, Rome, by Morelli, 1790; Nuova Fabbrica, Venice, 1810.

24.SeeAppendix C
25.SeeAppendix B
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CHAPTER XXII.

RENAISSANCE ARCHITECTUHRE IN FRANCE.

BooksRECOMMENDED: As before, Fergusson, Mintz, Palustre. Also Belty,

Renaissance monumentale en Frar@edeau,Hi st oi re et caract res de |
en FranceDaly,Mot i fs hi stori ques dDedlsborleiad ect ure et de
Renaissance des arts ala cour de Frandau Cerceau,.es plus excellents bastiments de

France Libke, Geschichte der Renaissance in Frankreidathews The Renaissance

under the Valois KingsPalustrel.a Renaissance en Frandeattison,The Renaissance

of the Fine Arts in FranceRouyer et Darcel, 6 Ar t ar chi t eSauvageog | en Franc
Choix de palais, chdeaux, héels, et maisons de France

ORIGIN AND CHARACTER. The vitality and richness of the Gothic style in France,
even in its decline in the fiftedmcentury, long stood in the way of any general
introduction of classic forms. When the Renaissance appeared, it came as a foreign
importation, introduced from Italy by the king and the nobility. It underwent a protracted
transitional phase, during whithe national Gothic forms and traditions were
picturesquely mingled with those of the Renaissance. The campaigns of Charles VIII.
(1489), Louis XIlI. (1499), and Frandis(1515), in vindication of their claims to the
thrones of Naples and Milan, broughese monarchs and their nobles into contact with
the splendid material and artistic civilization of Italy, then in the full tide of the maturing
Renaissance. They returned to France, filled with the ambition to rival the splendid
palaces and gardens oflftataking with them Italian artists to teach their arts to the
French. But while these Italians successf@bgintroduced many classic elements and
details into French architecture, they wholly failed to dominate the French master
masons anthilleurs de pierrein matters of planning and general composition. The early
Renaissance architecture of France is consequently wholly unlike the Italian, from which
it derived only minor details and a certain largeness and breadth of spirit.

PERIODS. The French Reamissance and its sequent developments may be broadly
divided into three periods, with subdivisions coinciding more or less closely with various
reigns, as follows:

|. THE VALOIS PERIOD, or Renaissance proper, 1485889, subdivided into:

a. THE TRANSITION, comprising the reigns of Charles VIII. and Louis Xll. (148315),
and the early years of that of Frankjcharacterized by a picturesque mixture of classic
details with Gothic conceptions.

b. THE STYLE OF FRANCISI., or Early Renaissance, fromabdub 20 t o t hat ki ngos
in 1547; distinguished by a remarkable variety and grace of composition and beauty of
detail.

c. THE ADVANCED RENAISSANCE, comprising the reigns of Henry Il. (1547), Francis Il.
(1559), Charles IX. (1560), and Henry lll. (1589); marked by the gradual adoption of
the classic orders and a decline in the delicacy and richness of the ornament.

[I. THE BOURBON ORCLASSIC PERIOD (1589 1715):



a. STYLE OF HENRY IV., covering his reign and partly that of Louis XIII. (1648),
employing the orders and other classic forms with a somewhat heavy, florid style of
ornament.

b. StyLE OF Louis XIV., beginning in the preceding reign and extending through that of
Louis XIV. (1645 1715); the great age of classic architecture in Franceesponding to
the Palladian in Italy.
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[ll. THE DECLINE ORROCOCOPERIOD, corresponding with the reign of Louis XV. (1715
74); marked by pompous extravagance and capriciousness.

During this period a reaction set in toward a severer classicism, lg¢adimg styles of
Louis XVI. and of the Empire, to be treated of in a later chapter.

THE TRANSITION. As early as 1475 the new style made its appearance in altars,
tombs, and roodcreens wrought by French carvers with the collaboration of Italian
artificers. The tomb erected by Charles of Anjou to his father in Le Mans cathedral
(1475, byFrancesco Laurang the chapel of St. Lazare in the cathedral of Marseilles
(1483), and the tomb of the children of Charles VIII. in Tours cathedral (1506), by
Michel Columbe the greatest artist of his time in France, are examples. The schools of
Rouen and Tours were especially prominent in works of this kind, marked by exuberant
fancy and great delicacy of execution. In church architecture Gothic traditions were long
dominant, in spite of the great numbers of Italian prelates in France. It wh8eaux
palaces, and dwellings that the new style achieved its most notable triumphs.

EARLY CHATEAUX. The castle of Charles VIII., at Amboise on the Loire, shows

little trace ofltalian influence. It was under Louis XII. that the transformation of French
architecture really began. Tih&eau de Gaillon (of which unfortunately only

fragments remain in the Ecole des Bednts at Paris), built for the Cardinal George of
Amboise, letween 1497 and 1509, Byerre Fain was the masterwork of the Rouen
school. It presented a curious mixture of styles, with its irregular plan, its moat,
drawbridge, and round corntwers, its high roofs, turrets, and dormers, which gave it,

in spite ofmany Renaissance detailanadiseval picturesqueness. T@hdeau de Blois

(the east and south wings of the present group), begun for Louis XIl. about 1500, was the
first of a remarkable seriéd1of royal palaces which are the glory of French

architectue. It shows the new influences in its horizontal lines and flat, unbroken fa@des
of brick and stone, rather than in its architectural details (Fig. 175)Duibal Palaceat
Nancy and théldel de Ville at Orlé@ans, byViart, show a similar commingling ahe

classic and mediseval styles.
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FIG. 1758 BLOIS, COURT FACADE OF WING OF LOUIS XII.

STYLE OF FRANCIS I. Early in the reign of this monarcand partly under the lead of
Italian artists, like il Rosso, Serlio, and Primaticcio, classic elements began to dominate
the general composition and Gothic details rapidly disappearsith@le and effective
system of exterior design was adopted in thetlesa and palaces of this period. Finely
moulded bekcourses at the sills and heads of the windows marked the different stories,
and were crossed by a system of almost equally important vertical lines, formed by
superposed pilasters flanking the windowstmuously from basement to roof. The

fa@de was crowned by a slight cornice and open balustrade, above which rose a steep
and lofty roof, diversified by elaborate dormer windows which v@éadorned with

gables and pinnacleBif. 178). Slender pilasters, treated like long panels ornamented
with arabesques of great beauty, or with a species of baluster shaft like a candelabrum,
were preferred to columns, and were prodigath graceful capitals of the

Corinthianesque type. The mouldings were minute and richly carved; pediments were
replaced by steep gables, and mullioned windows with stone crossbars were used in
preference to the simpler Italian openings. In the earl@uments Gothic details were

still used occasionally; and round cortewers, high dormers, and numerous turrets and
pinnacles appear even in the chdeaux of later date.

CHURCHES. Ecclesiastical architecture received but scant attention under Francis
and, so far as it was practised, still clung tenaciously to Gothic principles. Among the
few important churches of this period may be mentidtedtienne du Mont, at Paris

(1517 38), in which classic and Gothic features appear in nearly equal proppttiens

east end oSt. Pierre, at Caen, with rich external carving; and the great parish church of
St. Eustache at Paris (1532, biyemercie}, in which the plan and construction are

purely Gothic, while the details throughout belong to the new style, thaitl little
appreciation of the spirit and proportions of classic art. New fa@des were also built for a
number of already existing churches, among witiMichel, at Dijon, is conspicuous,

with its vast portal arch and imposing towers. The Gothic tewETours cathedral were
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completed with Renaissance lanterns or belfries, the northern in 1507, the southern in
1547.

o B s o
FIG. 1766 STAIRCASE TOWER, BLOIS.

PALACES. To the palace at Blois beglny his predecessor, Frantisadded a northern

and a western wing, completing the court. The north wing is one of the masterpieces of
the style, presenting toward the court a simple and effective compaosition, with a rich but
slightly projecting cornicerad a high roof with elaborate dormers. TBi8fa@de is

divided into two unequal sections by the ofstaircase Tower(Fig. 176), achef

d 6 7 uirvboléness of construction as well as in delicacy and richness of carving. The
outer fa@de of this wing is less ornate but more vigorous design, crowned by a
continuous open loggia under the roof. More extensive than Bloi§erdainebleay

the favorite residence of the king and of many of his successors. Following in parts the
irregular plan of the conveittreplaced, its other portions were more symmetrically
disposed, while the whole was treated externally in a somewhat severe)assiu

style, singularly lacking in ornament. Internally, however, this palace, begun in 1528 by
Gilles Le Bretonwas athat time the most splendid in France, the gallery of Frdncis
being especially noted. Tlghdeau of St. Germain, near Paris (1539, Bierre

Chambigey is of a very different character. Built largely of brick, with flat balustraded
roof and deep buttsses carrying three ranges of arches, it is neither Gothic nor classic,
neither fortress nor palace in aspect, but a wholly unique conception.

FIG. 1776 PLAN OF CHAMBORD



The rural chdeaux and huntiAgdges erected by Frandisdisplay the greatest diversity

of plan and treatmen®14 attesting the inventiveness of the French genius, expressing

itself in a newfound language, whose formal cas it disdained. Chief among them is

theChdeau of Chambord (Figs. 177,178 ia Fat a Morgana in the mi
woody thicket, o to use L¢bkeds | anguage. Thi
feudal castle with curtatwalls, bastions, maaand donjon, is in its architectural

treatment a palace with arcades, eptr towers, aoble double spiral staircase

terminating in a graceful lantern, and a roof of the most bewildering complexity of

towers, chimneys, and dormers (1526 Pigrre leNepve). The huntingodges of La

Muette and Chalvau, and the-salledCh&eau de Madrid 8 all three demolished

during or since the Revolutiéndeserve mention, especiaBy5the last. This consisted

of two rectangular pavilions, connected by a lofty batdpall, and adorned externally

with arcades in Florentine style, and with medallions and reliefs of della Robbia ware

(1527, byGadye).

; ' .
FIG. 1786 VIEW OF CHAMBORD

THE LOUVRE. By far the most important of all the architectural enterprises of this
reign, in ultimate results, if not in original extent, was the beginning of a new palace to
replace the old Gothic fortified palace of the Louvre tfis task Pierre Lescot was
summoned in 1542, and the work of erection actually begun in 1546. The new palace, in
a sumptuous and remarkably dignified classic style, was to have covered precisely the
area of the demolished fortress. Only the southwektdmmnprising two sides of the

court, was, however, undertaken at the outset (Fig. 179). It remained for later monarchs
to amplify the original scheme, and ultimately to complete, late in the present century,
the most extensive and beautiful of all thgalaresidences of Europe. (See Fibgl,

208 209)


http://www.gutenberg.org/files/26319/26319-h/arch2.html#fig181
http://www.gutenberg.org/files/26319/26319-h/arch2.html#fig208
http://www.gutenberg.org/files/26319/26319-h/arch2.html#fig209

i
i T & '3

FIG. 1795 DETAIL OF COURT OF LOUVRE, PARIS

Want ofspace forbids more than a passing reference to the rural castles of the nobility,
rivalling those of the king. Among them Bury, La Rochefoucauld, BournazeBkhd
especiallyAzay-le-Rideau (1520) andChenonceaux(1515 23), may be mentioned, all
displayng that love of rural pleasure, that hatred of the city and its confinement, which
so distinguish the French from the Italian Renaissance.

OTHER BUILDINGS. TheHadel -de-Ville (town hall), of Paris, begun during this
reign, from plans bypomenico di Cortong?), and completed under Henry IV., was the
most important edifice of a class which in later periods numbered many interesting
structures. The town hall &eaugency(1527) is one of the best of minor public
buildings in France, and in its elegant treatia a simple twestoried fa@gde may be
classed with th#aison Frangis I., at Paris. This stood formerly at Moret, whence it
was transported to Paris andamcted about 1830 in somewhat modified form. The
large city houses of this period are legio® @an mention only the Hael Carnavalet at
Paris; the H'tel Bourgtheroude at Rouen;
palace at Sens, and a number of houses in Orl@nsTdimd of Louis XII., at St.

Denis, deserves especial mention for e fproportions and beautiful arabesques.

THE ADVANCED RENAISSANCE. By the middle of the sixteenth century the new
style had lost much of its earlier charm. The orders, used with increasing frequency, were
more and more conformed to antique precedentsdeagvere flatter and simpler,

cornices more pronounced, arches more Roman in treatment, and a heavier style of
carving took the place of the delicate arabesques of the preceding age. The reigns of
Henry Il. (154759) and Charles IX. (156@4) were especii distinguished by the

labors of three celebrated archite®gerre Lesco(1515 78), who continued the work

on the southwest angle of the Louvdean Bullan{1515 78), to whom are due the right
wing of Ecouen and the porch of colossal Corinthian cakim the left wing of the

same, built under Frandis and, finally,P hi | i b e r {151& 20).Jean@Goujpe

(1510 72) als0317 executed during this period most of the remarkable architectural
sculptures which have made his name one of the mostidlustin the annals of French
art. Chief among t he wor k Juileriés, bdikunded Or me
Charles IX. for Cathé&ine de Mdlicis, not far from the Louvre, with which it was
ultimately connected by a long gallery. Of the vast plarcemed for this palace, and

t he

wa s



comprising a succession of courts and wings, only a part of one side was erectéd (1564
72). This consisted of a domical pavilion, flanked by low wings only a story and a half
high, to which were added two stories under Henry iWthe great advantage of the

design. Another masterpiece was@é ©t e a u, bdilbirA1B52 by Henry Il. for

Diane de Poitiers, of which, unfortunately, only fragments survive. This beautiful edifice,
while retaining the senmilitary moat and bastits of feudal tradition, was planned with
classic symmetry, adorned with superposed orders, court arcades, and rectangutar corner
pavilions, and provided with a domical cruciform chapel, the earliest of its class in

France. All the details were unusually@@and correct, with just enough of freedom and
variety to lend a charm wanting in later works of the period. To the reign of Henry II.
belong also the chdeaux of Andg-Fr anc, Verneuil, Chantilly (t
Bullant), the banquéhtall overthe bridge at Chenonceaux (1556), several notable
residences at Toulouse, and the tomb of FradneisSt. Denis. The ch&eaux #failly

andSully, distinguished by the sobriety and monumental quality of their composition, in
which the orders are importa@lements, belong to the reign of Charles IX., together with
the Tuileries, already mentioned.

THE CLASSIC PERIOD: HENRY IV. Under this energetic but capricious monarch
(1589 1610) and his Florentine queen, Marie de Mdlicis, architecture entered upon a
new period of activity and a new stage of development. Witho@1eharm of the

early Renaissee or the stateliness of the age of Louis XIV., it has a touch of the
Baroque, attributable partly to the influence of Marie de Mdlicis and her Italian prelates,
and partly to the Italian training of many of the French architects. The great work of this
period was the extension of the Tuilerieshb$. du Cerceauand the completion, by
Méaeau and others, of the long gallery next the Seine, begun under Henry Il., with the
view of connecting the Tuileries with the Louvre. In this part of the work cdlossars

were used with indifferent effect. Next in importance was the addition to Fontainebleau
of a great court to the eastward, whose relatively quiet and dignified style offers less
contrast than one might expect to the other wings and courts datmg-fancid. More
successful architecturally than either of the above wakukemburg palace, built for

the queen bypalomon De Brossén 1616 (Fig. 180). Its plan presents the favorite French
arrangement of a main building separated from the 48diy a garden or court, the

latter surrounded on three sides by low wings containing the dependencies. Externally,
rusticated orders recall the garden front of the Pitti at Florence; but the scale is smaller,
and the projecting pavilions and high roofsegitva grace and picturesqueness wanting in



the Florentine model. THelace Royale at Paris, and the chdeau of Beaumesnil,
illustrate a type of brickandstone architecture much in vogue at this time, stone quoins
decorating the windows and corners, #melorders being generally omitted.

Under Louis XIII. the Tuileries were extended northward and the Louvre as built by
Lescot was doubled in size by the architemtnercier t he Pavi |l |l on de | 6Ho
added to form the centre of the enlarged couddac

CHURCHES. To this reign belong also the most important churches of the period. The
church ofSt. PaulSt. Louis, at Paris (1627, berrand), displays the worst faults of the
time,in the overloaded and meaningless decoration of its uninteresting front. Its internal
dome is the earliest in Paris. Far superior was the chapel 8bthenne awell-

designed domical church tyemercier with a sober and appropriate exterior treatet wit
superposed orders.

PERIOD OF LOUIS XIV. This was an age of remarkable literary and artistic activity,
pompous and pedantic in many of its manifestations, but distinguished also by
productions of a very high order. Although contemporary with the Ital&ndié

Bernini having been the guest of Louis Xdvthe architecture of this period was free

from the wild extravagances of that style. In its often cold and correct dignity it

resembled rather that of Palladio, making large use of the orders in extsi@r, Gad

tending rather to monotony than to overloaded decoration. In interior design there was
more of lightness and caprice. Pagiesichéand stucco were freely used in a fanciful

style of relief ornamentation by scrolls, wreaths, shells, etc.32mddecorative panelling

was much employed. The whole was saved from triviality only by the controlling lines of
the architecture which framed it. But it was better suited to cabiod or to the

prettinesses of the boudoir than to monumental interiorsGldd e r i e ,bdltAp ol | on
during this reign over the Petite Galerie in the Louvre, escapes this reproach, however, by
the sumptuous dignity of its interior treatment.

VERSAILLES. This immense edifice, built about an already existing villa of Louis

XIll., was the work olevauandJ. H. Mansart(1647 1708). Its erection, with the

laying out of its marvellous park, almost exhausted the resources of the realm, but with
results quite incommensurate with the outlay. In spite of its vastness, its exterior is
commaplace; the orders are used with singular monotony, which is not redeemed by the
deep breaks and projections of the main front. There is no controlling or dominant

feature; there is no adequate entrance or approach; the grand staircases are badly placed
and unworthily treated, and the different elements of the plan are combined with singular
lack of the usual French sense of monumental and rational arrangement. The chapel is by
far the best single feature in the design.

Far more successful was the completd the Louvre, in 1688, from the designs of

Claude Perraultthe court physician, whose plans were fortunately adopted in preference
to those of Bernini. For the east front he designed a magnificent Corinthian colonnade
nearly 600 feet long, with coupledlumns upon a plain high basement, and with a

central pediment and terminal pavilions (Fig. 181). The whole forms one of the most
imposing fa@des in existence; but it is a mere decoration, having no practical relation to
the building behind it. Its helig required the addition of a third story to match it on the
north and south sides of the court, which as thus completed quadrupled the original area



32l proposed by Lescot. Fortunately the style
in the court fa@ds, while externally the colonnade was recalled on the south front by a

colossal order of pilasters. The Louvre as completed by Louis XIV. was a stately and

noble palace, as remarkable for the surpassing excellence of the sculptures of Jean

Goujon as for th dignity and beauty of its architecture. Taken in connection with the

Tuileries, it was unrivalled by any palace in Europe except the Vatican.
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" FIG. 1813 COLONNADE OF LOUVRE.

OTHER BUILDINGS. To Louis XIV. is also due the vast but uninterestiigl des
Invalidesor veterandés a bl.yMansar, To the chapa of this instititign  J .
was added, in 1680706, the celebratddome of the Invalides, anasterpiece by the

same architect. Il n plan it somewhat resembl e
aGreek cross with domical chapels in the four angles and a dome over the centre. The
exterior (Fig. 182), with the lofty gilded dome on gthdrum adorned with engaged
columns, is somewhat high for its breadth, but32harmonious and impressive

design; and the interior, if somewhat cold, is elegant and well proportioned. The chief
innovation in the design was the wide separation ofrttegior stone dome from the lofty
exterior decorative cupola and lantern of wood, this separation being designed to meet
the conflicting demands of internal and external effect. To the same architect is due the
formal monotony of th&lace Vendane all thehouses surrounding it being treated with

a uniform architecture of colossal pilasters, at once monumental and inappropriate. One
of the most pleasing designs of the time isGhd&eau de Maisons(1658), by

F. Mansart uncle of JH. Mansart. In this thproportions of the central and terminal
pavilions, the mass and lines of the steep adafMansarde the simple and effective

use of the orders, and the refinement of all the details impart a grace of aspect rare in
contemporary works. The same qualiggpear also in théal-de-Gr&e, by F.Mansart

and Lemercier, domical church of excellent proportions begun under Louis XlIl. The
want of space forbids mention of other buildings of this period.



FIG. 1826 DOME OF THE INVALIDES
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THE DECLINE. Under Louis XV. thegpedantry of the classic period gave place to a
protracted struggle between license and the severest classical correctness. The exterior
designs of this time were often even more uninteresting and bare than under Louis XIV.;
while, on the other hand, interidecoration tended to the extreme of extravagance and
disregard of constructive propriety. Contorted lines and crowded scrolls, shells, and
palmleaves adorned the mantelpieces, cornices, and ceilings, to the almost complete
suppression of straight lines

FIG. 1830 FADE OF ST. SULPICE, PARIS.

While these tendencies prevailed in many directiomsuatercurrent of severe

classicism manifaed itself in the designs of a number of important public buildings, in
which it was sought to copy the grandeur of the old Roman colonnades and arcades. The
important church o8t. Sulpiceat Paris (Fig. 183) is an excellent example of this. Its
interior, dating from the preceding century, is well designed, but in no wise a remarkable
composition, following Italian models. The fa@de, added in 175%épandoniis, on

the other hand, one of the most striking architectural objects in the city. It issatcaond



well proportioned classic composition in two stodiean lonic arcade over a Doric
colonnade, surmounted by two lateral turrets. Other monuments of this classic revival
will be noticed in Chapter XXV.

324

PUBLIC SQUARES. Much attention was givemtthe embellishment of open spaces in

the cities, for which the classic style was admirably suited. The most important work of
this kind was that on the north side of the Place de la Concorde, Paris. This splendid
square, perhaps, on the whole, the fine&urope (though many of its best features

belong to a later date), was at this time adorned with the two monumental colonnades by
Gabriel. These colonnades, which form the decorative fronts for blocks of houses,
deserve praise for the beauty of theirgmdions, as well as for the excellent treatment of
the arcade on which they rest, and of the pavilions at the ends.

IN GENERAL. French Renaissance architecture is marked by good proportions and
harmonious and appropriate detail. Its most interesting phasenquestionably that of
Francisl., so far, at least, as concerns exterior design. It steadily progressed, however, in
its mastery of planning; and in its use of projecting pavilions crowned by dominant

masses of roof, it succeeded in preserving, aveeverely classic designs,

apicturesqueness and variety otherwise impossible. Roofs, dormers, chimneys, and
staircases it treated with especial success; and in these matters, as well as in monumental
dispositions of plan, the French have largely reththeir preeminence to our own day.

MONUMENTS. (Mainly supplementary to text. Ch. = chdeau;#palace; C= cathedral;
Chu. = church; H= héel; T.H. = town hall.)

TRANSITION: Blois, E. wing, 1499; Ch. Meillant; Ch. Chaumont; T.H. Amboise, 1882

FraNcis I.: Ch. Nantouillet, 151i725; Ch. Blois, Wwing (afterward demolished) and

N. wing, 1520 30; H. Lallemant, Bourges, 1520; Ch. Ville€otterets, 1529; P.of
Archbishop, Sens, 15235;P.Font ai nebl eau (Cour Ovale, Cour doAd
Francisl., 1527 34; Peristyle, Chapel St. Saturnin, 1649, byGilles le Bretorn Cour du

Cheval Blanc, 152731, byP. Chambigey H. Bernuy, Toulouse, 15289; P.Granvelle,

Besanpn, 153R40; T.H. Niort, T.H. Loches, 15323: H.de Ligeris (Carnavalet), Paris,

1544, byP. Lescot churches of Gisorg25nave and fa@de, 1530; La Dalbade, Toulouse,

portal, 1530; St. Symphorien Tours, 1531; Chu. Tilli¢es, 1584

ADVANCED RENAISSANCE Fontaine des Innocents, Paris, 150, byP. Lescotand

J. Goujon tomb Frang ., at St. Denis, 1555, By h . d e; HI CatélannTeulouse, 1555;
tomb Henry Il., at St. Denis, 1560; portalMiichel, Dijon, 1564; Ch. Sully, 1567; T.H.
Arras, 1573; PFontainebleau (Cour du Cheval Blanc remodelled, 1664byP. Girard;
Cour dela Fontaine, same date); T.H. Besan@n, 1582; Ch. Charleval, 1585,Rygu
Cerceau

StYLE OFHENRY IV.: P.Fontainebleau (Galerie des Cerfs, Chapel of the Trinity, Baptistery,
etc.); P.Tuileries (Pav. de Flore, lu Cerceaul1590 1610; long gallery continued); Hael
Vog(é at Dijon, 1607; Place Dauphine, Paris, 1608gde.Justice, Paris, Great Hall, 8yde
Brosse 1618; H.Sully, Paris, 162439; P.Royal, Paris, byl. Lemercier for Cardinal

Richelieu, 162v39; P.Louvredoubled in size, by the same;TRiileries (N.wing, and Pav.
Marsan, long gallery completed); Hambert, Paris; T.H. Reims, 1627; Ch. Blois, Withg

for Gast on F.dvar@artl1e3% fagde StbEjenne du Mont, Paris, 1610; of St.
Gervais, Parisl616 21, byS.de Brosse



STYLE OFLouIsXIV.: T.H. Lyons, 1646; PLouvre, E.colonnade and court completed,
1660 70; Tuileries altered by Le Vau, 1664; observatory at Paris,i ¥@6arch of St. Denis,
Paris, 1672, blondel Arch of St. Martin, 1674hy Bullet Banque de France, e Luyne,

H. Soubise, all in Paris; Ch. Chantilly; Ch. de TanlayS® Cloud; Place des Victoires, 1685;
Chu. St. Sulpice, Paris, e Vau(fa@de, 1755); Chu. St. Roch, Paris, 1653 Ugynercier
andde Cotte Notre Damales Victoires, Paris, 1656, hg MuetandBruant

THE DECLINE: P.Bourbon, 1722; T.H. Rouen; Halle aux Blé (recently demolished), 1748;
Ecole Militaire, 1752 58, byGabriel; P.Louvre, court completed, 1754, by the same;
Madeleine begun, 1764; ides Manaies (Mint), byAntoine Ecole de Mélecine, 1774, by
Gondouin P.Royal, Great Court, 1784, thuis Théire Fran@is, 1784 (all the above at
Paris); Grand Thdire, Bordeaux, 1782800, byl ouis Prdecture at Bordeaux, by the same;
Ch. de Compiegne, X0, byGabriel, P.Versailles, theatre by the same;Montmorency,
Soubise, de Varennes, and the Petit Luxembourg, all at Pads, ®gtte public squares at
Nancy, Bordeaux, Valenciennes, Rennes, Reims.
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CHAPTER XXIII.

RENAISSANCE ARCHITECTURE IN REAT BRITAIN AND
THE NETHERLANDS.

BOOKsSRECOMMENDED: As before, Fergusson, Palustre. Also, Belcher and Macartney,
Later Renaissance Architecture in EnglaBdlings, Baronial and Ecclesiastical

Antiquities of ScotlandBlomfield, A Short History of Renas&ance Architecture in

England Britton, Architectural Antiquities of Great BritairEwerbeckDie Renaissance

in Belgien und HollandGalland,Geschichte der Hollandischen Baukunst im Zeitalter

der Renaissancésotch and Brownirchitecture of the Renaissee in EnglandLoftie,

Inigo Jones and WremNash,Mansions of EnglandPapworthRenaissance and Italian
Styles of Architecture in Great BritaiRichardsonArchitectural Remains of the Reigns

of Elizabeth and JamésSchayesHi st oi r e deenBelgmuec hi t ect ur

THE TRANSITION. The architectural activity of the sixteenth century in England was
chiefly devoted to the erection of vast country mansions for the nobility and wealthy
bourgeoisie In theseseignorial residences a degenerate form of the Gothic, known as the
Tudor style, was employed during the reigns of Henry VII. and Henry VIIl., and they still
retained much of the feudal aspect of the Middle Ages. This style, with its broad, square
windowsand ample halls, was well suited to domestic architecture, as well as to
collegiate buildings, of which a considerable number were erected at this time. Among
the more important palaces and mahouses of this period are the earlier parts of
Hampton CourtHaddon and Hengreave Halls, and the now ruined castles of Raglan and
Wolterton.
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FIG. 1846 BURGHLEY HOUSE.

ELIZABETHAN STYLE. Under Elizabeth (1558 603) the progress of classic culture
and the employment of Dut@27and lalian artists led to a gradual introduction of
Renaissance forms, which, as in France, were at first mingled with others of Gothic
origin. Among the foreign artists in England were the versatile Holbein, Trevigi and
Torregiano from Italy, and Theodore Ha®&ernard Jansen, and Gerard Chrismas from
Holland. The pointed arch disappeared, and the orders began to be used as subordinate
features in the decoration of doors, windows, chimneys, and mantelswopen
balustrades replaced externally the heavy Thatttements, and a peculiar style of
carving in flat reliefpatterns, resemblingppliquédesigns cut out with the jigsaw and
attached by nails or rivets, was applied with little judgment to all possible features.
Ceilings were commonly finished in plasteith elaborate interlacing patterns in low
relief; and this, with the increasing use of interior woodwork, gave to the mansions of
this time a more homelike but less monumental aspect internally. EAg8sinchitects,
like Smithson and Thorpe, now beg@ win the patronage at first monopolized by
foreigners. InWollaton Hall (1580), by Smithson, the orders were used for the main
composition with mullioned windows, much after the fashioharfgleat House
completed a year earlier by his master, JohRaafua. During the following period,
however (15901610), there was a reaction toward the Tudor practice, and the orders
were again relegated to subordinate uses. Of their more monumental employment, the
Gate of Honor of Caius College, Cambridge, is onetlo¢ earliest examples. Hardwicke
and Charlton Halls, and Burghley, Hatfield, and Holland Houses (Fig. 184), are
noteworthy monuments of the style.

JACOBEAN STYLE. During the reign of Jamds(1603 25), details of classic origin

came into more general ysmit caricatured almost beyond recognition. The orders,

though much employed, were treated without correctness or grace, and the ornament was
unmeaning and heavy. It is not worth while to dwell further upon this style, which
produced no important publiatdings, and soon gave way to a more rigid classicism.



FIG. 1856 BANQUETING HALL, WHITEHALL.

CLASSIC PERIOD. If the classic style was lata its appearance in England, its final

sway was complete and lofhasting. It wadnigo Joneq1572 1652) who first

introduced the correct and monumental style of the Italian masters of classic design. For

Palladio, indeed, he seems to have entertained afsveneration, and the villa which he
designed at Chiswick was a reduced copy of F
and other works of his show a failure to appreciate the unsuitability of Italian conceptions

to the climate and tastes of Gr&aitain; his efforts to popularize Palladian architecture,

without the resources which Palladio controlled in the way of decorative sculpture and

painting, were consequently not always happy in their results. His greatest work was the
design329for a newPalace at Whitehall London. Of this colossal scheme, which, if

completed, would have ranked as the grandest palace of the time, oBantingeting

Hall (now used as a museum) was ever built (Fig. 185). It is an effective composition in

two stories, rustiated throughout and adorned with columns and pilasters, and contains a

fine vaulted hall in three aisles. The plan of the palace, which was to have measured

1,152 x720 feet, was excellent, largely conceived and carefully studied in its details, but

it was wholly beyond the resources of the kingdom. The gairdern of Somerset

House(1632; demolished) had the same qualities of simplicity and dignity, recalling the

wor ks of Sammichele. Wi I ton House, Col eshil]l
CoventGarden, are the best known of his works, showing him to have been a designer of

ability, but hardly of the consummate genius which his admirers attribute to him.

==
FIG.1866 PLAN OF ST. PAULOGS, LONDON.

ST. PAULOGS CAIThHE DR Aela.t est of SircChristgpbes success
Wren(1632 1723), principally known as the architect®t . Paul 0,40ndba,t hedr al



built to replace thearlier Gothic cathedral destroyed in the great fire of 1666. It was
begun in 1675, and its designer had the rare good fortune to witness its completion in
1710. The plan, as finally adopted, retained the geBaegiroportions of an English

Gothic churchmeasuring 480 feet in length, with transepts 250 feet long, and a grand
rotunda 108 feet in diameter at the crossing (Fig. 186). The style was strictly Italian,
treated with sobriety and dignity, if somewhat lacking in variety and inspiration.
Externallytwo stories of the Corinthian order appear, the upper story being merely a
screen to hide the clearstory and its buttresses. This is an architectural deception, not
atoned for by any special beauty of detail. The dominant feature of the design is the dome
over the central area. It consists of an inner shell, reaching a height of 216 feet, above
which rises the exterior dome of wood, surmounted by a stone lantern, the summit of
which is 360 feet from the pavement (Fig. 187). This exterior dome, springimgafr

high drum surrounded by a magnificent peristyle, gives to the otherwise commonplace
exterior of the cathedral a signal majesty of effect. Next to the dome the most successful
part of the design is the west front, with its tatoried porch and flankghbeltturrets.

Internally the excessive relative length, especially that of the choir, detracts from the
effect of the dome, and the poverty of detail gives the whole a somewhat bare aspect. It is
intended to relieve this ultimately by a systematic usaadaic decoration, especially in

the dome. The central area itself, in spite of the awkward treatment of the four smaller
arches of the eight which support the dome, is a noble design, occupying the whole width
of the three aisles, like the Octagon at,Eyd producing a striking effect of amplitude
331and grandeur. The dome above it is constructively interesting from the employment
of a cone of brick masonry to support the stone lantern which rises above the exterior
wooden shell. The lower part of thene forms the drum of the inner dome, its

contraction upward being intended to produce a perspective illusion of increased height.

{
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FIG. 1876 EXTERI OR OF T. PAUL6S CATHEDRAL.

St. Paul 6s r aorsixgreatestaongcal buiidengsfofiEurape, and is the
most imposing modern edifice in England.

WRENO®GS OTHER WD R#& Sanspicuously successful in the designing of
parish churches ihondon.St . St,&Vplbraok 8 the most admired of these, with a
dome resting on eight columns. Wren may be called the inventor of the English
Renaissance type of steeple, in which a conical or pyramidal spire is harmoniously added
332to a belfry ona square tower with classic details. The steepk&oaf Church,



Cheapside, is the most successful example of
most important works were the plan for rebuilding London after the Great Fire; the new

courtyard of Hamptn Court, aquiet and dignified composition in brick and stone; the

pavilions and colonnade @reenwich Hospital the Sheldonian Theatre at Oxford, and

the Trinity College Library at Cambridge. Without profound originality, these works

testify to the south good taste and intelligence of their designer.

FIG. 1888 PLAN OF BLENHEIM.
Larger View

THE 18TH CENTURY. The Anglaltalian style as used by Jones and Wren continued
in use through the eighteenth century, during the first half of which a number of
important countryseats and some churches were eckstan Brugh(1666 1726),
Hawksmooi(1666 1736), andsibbs(1683 1751) were then the leading architects. Van
Brugh was especially skilful in his dispositions of plan and mass, and produced in the
designs of Blenheim and Castle Howard effects of grandelvariety of perspective
hardly equalled by any of his contemporaries in France or B&ynheim, with its
monumental plan and the sweeping curves of its front (Fig. 188), has an unusually
palatial aspect, though the striving for picturesqueness ied¢aoo far. Castle Howard

is simpler, depending largely for effect on a somewhat inappropriate dome. To
Hawksmoor, his pupil, are d&t . Mar y 6 s(1715YVat bdndom, in tvhich by a
bold rustication of the whole exterior and by windows s&3Blarge recessed arches he
was enabled to dispense wholly with the orde
guadrangle of All Souls at Oxford, and some minor works. The two most noted designs
of James Gibbs al®t .  Main-thetFeldssat London (1726), ahtheRadcliffe

Library , at Oxford (1747). In the former the use of a Corinthian pdtiapractically
uncalledfor but decorative appendayend of a steeple mounted on the roof, with no
visible lines of support from the ground, are open to criticismilBaexcellence of the
proportions, and the dignity and appropriateness of the composition, both internally and
externally, go far to redeem these defects (Fig. 189). The Radcliffe Library is a circular
domical hall surrounded by a lower circuit of alcoaesl rooms, the whole treated with
straightforward simplicity and excellent proportions. Colin Campbell, Flitcroft, Kent and
Wood, contemporaries of Gibbs, may be dismissed with passing mention.


http://www.gutenberg.org/files/26319/26319-h/images/fig188_large.png

Sir William Chamber¢1726G 96) was the greatest of the later X8&ntury architects. His
fame rests chiefly on hibreatise on Civil Architectureand the extension and

remodelling ofSomeset House in which he retained the genecationnanceof Inigo
Jonesds des i g3B4frontagkafsame 60§ fedRdberttdmmsdhe

designer of Keddlestone HaRobert Taylo(1714 88), the architect of the Bank of
England, andseorge Dancewho designed the Mansion House and Newgate Prison, at
Londord the latter a vigorous and appropriate composition without the drddose the

list of noted architects of the eighteenth century. It was a period singularly wanting in
artistic creativeness drspontaneity; its productions were nearly all dull and respectable,
or at best dignified, but without charm.

BELGIUM. As in all other countries where the late Gothic style had been highly
developed, Belgium was slow to accept the principles of the Ranaes# art. Long

after the dawn of the sixteenth century the Flemish architects continued to employ their
highly florid Gothic alike for churches and tovalls, with which they chiefly had to do.
The earliest Renaissance buildings date from 1&530amoxg them being the HGel du
Saumon, at Malines, at Bruges the Ancien Greffe]ldan Wallotand at Lige the

Ar c hbi s h o,byBorsePThé¢ lastnamed, in the singular and capricious form of
the arches and balustiéte columns of its court, revealsdltaste of the age for what was
outréand odd; daste partly due, no doubt, to Spanish influences, as Belgium was in
reality from 1506 to 1712 a Spanish province, and there was more or less interchange of
artists between the two countries. Hh@el de Ville, at Antwerp, byCornelius de

Vriendtor Floris (1518 75), erected in 1565, is the most important monument of the
Renaissance in Belgium. Its fa@de, 305 feet long and 102 feet high, in four stories, is an
impressive creation in spite of its somewhanwtonous fenestration and the inartistic
repetition in the third story of the composition and proportions of the second. The
basement story forms an open arcade, and an open colonnade or loggia runs along under
the roof, thus imparting to the compositionansiderable play of light and shade,
enhanced by the picturesgs@s central pavilion which rises to a height of six stories in
diminishing stages. The style is almost Palladian in its severity, but in general the
Flemish architects disdained the restoics of classic canons, preferring a more florid

and fanciful effect than could be obtained by mere combinations of Roman columns,



arches, and entabl atures. De Vriendtds ot her
tabernacles and the like; among themrthad screen in Tournay Cathedral. His
influence may be traced in the Hidée Ville at Flushing (1594).
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FIG. 1903 RENAISSANCE HOUSES, BRUSSEL

The ecclesiastical architecture of the Flemish Renaissance is almost as destitute of
important monuments as is the seculde. Anne at Bruges, fairly illustrates the type,
which is characterized in general by heaviness of detail and a cold andbect a
internally. The Renaissance in Belgium is best exemplified, after all, by minor works and
ordinary dwellings, many of which have considerable artistic grace, though they are
guaint rather than monumental (Fig. 190). Stepped gables, high dormevs)|wted

flanking each diminishing stage of the design, give a certain piquancy to the street
architecture of the period.

HOLLAND. Except in the domain of realistic painting, the Dutch have never manifested
pre-eminent artistic endowments, and the Renamsanoduced in Holland few

monuments of consequence. It began there, as in &&&other places, with minor

works in the churches, due largely to Flemish or Italian artists. About the middle of the
16th century two native architecBebastian van Noyed William van Noort first

popularized the use of carved pilasters and of gables or steep pediments adorned with
carved scallogshells, in remote imitation of the style of Franici¥he principal

monuments of the age were towalls, and, after the war ofdependence in which the

yoke of Spain was finally broken (1568), local administrative buildingsmints,

exchanges and the like. Thewn Hall of The Hague(1565), with its stepped gable or

great dormer, its consoles, statues, and octagonal turrgtfensaid to have inaugurated

the style generally followed after the war. Owing to the lack of stone, brick was almost
universally employed, and stone imported by sea was only used in edifices of exceptional
cost and importance. Of these thawvn Hall at Amsterdam holds the first place. Its

fa@de is of about the same dimensions as the one at Antwerp, but compares unfavorably
with it in its monotony and want of interest. Theyden Town Hall, by the Fleming,

Lieven de Key1597),the Bourse or Exchange and the Hanse House at Amsterdam, by
Hendrik de Keyserare also worthy of mention, though many lesser buildings, built of

brick combined with enamelled tercatta and stone, possess quite as much artistic

merit.



DENMARK. In Denmarkthe monuments of the Renaissance may almost be said to be
confined to the reign of Christian IV. (158848), and do not include a single church of
any importance. The royal castles of B@senborgat Copenhagen (1610) and the
Fredericksborg (1580 1624),the latter by a Dutch architect, are interesting and
picturesque in mass, with their fanciful gables, mullioned windows and numerous turrets,
but can hardly lay claim to beauty of detail or purity of style. The Exchange at
Copenhagen, built of brick antbge in the same genef87style (161940), is still less
interesting both in mass and detail.

The only other important Scandinavian monument deserving of special mention in so
brief a sketch as this is tloyal Palaceat Stockholm, Sweden (1698L753),due to a
foreign architectNicodemus de Tessilt is of imposing dimensions, and although
simple in external treatment, it merits praise for the excellent disposition of its plan, its
noble court, imposing entrances, and the general dignity and appeopsa of its
architecture.

MONUMENTS (in addition to those mentioned in teXENGLAND, TUDOR STYLE: Several

palaces by Henry VIlIl., no longer extant; Westwood, later rebuilt; Gosfield Hall;

Harlaxtond ELIZABETHAN : Buckhurst, 1565; Kirby House, 1570, bdih Thorpe; Caius

College, 157075, by Theodore Have; fiThe Schools, 0 Oxforc
BeaupréCastle, 1600. JACOBEAN: Tombs of Mary of Scotland and of Elizabeth in

Westminster Abbey; Audsley 1| nn; Barths over Cast|l e,
16280 CLASSICOr ANGLO-ITALIAN: St . Johndés Coll ege, Oxford; Quee
Greenwich; Coleshill; all by Inigo Jones, 163Q; Amesbury, by Webb; Combe Abbey;

Buckingham and Montague Houses; The Monument, London, 1670, by Wren; Temple Bar,

by the samgWinchester Palace, 1683; Chelsea College; Towers of Westminster Abbey,

1696; St. Clement Daneds; St. Jamesds, Westminst e
all by Wrend 18tH CENTURY: Seaton Delaval and Grimsthorpe, by Van Brugh; Wanstead

House, byColin Campbell; Treasury Buildings, by Kent.

The most important Renaissance buildingB\fGium andHOLLAND have been mentioned
in the text.
338

CHAPTER XXIV.

RENAISSANCE ARCHITECTURE IN GERMANY, SPAIN,
AND PORTUGAL.

BoOoOksSRECOMMENDED: As before Fergusson, Palustre Also, von Bezddik Baukunst
der Renaissance in Deutschland, Holland, Belgien und Déaetfiatkddbuch. d. Arch.
Caveda (tr. Kugler)eschichte der Baukunst in SpaniEritsch,Denkmder der
deutschen Renaissang®ates). Junghéel, Die Baukunst Spaniensambert und Stahl,
Motive der deutschen Architekturibke, Geschichte der Renaissance in Deutschland
Prentice Renaissance Architecture and Ornament in Spdhde, Baudenkmder in
SpanienVerdier et CattoisArchitecture civie et domestiqueéVilla Amil, Hispania
Artistica y Monumental



AUSTRIA ; BOHEMIA . The earliest appearance of the Renaissance in the architecture
of the German states was in the eastern provinces. Before the close of the fifteenth
century Florentine and Mikese architects were employed in Austria, Bohemia, and the
Tyrol, where there are a number of palaces and chapels in an unmixed Italian style. The
portal of the castle of Mahris€fribau dates from 1492; while to the early years of the

16th century belong cruciform chapel at Gran, the remodelling of the castle at Cracow,
and the chapel of the Jagellons in the samé ditg earliest domical structure of the
German Renaissance, though of Italian design.Sikdidoss Porzig1510), at Spital in
Carinthia, isa fine quadrangular palace, surrounding a court with arcades on three sides,
in which the open stairs form a picturesque interruption with their rampant arches. But
for the massiveness of the details it might be a Florentine palace. In addition tcethis, th
famousArsenal at WienefNeustadt (1524), the portal of the ImpeBa8bPalace (1552),

and theCastle Schalaburgon the Danube (1530601), are attributed to Italian

architects, to whom must also be ascribed a number of important works at Prague. Chief
among these thBelvedere(1536, byPaolo della Stelly arectangular building

surrounded by a graceful open arcade, above which it rises with a second story crowned
by a curved roof; the Waldstein Palace (1i624), byGiov. Marini, with its imposing

loggia; Schloss Sternbuilt on the plan of a sipointed star (1459.565) and

embellished by Italian artists with stucco ornaments and frescoes; and parts of the palace
on the Hradschin, b§camozziattest the supremacy of Italian arBohemia. The same

is true of Styria, Carinthia, and the Tyrelg.Schloss Ambrasat Innsbrick (1570).

GERMANY: PERIODS. The earliest manifestation of the Renaissance in what is now
the German Empire, appeared in the works of painters like Direr and Birlkand in
occasional buildings previous to 1525. The real transformation of German architecture,
however, hardly began until after the Peace of Augsburg, in 1555. From that time on its
progress was rapid, its achievements being almost wholly in the Wofsecular
architecturé princely and ducal castles, town hallsRathh&iser and houses of

wealthy burghers or corporations. It is somewhat singular that the German emperors
should not have undertaken the construction of a new imperial residence ahy wo
scale, the palaces of Munich and Berlin being aggregations of buildings of various dates
about a nucleus of mediaeval origin, and with no single portion to compare with the
stately chdeaux of the French kings. Church architecture was neglected, tovtireg
Reformation, which turned to its own uses the existing churches, while the Roman
Catholics were too impoverished to replace the edifices they had lost.

The periods of the German Renaissance are lesS4¢atharked than those of the
French; but itsuccessive developments follow the same general progression, divided
into three stages:

|. THE EARLY RENAISSANCE, 1525 1600, in which the orders were infrequently used,
mainly for porches and for gable decoration. The conceptions and spirit of most
monumets were still strongly tinged with Gothic feeling.

Il. THE LATE RENAISSANCE, 1600 1675, characterized by a dry, heavy treatment, in
which too often neither the fanciful gayety of the previous period nor the simple and
monumental dignity of classic desigppears. Broken curves, large scrolls, obelisks, and
a style of flat relief carving resembling the Elizabethan are common. Occasional
monuments exhibit a more correct and classic treatment after Italian models.



[ll. THE DECLINE ORBAROQUEPERIOD, 1675 1800,employing the orders in a style of
composition oscillating between the extremes of bareness and of Rococo over
decoration. The ornament partakes of the character of the Louis XV. and Italian Jesuit
styles, being most successful in interior decorationgktérnally running to the extreme
of unrestrained fancy.

FIG. 1918 SCHLOSS HAMELSCHENBURG

CHARACTERISTICS. In none of these periods do weet with the sober,

monumental treatment of the Florentine or Roman schod®ve)of picturesque variety

in masses and sHines, inherited from mediaeval times, appears in the high roofs,
stepped gables and lofty dormers which are universal. The raefsafmprise several
stories, and are lighted by lofty gables at either end, and by dormers carried up from the
side walls through two or three stories. Gables and dormers alike are built in diminishing
stages, each step adorned with a console or sandithe@ whole treated with pilasters or
colonnettes and entablatures breaking over each support (Fig. 191). These roofs, dormers,
and gables contribute the most noticeable element to the gdagedfect of most

German Renaissance buildings, and are contyrtbe besdesigned features in them.

The orders are scantily used and usually treated with utter disregard of classic canons,
being generally far too massive and overloaded with ornament. Orielsjibdgws, and
turrets, starting from corbels or colaites, or rarely from the ground, diversify the

fa@de, and spires of curious bulbous patterns give added piquancy to the picturesque
sky-line. The plans seldom had the monumental symmetry and largeness of Italian and
French models; courtyards were ofteregular in shape and diversified with balconies

and spiral staircaswirrets. The national leaning was always toward the quaint and
fantastic, as well in the decoration as in the composition. Grotesques, cagagss,
(half-figures terminating belownisheatHike supports), fanciful rustication, and many

other details give a touch of the Baroque even to works of early date. The same principles
were applied with better success to interior decoration, especially in the large Bdls of
the castles antbwn-halls, and many of their ceilings were sumptuous and well
considered designs, deeply panelled, painted and gilded in wood or plaster.



