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FORTWORD

When The Archifecture of Humanizimn by
L\U‘IFFIF"I, St app are] in pipLg, 1w liailed Tn somne as the
tinest book on architectufe since the days of Jobn Ruskin.
(Hhers, less gencrous, at least conceded that it was certainly
tt be admired for the beautv of its prose. Whatever the
reception and subsequent opinion, it remains among he
[’]llf'ilr]i“]l]lf_’ works of this century an the subjoct of arclilee-
ture,

The hook's faseioation steing lar rc]}-' fromn the fact tha
Ceonffrey Scott offers the clearest anaﬁniq of the thearies and
ideas behind much of 1gth- and 2ath-centurv architeciure —
thegries and deas universally beld hr:L-h. Kt the reacler
must not let the brilliant analsis obscure what 15 really the
Lugart of the book: o L]tﬁ:.u'iﬁ]un of the classical tradition as
reflected in the acrchitecture of Kenaissance and Bareque
Taly anul the tole eiven the biman body o contrilsuting 1o
Heal Iradition.

Geoflrev Scott was well fitted tor the umbitious job he set
Binself Tle was boro on June 11, 1884, at Hampstead, Lon-
don, the son of a prosperous ﬂnmlrw manuI};ctunﬂ fle
oltained a standard classical education st Kughyv Scliol
and, i oagoa, he ontered New College, Oxtord. There he
won the Newdigate Poetry I'rize and the Chancellors Lng-
lish Fasay Miwe, the latlor for oan C8s3Y enlitled “The
Natonal Character af B ngiish Aechilecture”

Quite obviously arclilecture was an carke inferest. He
could easily bave gone into journalism, becawse C. P Scott,
vibitor of The Manchester Guardian, was his lllu_fr_ lwsbesad,
}IU“ETE[, Ilf‘ went I:_]'H'— t{_.'l “::{l‘l. |[] IL}(.‘!?, |':.|‘I]||f]|:__| 1|']L ].!Tl{l,ﬁl'lll’_l('
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architect, Cecil Pinsent, in Florence, That same year he
became librarian aned sceretary lo the art expert and histo-
rian, Bernard Berenson, BB had only just negoliated a
contract with Joseph Duveen by the terms of which, tor the
handsome retainer of £20,000 a year, he would pass on the
authenticity of pictures and ulher ohjecls of art mﬁ:miltm] fin
cvaluation by the dealer. With the imoney Berenson bought
the villa, I Tutti, in nearby Fiesole (it is now owned by Har
vard Umiversity} and there he and his wife, Mary, received
and enlertained on a most gencrons scale, Scott hecame
part of the houseliold.

The pre-1g14 world of Anglo-Aanerican Florenee was not
all parties, caids, gossip, and sightseeing; energy and money
were offen spent in renovating and building villas and gar-
dens. [t was there that Diege Suarez, one of America'’s great
Lindseape architecls, did his first gardens, rovealing the
genius that was to produce the magnificent gardens of Villa
Vizcava (the Dade County Art Museurn) in Miami, Geof-
frev Scolt himself was to practice architecture modestly in
assacialion with Cecil Pinsenl Together they designed the
library and gardens of 1 Tatti and the neighboring villa and
gardens of Le Balze for Professor Charles A, Strong, George
Sanlayana’s close friend, who had married the oldest daug%:-
ter of John D). Rockefeller. (Le Balze is now owned by
Geargetown University.)

“Though I lived in partnership with him: for four or five
years,” Pinsent recalled of Scott, “ours was a partnership of
opposites, complementary gifts, each one having what the
vilier dil ool have . 7 It was while sharing quarters with
Pinsent that Scott wrote The Architecture of Humanism. Yet
it was not with s partner, to whom he gave the dedication,
that he talked of the book but with Mary Berenson, “and
with her st T Tatti” Pinsent wrote, “he used to sit up till all
hours of the night discussing it.” Mary Berenson, the sisler of
the essayist Logan Pearsall Smith; had encouraged her hus-
band in his writings and now she provided incentive for
Scott,
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With the riches of ltaly a his duor he absorbed the classi-
cal tradition 1o all its forms, ancient and modern. He knew,
as s 1nany have since forgotten, that it represents the main-
strearn of Westorn arl. From the vantage of the [talian scene
Scoll became aware that the stream Tiad been muddied by
such men as the Gothic revivalist A W, N, Pugin, Ihe
cxhiorler John Ruoskin the leench restorer and  theorist
Eugene-Fmmmel Viollele-Duc, William Morris, and oth-
ers. Their ideas were derived from saurces oulside of ari—
namely from poetry, science, morals, and philosophy. These
ideas, from wﬁ'nich the dommant concepls of conlemporary
art are derived, Scott put into perspective by the device of
calling them “fallacies.”

Typical of he concepts is Louis Suilivan's welt known
“form follows function.” It tneans that a building’s use aid
its type of constmetion must dictate the outward appear-
ance. Although still a popular axiom, il is not accepted with
quile 1he degree of reverence it was a generation ago. Scotl
saw such a concept and its vartations as onginaling in sci-
ence and engineering, and, therefore, he seb it in the caic-

ory of “The_Mechanical Fallacy” Parl of the same “Fai-
fi'wy'" woukl b the conlemporany notion that only by
adopting new materials and vew methods of construction
can a new stvle of archilecture be attained. The widespread
use of marble, travertine, and limestone facing in modern
design shuws thal the idea, while current in theory, 15 ofien
disregarded in practice.

‘The very notin of the self-conscious pursuit of a new, a
unique style —aside from questions of methed in attainin%
it—has its sources in literature. It is part of the noliou o
oniginality, more especially originality for its own sake, seen
in the cult of self-capression, As a concept it matured in
Romantic literature, and for 1hal reason Scott Histed it as part
of “IThe Romantic Fallacy.”

TRe term, fallacy, has an element of shock becavse i
thresws into question ideas that we have come —perhaps too
casually —to accept without reflection. This can be seen
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when “Phe Romantic Fallacy™ is extended to make the
architect society’s prime mover and shaker. 1u recent times
no one has stated this aspect of the profession more defi-
nitely than the ke Le Corbusier, a disciple of Violletle-
Pue: It is 4 question of building which is at the oot of
social unrest today: architecture or revolution” Then there
is also the strong anti-rban outlouk of such American archi-
tects and cily planners as Frank Lloyd Wright, whose aceep-
tance of a simplistic interpretation of nature as a philosophi-
cal mainspring for urhan design is very romantic.

[f one were 1o idenlify the common denominator of con-
temparary architecture it would probably be the absence of
omament. [t is even so in the United States whete ong of
the heroes of present-day American architecture is Louts
Sullivan, recognized in his own lime as the country’s most
fertile ornamentalist. Cuntemporary theory regards orna-
ment as “false” since it conceals the “true” nature of con-
struction and materials. For Scott, however, this theory was a
misapplication of a moral cuncehnt to things physical, and he

calfed it part of “The Ethical Fallagy.”

To the last mmmm gave the name “Bio-
lugical.” For him it meant the application of 1gth-centum
Theones of scientific evolution to the history of architec-
hire —and to all of art history, for that matter, The evolution-
ary approach seeks ko explain siyles, buildings, and objects of
art by examining avlecedents. It is shown in the frequent use
of The words, “influence” and “problem” in art history, the
“influence” being the antecedents and the “problem™ their
identification. Buildings and art objects are regarded as parts
of an listorical sequence, and thus little emphasis is given to
arriving at value judgments or to analysing why an object of
art is beautiful.

If Scott has put us on Hhe defensive with his fallacies—
and for some lie may appear harsh as well as mistaken —we
mslingtively comie hack with a query: if so much of the the.
ory that governed the architecture of the last century and
that still governs architecture today is fallacious, we ask,
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what is the alternative? Scott anticipates us on this score by
asking us I consider the classical bradition.

We toelay are not quite so disdainful of the classical as
were the more outspoken mclilectoral critics of the last cen-
tary and of a generation age. Faen the “Asgerican Renais-
sance” that began in the 188cs and disappeared around
wzo— e Tast Tull Aawnrish of the Renaissance that bad
begun in Itule in the agth centiry —is beiog showo a new
respect. Evidence enough for that is found in the growing
battle foe the nation’s great landmarks, the outstanding
exumplc |_':{*.1'1|p_; e abiortive atlenm o suve FEI‘|]'|5}'1R-':-|]'I.'1;1
Station in New York City several decades ago. Seowlien
Scott proposes that Renaissance and Baroque architectuore
had its source in academie tradiion we are carious ather
than mocking. The academic tradition, in his thesis, consisls
of a “canon of fonms™ —1hat is 1o say, a standard fixed by the
great buildings, monuments, and sculpture of heperial
Home. There is no theory to studyv. Instead, study means
examining, drawing, and even measuring ancient works.
e method produced the classical worrders of Ttaly; it also
produced our national Capitol and the chiel omamenls of
the American Renaissance,

Ot inclination is to dismiss Scotts alternative becase
the academic tradition is simply not part of art today, But
Seoth went fuether and dwelt on the importance of an aware-
ness of the Tiean body's mle inoarl. This awareness gues
hf_'}-'nnd the use of the Timnan ferm jrnling aniel ﬁctl]p—
ture anl consists i oor 1|11+:0nscic|ushf tr:msrril}ing our jHivs-
ical selves into terms of architecture and architecture into
tenms of pur physical sclves. This is what he understood to
e humanism. For him the virtue of the Balian Renaissanee
and Baroque was the importance %ia'en the visml responsc
el il heholder. The direct physical reaction to what we see
Scott called tasie, “he disintesested enthusiasm for architec-
taral form.”

Admittedly, the homan hgure, when il appears in con-
temporary art, does so in fragmenie and distortions, and it
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somehuies seens that humanism has been wholly rejected
by today’s architects. Yot Scott, going beyond the iminediate
presence of the wman body, pursues the role of our physi-
cal responsc to more abstract bhumamist values, those of
mass, space, and line, ITe dwells particularly on the sense of
space, a patt of his humanisin that has a very familiac ring.
Seolt anticipated much of the carrent discussion among
architects of this key element. It is true that what he had in
mind was space replete with omament, or he wonld not
have based his argument on the Renaissance and the
Baroque. No matter the style, space is & monopoly of all
archilecture, he pointed out, amd for that reason must he
considered a primary faclor.

Nothing is mare volatile in our liine than artislic fashion.
What appears lu be so successful at the moment is forgolten
tomoirow. ‘The growing enthusiasm fur the preservation of
lardmarks bespeaks a restlessness with current architecture
ot the part of both the piblic and the profession. For hose
who are seeking an answer, Geoffrey Scolt offers a most
attraclive eme, the architecture of hunnism.

Scott’s subsequent career had little to do with architee-
ture. The outhreak of the Great War at the iime of the
book’s publication forced him into other paths. e
remained in Italy, attached to the British Embassy in Rome.
I 118 he maried the widow of William Bayard Cutting of
New York, and his conmections with I Tattf cane 1o an end.
I 1920 he was again at the British Embassy, as ress Secre-
tary.

He talked of a sequel to The Architecture of Humanism,
and of a book un Bemini {Bernini’s Piazza San Pietro was
his favorite work of architecture in Rome. Other favurites
were the iuteriors of the Gest and San Tgnazio) but they
were not to be. A small volume of verse, A Box of Paints, did
appear in 1523 and two years later he saw published A Por-
trait of Zélide, Lhe slory of Madame de Charriere, a lady who
had enclunted the voung James Boswell. His friend, Fdith
Wharton, tead the beok in manuscript and was warm in her
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praisg, as were many others. By now settled in Tngland, he
statted on a biography of Boswell when he was approached
in 127 by Colonel Ralph 1. Tsham to edit ’Ehe famous
Boswell papers, now in the Sterling Library of Yale Univer-
sity. Seott accepted the wvitalion and worked an the fapers_.
editing the frst six volumes. In the summmer of 1929 he was
i this country when he came down with pnevmonia. He
was taken la the Rockefeller Institite in New York City, and
there he died on August 14th at e age of forte-five, [Those
interested in Scotts career should tum to Richard M.
Prann's Genffrev Sentt and the Berenson Circle [19g8]). .

1t may well be asked: Why is it possible to have an Ameri-
can cdifion? The answer is to be found io the facl that the
classical hradition persists vigorously in America—in new
clatrehes, in new suburban ﬁﬂmes, in new buildings o a
munber of univetsily eam{)usem in much restoration work of
recent years, and especially in interior decoration. It may he
an important sign that a socicly called Classical America has
been Emunded to promgote the classical in American arl. The
socicty assimes that it is now tine to plan a foture which
will be largely classical in the visual arts, for the classical tra-
dition will continue to be the main artistic current of West-
em culture, For Amernicans who take this view, The Archifec-
ture of Humenism is an essential bext,

Hewry Hoer REED, Mew York City



THE AESTTIFTIC CRITICISM
OF (AFOFFRFY S000TT

{eoffrey Scatt’s The Architectirre of Human-
fam: A Sfrdy in the History of Taste 1s one of the classics in the
madern Bterabure gas arehiteeture. A book that defines eritical
issucs in et understanding of architecture, Sentt’s study has
had a significant impact on thinking about arclitecture
throughout the twentieth centuny. Even though Scolt wrote
e about the classical tradition of the Renaissance and its after-

math in the medem period at a thue when Hic ¢lassical was
nnder attack by modemists, he still speaks to ns today becanse
he addresses fundamental questions about the nabite of
mchilecture and how we expenience it. Scott’s book should
il aronse he curiosity of anyone who cares vitally about
arc hitecture and its role it shaping our very lives,

As un altack on the idea of architectural theory or princi-
[les that resulted in the various tallacies committed by Ruskin
andd Tiis fellowers—romantic. mechanical, ethical, and bio-
Jogicat—Scott’s frealise stives as an anbidote to all the theo-
retical postaring in the modem period, in which architects,
crities, and art historians abike have protessed to discover the
prineiples of acelilecture.

When inaghz Rudulph Witlkower published his wonder-

Tl deeply influential Architectural Principles in the Age of
Humanism, which analvzed the privciples of Palladio’s archi-
n- & fechire moelation to the broad lll'IdETSfHTlf.'ng of harmanic
B proportions in arclifecture, he attacked the idea of arevitee-

T Phe Asserivan Renaissance, Donwe of he Pasadess City Hall, by Arbur Biowu, Jr. {ure as pure Farm and :-Jhmg with it Scott’s PF’UP:)EHiﬂI] that

. -




XV

“the Renaissance style is an architecture of taste, secking no
logic, consistenicy, or justification beyond that of giving plea-
sure.” Wittkower's attack makes a caricature of Scott’s book
which is far more subtle and complex than he would have
one believe.

Whether ar nut the architecture of humanism is based on
the principles of music, there can be lile doubt, as Scott
averred, that architecture is intended, in the words of Si
Henry Wotton, based on Vitruvius, “to delight” [n other
words, to give pleasure. This is not a principle but a fact,
whether we arc locking at Bramante’s Tempietto, Sansovino's
Libracy, or the United States Capitol.

_ ltis easy for the academic critic to dismiss Scott's work for
its hedonism or aestheticism, but it is precisely Scott’s atten-
tion to the pleasure we take in architecture, to the delight or
enjovment, that should speak to us today when the idea of
beauty has been brutally and mindlessly assaulted in so many
quarters, not Ieast of all in the groves of academe. Scott is an
avowedly aesthetic critic attenfive to one’s experience of
architecture, that is, to how one experiences its solids and
vulld_s, its comnposition, its textures, its lights and shades. His
writing is situated in the tradilion of Walter Pater, Oscar
Wilde, and Vernon Lee; il is u criticism responsive to the ac
of looking attenlively and, as such, it is highly significant

since i the recent muddle of politics and culture, art ami
architectural critics are more likely to build theories than lock
closely at buildings, as Scolt encourages us to do.

Scott’s essays on the fallacies of architecture still repay our
close attenition because they are superb, eloguent disquisi-
tions on cultural history and taste; they are still timely, When
he cunfronts, above all, Ruskin, Scott reiminds us that the lat
ter was far and away the single st influential writer on
architecture in the rxlern era. Even when he quotes Rus-

kin's condeinnation of the Renaissance aesthetic, Senlt is niot
unsympathetic to the power of Ruskin's langnage, which he
quoles extensively and to good effecl: “gods without honour,
men without humanity, nymphs without innocence, satyrs

THE AESTHRETIC CRITICISM OF GEOFFREY S0OTT Mvii

wilhout rusticity gathered into idiel groups on the polluted
canvas and scenic affectations encembered the streels.” Tor
ail his distaste for Ruskin’s ideas, Scotl’s criticism serves as a
marvelous introduction to Ruskin's aesthetics, if not social
philosophy of art it general.

Seott condemns the effect of Romanticism on architectural
ctiticism, since it koo easily confused architecture with lileta-
ture or lilerary symbolisim. In this regard, his notions are not
unrelated to the rising doctrine of modemism, which wenld
purify architecture o? raditional symbelism, even though it
never hilly succeeded. Scotts distaste for the confusion
between architeetiure and literary associations is relevant to
the study of architecture loday. 1o post-modernism so-called,
which is laden with symbolic conuutations, Scott’s distaste for
he effects of literatare in architecture is indebted to his ren-
tor, Bernard Berenson, who was hostile to the idea that paint-
ing should be evaluated by its dependency on its subjecl or
what he called “iliustration.”

Berenson stands behind another important aspect of
Scott's criticism. When he speaks of “Hlumanism,” Scott does
nol just use the word in the narrow sense of the Renaissance
curriculum eultivated by those scholars called Humanists,
Rather, he is speaking of ow human beings transcribe archi-
lecture into theit own bodily tenns, as when we speak of the
“swell” of 2 dome ar the “spring” of an arch. This humanism
of architecture is rooted in the modern psychological theory
of empathy, which had taproots in Theoder Lipps bt which
came diteetly to Scott, as he acknowledges, from Berensom's
study of the Renaissance painking.

Condemning the mechanical fallacy of architechure,
which dwells on the constructive purpuse at the expense of
acsthetic pleasure: thal form arouses, Secott clearly Tollows
Berensun and, for that rualier, Walter Pater, the prennier fig-
wre in the modern story of aesthetie eriticism. [n the same
way, Seott is eloguent in his defense of the aesthetic against
the ethical fallacy, appreciating, especially the aesthetic val-

ves of Renaissance and Barogue architecture. Here Scottrises
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E: great heights as a writer when he celehrates the play of
| a_rn:-qu]e architecture, i particular, the “laughter of strength”
||} its playfully grand forms, or wher e delights in the effects
UI a Irq,t::e p(i:dmwnt, like chords in the final bt of 4 M-
Pheny, the ullinnate tumult of form before eal | e

§ : alin is v
the viewer's cye. etored o

¥
OF all the fallacics addressed by Sco

cics_addr i | rhaps the jno
fidiots and eltmive 1s the iological myth, which compares

’ aﬁ.létli;g;mwth lo Bhat of a Tiving orgamisny. This false sinplie-
¥, ds Scoft calls f, has offen been ahacked, precisely becausy

It is so pervasive —fronn Vasari to modern azt historical loxts
In sur own supposedly theoretically sophisticated agr: [énr;,:
defined by the dubious asswmption of superiorily over past
ages, which are thought to be more naive or primitive in tlaeir
Ihu_-:kmEJ, we fancy that we are beyond committing such fal-
I;H::es, ut it is more than likely that the biolugical faliacy
lingers in much apocalyptic past-modern utterance, whic]
speaks of decadence or c{cath. Y
Ahove all, what impresses Scott's reader is the clarity of liis
mmind, the sharpness and edge of his forceful prose, which
gives pleasurc in its own right. He pulls us up s]ijmrt with his
aphorisms, which put us in mind of Lulgan Picrsall Smith, if

not Oscar Wilde, when he writes, “archilecture is the arl of

,organizing a mob of crgﬂ;:uer;" of aSerts of the mechanical
tallacy that “it looks in poctry for e syntax of naked prose.”
Scott is nowhere more interesling than when he chalfenges
platitudes, some of which luve been reinvented in our nEn;
day. Loug before it became commonplace, as it is now, to
reduce the study of architecture and art in geveral 1o pa!rJun-
age, Scobt warned that it is easy (o overestimate e role of the
patron it {he study of architecture. e remlily admits that
Julius T and Leo X weuwe significant patrons, because they
were tesponsive to the ideals of art then enrrent, bul he is
quick to stress that these ideals werc in existence |;riur to and
independently of their patrons. It was more, he shrewdly
ohserves, the force of architecture itself tn create and define
the imaginative characler of the papacy than it was the
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encouragement of the popes that contribuled to art. As Seott
so succinetly puls it, “llie influence of prtranage is mis-
stated,” for. as Il-’,le further olserves, the “paramount nmagina-
Hen™ i artt is that of the artist, nol that of the patron. This
claim will by dispated. but it must be brought back inte play
in our enrrent diseussions of art and architecture, 11 which
the arlists imagination is often foivialized or ignored, and st
is seen as o mere reflex of the patron’s wislies, the artisl’s mwn
creativity undervalued.

Seutt anticipates odbier cirrent issues in the study of mchi-
leetural history. Nowadays, it hus become a cliché to dwell on
{he role of accumulaled capital or wealth in the flowering of
the Renaissance. but the point is toa easily overemphasized at
the expense of the architecture itsell Yes, the increuse of
wealth no doubt helped t create the demand which arciv-
lecture salisfied but, as Seott ivsists, it was nltimately the artis-
tic uses to which the weallh was put that were impuortant.
“Peasperity,” as Scoll puts it with characteristic brevity and
clarity, “is u condition of greal achievemnents; it is not their
cause.” This single sentence is an anlidote ko an entire gener-
ation's recent obsession with (he listory of Renaissanee archi-
tecture as a praduct of wealth, reflecting our own preecelpa-
tion with the free market and the aceumulalion of wealth, at
the expense of architeetire as such, the artistic uses lo which
wealth was put.

Aluug with wealth, Scott focuses on power as one of the
crucial issues in the history of the Renmissance. As if rein-

venting the: wheel, s niunber of scholars, crhoing Scatt, have
recently dwelt on the was in which Renaissanee: art and
architecture make manifest this aspiration to power. As Scotl
tustly ohscrves, however, the aspiration fo power in archilec-
ture is manifest acsthetically, and he is nowlcre more elo-
quent than in his celebration of the dowe of 5t. Peter's whicl,
in his lerns, is less a reflection of papal power as such than it
is a sign of architecture’s power to define the papacy.

(eoflrey Senlt'’s treatise on architechure 15 as challenging a
book todday as it was when first published nearly a century ago.
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It endures as a classic of rhetoric about architecture in the tra-
dition of Ruskin, even though he attacks many of Ruskin’s
ideas. Scolt endures, above all, as an aestietic criti¢, wheo
draws us back to the reasons why we care about architechire
in the first place. For Scott humanist architecture is not the
tllpslratinn of a musical theory, nor is it an illustration of the
priticiples of construetion or an example of ma rality in stone;
rather, it is the arrangement of fonns and omarment in beau-
tiful compasitions that give pleasure. Scott realizes, as he said,
that “it would be absurd to demand that we should limit our
enjoyment of an art to the delight which it is the peculiar and
special function of the art to provide” He is aware of the
larger social, political, philusophical, theological, and literary
context in which architecture Eaurishesf bu(ﬁlf: insists that we
not lose sight of the aesthetic, of how we respond to architec-
ture with our very bodies. He offers his insights with 2 com-
nlzande thetoric that, mirroring the architectiite he admires,
gives pleasure. Indeed, Geollrey Scott endures because,
devoted to art, he is hitself a master rhetoriciai,

PavL Barorsky, Charlottesville, Va,
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