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Ancient Designs and Modern Folly:
Architecture in The Expedition of

Humphry Clinker
Johu F. Seng

EW EIGHTRENTH-CENTURY FICTIONAL CHARACIERS exhibat the

extensive interests of Matthew Bramble. Medicine, politics,

religion, social change, to name but a few, are topics on which

he discourses freely during his journey, most often for the
purpose of setting forth the opimons and sentiments of his real-lifc
creator, While Bramble’s involvement with these topics and their
significance in the novel have been frequently discussed, one of his
most absorbing interests — his preoccupation with architecture — and
its function m the work have been virtnally ignored.

[t is readily apparent from the length, frequency, and quality of
Bramble’s architecrural observations that the subject 1s important to
him. Major portions of his epistles from Bath and London, {or in-
stance, consist of detailed descriptions of local structures; in {act,
architecture 1s so prominent a subject in those letters that our im-
pressions of Bath and London are probably as nuch a result of his
depiction of their buildings as they arc of his description of their
entertainments, social institutions, smells, and sounds., Bramble’s archi-
tecrural observations arc not, of course, confined to those two cities,
nor arc they restricted cxclusively to buildings. His remarks, rather,
extend throughout his entire journey and include a full range of
architectural concerns: the design of pleasure gardens, the pattern and
construction of streets, the relationship of architectural style to climate,
and the general arrangement of physical structures within a city. It
is also evident that his analyses are not superficial or carsory, but reflect,
instead, an extensive knowledge of the ficld. He penerally employs,
for instance, technical terms in his descriptions with accuracy and
precision, and virtually always bascs his judgments, not an subjcctive
norms, but on the criteria cnunciated by classical or humanist archi-
tects. In brief, Bramble’s letters sugpest that he is as interested in the
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Auncient Designs and Modern Folly 87

state of contemporary architecture as he is in any topic that he dis-
cusses, and that he has a knowledge of the subject commensurate with
his interest.

To be sure, onc would expeet a novel that may be included in the
gente of travel literaturc to contain observations on buildings, streets,
and town planning. Yet the prominence of architccture i the novel
and the importance associated with it by the age suggest that Bramble’s
camments arc not simply decorauve ornaments intended solely or
even primarily to supply the reader with jocal color. Architecture, it
should be remembered, from the time of the ancients through the
eighteenth century had a moral as well as a physical function; build-
ings were conceived of as not only providing man with shelter from
the elements, but also embodying the moral strength and virtue, the
order and harmony, of the society that created them. Contemporary
writers were not unmindful of the maral implications of architecture;
m fact, Paul Fusse]l reminds us that for cighteenth-century humanist
writers “architectural imagery and moral imperatives scem never very
far separated.”* With this relationship in pund, we shall see that
Bramble’s architectural remarks are not merely superfleous comments
intended to lend a degree of realism to the novel, but have instead a
vital moral function. Through Bramblc’s architectural analyses, Smeol-
lett is able to present a gencral indictnent of English society — a so-
ciety which he saw as vain and proud, as cut off from tradition, as
tcaring down all hierarchical distinctions — while asserting the cssen-
tial virtue and integrity of Scotland.®

1 The Rbetorical World of Augustan Huwmmiisur (Oxtord: Clarendon Press,
1965), p. 172. For an excellent discussion of the use of architecture for moral in-
struction, as well as the widespread contemporary interest in architecture, sec chap. 8.
I wish to thank my colleague, Professor Dan Barnes, for the guidance he provided
at all stages of this essay.

* Bramhle may be assumed wo be Smollew’s architectural spokesman, His obser-
vations, notwithstanding two flecting dissenting remarks by Lydia, stand without
challenge or balance by the other four leteer-writers, while the moral and social
values — the essentially conscrvative position — that one may infer from his analyses
may be found in Smollett’s historical and fictional works. For a discussion of the
similarity berween the conscevative attitudes expressed Ly Bramble and Smollett's
personal views enunciated in The Critical Review (1756-63), A Complete History of
England (1757-38), Countinuation of the Complete History of England (1760-65),
and The Present State of All Natiogns (1768), sce John Sekora, “Smollett and Sacial
Controversy: ILuxury, Polities, and Hwuphry Clinker” (Dissertation, Princcton
University, 1972). For an excellent overview of the conservarive nature of Smol-
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In evaluaring the archirecture of England and Scotland, Bramble
employs, as I have suggested, the precepts of a type of architecture that
began with the ancients and 1s generally referred to as “‘classical” or
“humanist.” * The architectural principles of the Grecks and Romans
were first codified by Vicruvius in his De Arehitectura, a work which
became for subscquent ages the most influcatial single source for
classical architectural practices. When a complete copy of the De
Arehirectura, which was only available in frapmeated form in the
Middle Ages, was discovered in a monastety in the fifteenth century,
it inspired the architects of Renaissance Ttaly, most notably Leon Bat-
tista. Albert1 and Andrea Palladio. The designs of Alberti and Pal-
ladio were, In turn, popularized in Fngland in the seventeenth and
eighteenth centuries by Inigo Jones and Lord Burlington. Stimulated
by the buildings of antiquity and Renaissance Iraly and guided by the
works of Vitruvivs, Alberti, and Palladio, a substantial number of
eighteenth-century Ionglish architects — Robert Morris, John Gwynn,
Colin Campbell, Henry Wotton, Isaac Ware, to name only a few —
cndorsed in theory and practice the principles of classical architecture.
The precepts, then, upon which Bramble bases his evaluation of con-
temporary architecture are not peculiar to him, nor are they reflections
of his cccentricity, but have a genealogy that is applommatel}f 1800
years old. Since these precepts are essential to his conception of the
practice and function of architecturc — and to Smoljett’s evalration
of England and Scotland — it may be uscful to review bhricfly scv ‘cral
of the fundamental assumptions of classical architecture.

lett’s philosophy and its embodiment in his satires, see Michael Roscnblum, “Smol-
lett as Conservative Satirist,” ELFI, XL (1975), 556-579. :

i For an cxamination of the principles of “classical” or “humanist” architecture,
see Geoffrey Scott, The Architecture of Fwnonisyi {Boston: Houghton Miffiin,
1914); John Summcerson, The Classical Language of Avchitecrure (Cambridge:
M.LT. Press, 1963): Rudolf Wittkower, Architectural Principles in the Age of Hi-
zanist: (New York: Raodom TTouse, r96s). I shall follow the practice of architec-
tural historians and use the cerms “classical”™ and “humanist™ inlerchangeably.

% Given the popnlar intercst in architecture and the revercnee for classical archi-
tectural ideals, it is likely thar Smollett’s audience would have readily understood
the criteria employed by Bramble: “One reason why the eighteenth-century imagina-
tion is so full of architectural images is that everybady who was anybody was either
‘building” or had friends who were. Just as a minimum techoical knowledge of for-
tification was assumed in any civilized person, so anyane of the middle or upper
class was expected to possess some technical architectural learning . . During all
this acuwt}? Rome never diminished as a focus of architectural interest and imication
" (Fussell [note 1 above], p. 173).
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Ancient Designs and Modern Folly 89
I

When Alberti declared that architects “ought to imitate Nature”
in their designs, hc cnunciated an aesthetic and moral principle that
was as vital and binding to classical architccts as it was to classical
poets.” To build well and build properly meant for humanist archi-
tects from the time of Vitruvius through the cighteenth century to
imitate in their buildings the balance, harmony, and proportion {found
in the natural world. The humanist view of the relationship between
art and nature was perhaps best epitomized by Robere Morris, one of
the most prolific eighicenth-century defenders of classical designs,
when he declared that “arcificial” architecture (the product of man’s
labor) is alsways best when it most closely resembles “natural”™ archi-
recture (“the Handiwork of Nature™), “because the Simibitude 1s not
only pleasant, but the Pattern more perfect.” ©

While the entire natural world was replete with models for man to
imitate, it was a commonplacc among humanist architects that the
perfect — and thus the most desirable — pattern to imitate was the
human body. Indeed, to Vitravius the body — with its precise sym-
metry, balance, and proportion — was the original model for the
buildings of ancient Greece, The Greeks, he asscried in his De
Architectura, “collected from the members of the human body the
proportionate dimensions which appear necessary in all building opera-
tions.” When, for instance, they wished to determinc the proper
proportions for achieving strength and grace in a column, “they
neasured a man’s footstep and applied it to his hecight. I'inding that
the foot was the sixth part of the height in a man, they apphed this
proportion to the column.” The result was the Doric column m which
the height is six times the thickness of the base of the shaft. When they
modified the Doric to achieve a “femininc slenderness” with “volutes,
like graceful curling hair” hanging over cither side of the capital, the
Jonic column, according to Vitruvius, was born. When they wished
to create a column that would permit “more graccful ecffects in

% For the context of Alberti’s statemcnt, see his Ten Boaks on Architecture, trans.
James Leoni (1726), ed. Joseph Rykwert (London: Alec Tiranti, 1955}, Bk. 9, chap.
5. Additional injunctions to imitate naturc may be found in Andrea Palladio, Four
Books of Architecture, trans. Isaac Ware (London, 1738), Bk. 1, chap. 20.

6 An Essty in Defence of Ancienr Architecture; or, a Parallel of the Ancient
Buildings with the Modern: Shewing the Beauty and Harmony of the Fornrer, and
the Irregularity of the Lafter (London, 1728), p. 2.
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Ornament” than either the Poric or Ionie, they imitated “the slight
figure of a maideny” and invented the Corinthian. Nor was the im-
portance of the body confined to inspiring the three orders of columns.
The manner in which “Nature has planned the human bedy so that
the members correspond in their proportions to its complete con-
figuration™ suggcsted the necessity, he wrote, of creating a unified
design, or intcgrating the “several members [of a building] to the
gencral pattern of the plan,” while the functional quality of the body
scrved as an impetus to build structures that were not merely beautiful
but uscful (“convenient™) and practical as well. Indeed, the intimate
relacionship Vitruvius posited between the structure of the human
body and the design of a building may be scen in the common practice
among his Renaissance imitators of drawing the figure of 2 man with
arms and legs extended to serve as the basic mode! for all buildings.’
[mphert m Vitruvius’ Injunction to imitate the body is the concept
that 2 bwlding should reflect the order and regularity of God’s crea-
tion. To the humanist architect the universe operated according to
fixed and immutable principles. All lifc and all macter ficted harmo-
niousty inte a divinely created schema which functioned in a systematic
fashion. It was the task of the builder to reflect this order and reg-
ularity In his work; to producc a visibic embodiment of the divinely
ordained harmony of the creation.” Since man was created in God’s
image and the proportions of the bedy were produced by the divine
will, one way of doing this was to cmploy in the design of a building
the ratios and proportions of the human body. Regardless, however,
of how hc went about designing a building — whether he based his
plans on the human body, animal bodics, or vegerative lifec — the
humanist architect strove ta yeveal i his work the mind and will of

T De Architeciura, trans. and ed. J'rank Granger, Loch Classical ‘Library (Cam-
bridge: Harvard University Press, 1931), Virruvius' commentary on the archicec-
tural imitation of the body may be found in Bls. 3 and 4 of the De Architectura.
For the importance of the human body as a model {or Renaissance architects, see
Wittkower (note 3 above), pp. 14~15.

58 A recent description of Inigo Jones's commitment to this ideal is applicable to
humanist architects in general; “lIt is evident that Inigo Jones, as did so many of the
great Rengissance artists on the mainland of Europe, viewed architecture . . . as an
opportunity, if nak an obligarion, to ccho the structuring of the universe as it was
then understuod; to reawaken man to the reality of deeper truth than lies in the
world of appearances” — John Harris, Stephen Qrgel, Ray Strong, The King's
Arcadia: fuigo Jones and the Stuart Comrt ([).ondon:] Ares Council of Great Brit-

ain, 1973}, p- 63,
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the Divine Architect who “ordered all things i measure and number
and weight” (Wisd. of Sol. 11.20).°

In addition to reflectmg the order of the umverse, classical designs
provided to the Renaissance and the eightecnth century a hink with
the heroic past. The buildings of Greece and Rome, 1t was believed
by many, were the ideal embodiment of the virtue and grandeur of
those civilizations; they stood as wisible expressions of the genus,

- magnificence, and nobility of the ancient world.’® By imitating those
structurcs, by cmploying the architecrural principles of the ancients,
it was hoped that contemporary society could, to a degree, recapture
the strength and heroism, the sense of purpose and the spirit of achieve-
ment, of Greece and Rome. Classically designed buildings were, then,
a bond with the past, a constant reminder of the value of tradition and
the contemporary relevance of the ancients.

The moral and historical implications of classical architecture were,
of course, not ignored by the satirist, for they provided him with a
means for depicting the state of contemporary society that was con-
venient as well as philosophically sound. By dcscribing 2 structure
which employed classical architectural ideals, a satirist could suggest
an orderly, rational, and moral society, one conscious of tradition and
desirous of imitating the virtue and wisdom of the Grecks and
Romans. Conversely, by describing structures which ignored classical
standards — buildings, for instance, which disrcgarded concepts of
symmictry, proportion, unity, and convenicnce — the satirist could

9By ¢mbodying divine order, humanist designs were, according to Anthony
Ashley Cooper, third Earl of Shaftesbury, morally as well as aestherically pleasing.
For Shaftesbury, whose neoplatonism was shared by humanist architects, the har-
mony and proportion of the universe were the bases of beauty, and besuty was
identical with truth and goodness: “what is beautiful 1s harmonions and propor-
tjonable; whar is harmwonious and proportionable 1s true; and what 18 2t vnee boch
beauniful and true is, of consequence, agreeable and good” (“Miscellancous Reflee-
tions” [1711), “Miscellany IIL” in Characreristics, ed. John M. Robertson [London,
1900), 1I, 268-269). In addition, Shaftesbury insisted upon the essential upity of
the outward and the imward (/&id., 270~271), so that to him, as to humanist archi-
tects, the design of a building was a mircor of the spiritual state of the owaer. Thus
when we view buildings and gardens that are ordered and regular, balanced and
harmoniouws, we should infer the moral beauty and strength of their owners,

10 Palladio declared in his Fewr Books of Architecture (nore 5 above) that “afrer
so much time, and after so many ruvins and mutations of empires, there still remain
both in ftaly and out of it, the vestigics of so many of their sumptuocus edifices, by
witch we are able to get at a certain knowledge of the Romran virtue and grandeur,
which perhaps had not otherwisc been believed” (Bk. 3, "Preface™).
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suggest a chaotic, irrational, and degencrate society, one cut off from
the achievements of the past, one without, in the words of Robert
Morris, “THonour and Greatness.” ** The remarks of Morxis, in fact,
who wrotc at length on the moral significance of architecture, may
have provided a specific theoretical basis for Smollett’s satiric use of
architecture in Humphry Clinker. To Morris, “The Decay of the
State and Government of a Kingdom™ may be scen in the “Deeay of
publick Buildings,” and this, he averred, was readily apparent in
eiphteenth-century England. The moral weakness of contemporary
England may be observed in the “deform’d and irregular Composi-
tion,” in the numerous cdifices built in defiance of classical standards,
which were every day being constructed by our “modern Duilders.”
Such buildings, according to Morris, indicate for their inhabitants and
for society generally “an amazing Dulness and Stupidity in our Ac-
tions,” which “argucs our Weakness of Judgment, or our acting in a
dircct opposition to the Dictates of natural Reason . . .” " Buildings,
on the other hand, constructed along classical lines, may be responsihle
for stopping the contemporary decay and resurrecting the virtee of
the ancients. “I shall conclude with my Wishes,” he wrote in a state-
ment that Smollett undoubtedly would have endorsed, “that the Love
of Virtuc may become the Practice of our Nation in general; I mean,
such 2 Virtue as is contain’d in the plain and obvious Rules design’d
by the Practitioners of ancient Architccture, founded upon the Result
of natural Reason . . .7 %

I1

The first object of Bramble’s architccrural attention 1s the Circus
at Bath, It is significant that he should begin with the Circus, for it
was regarded by many as the most notable and famous structare in
that city. Begun in 1754 by John Wood from the unfinished designs
left by his father, and completed in 1764, the Circus was a three-story,

11 Defence (note 6 above), p. 1o. For two recent discussions of the moral use of
classical architecture by eighteenth-century writers, see William A, Gibson, “Three
Principles of Renaissance Architcctural Theary in Pope's Epistle te Burlington,”
Studies in English Literature 1500-1900, XI {(1971), 487-505; Dennis M, Oliver,
“Gibbon's Use of Architecture as Symbol,” Texws Studies in Literature and Lan-
gruage, XIV (1g7:2), 79-92.

12 Defence (note 6 sbiove), pp. g~-10.

12 [bid., p. 97.
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semicircular building which contained thirty-three contiguous resi-
dences. In its houses, which shared a common fagade, were lodged
the rich and powerful who came to Bath, not primarily to benefit
from the waters, but for the opulent balls, the paming tables, and the
midnight fétes. At a time when the city was experiencing a rapid build-
mg program, with structures such as the Royal Crescent and the
buildings on Quecen Squarc arising, the Circus was often copsidered
to be the most claborate and impressive building in Bath, a paragon of
architectural splendor that could scrve as a model for countless other
modern buildings. By beginning his analyses with the Circus, then,
Bramble was doing more than simply depicting a building that he
happened to see on his tour. He was, rather, describing a symbol of
the spirit and achievement of Bath, a building that embodied thc
temper and pride — the Zeitgeist — of the city and the people who
grathered there,

Bramble begins his description of the Circus by criticizing its ap-
pearance 1 terms of the rwo concepts that humanist architects
asserted were essential constituents of beauty or magnificence — pro-
portion and unity of design: “If we consider it in point of magnificence,
the great number of small doors belonging to the separate houses, the
inconsiderable height of the different orders, the affected ornaments
of the architrave, which are both childish and misplaced, and the areas
projecting into the street, surrounded with iron rails, destroy a good
patt of its effect upon the eye . . .”* To the humanist architect, for ;
a structure to be beautiful, its elements — the columns, doors, win-
dows — had to be in precise proportion to onc another and to the
building as a2 whole. Furthermore, the various parts of the building
had to be integrated into the whole so that nothing could be added,
removed, or altered without destroying the sense of oncness or com-
pletencss of the entire structure. Anything that detracted from the
impression of ccherence and unity — elaborate ornaments or excessive
decorations, for instance — was anathema. Palladio, who wrote at
length on the naturc of beauty in architecture, epitomized the humanist
view when he described beauty in terms of proportion and wholeness.
“Braury,” he wrote in Fowur Books of Architecture, “will result from
the form and correspondence of the whole, with respect to the several

14 Tobias Smollett, The Expedition of Humphry Clinker, ¢d. l.ewis Knapp (Ox-
ford; Oxford University Press, 1972), pp. 34-35. All subscquent quotations from
the novel will be from this edition and will be cited by page number in the text,
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parts, of the parts with regard to each other, and of these apain to the
whole; that the structure may appear an entire and compleat body,
wherein each member agrees with the other.” *°

It is evident chat Bramble is displeased with the appearance of the
Circus preciscly because it lacks proportion and unity. In his judg-
ment the “several parts” of the building — the doors and the columns
—are out of proportion “to the whole,” for the doors shauld be
larger and the columns higher in order to be in proportion to the
fagade of the Circus. In addition, the “misplaced” ornaments and the
pattos in front destroy the unity and coherence of the design.® The
failure of the Circus to have a gaod “effect upon the eye” of Bramble,
then, results from the rejection by its architcet of nature as an aesthetic
norm in favor of subjective standards for beauty. Although Wood has
paid lip service to classical forms, perhaps in an effort to capturc the
grandeur of the past through the pseudo-classical fagade of the Circus,
he has succeeded only in creating a fatuous imitation of ancient archi-
tecture, Ultimately, the architceenral failore of the Circus stands as a
testimonial, not only to the cgotism of its creator and the lack of taste
of its admirers, but to the failure of contemporary English society to
re-create the heroism and virtue of the ancients.

If the Circus, when judged by the humanist criteria for beanty, is
found deficient, it is “still more defective,” according to Bramble, “if
we view it in the light of convenience” (35}. There was no archi-

N tectoral principle more important to the humanist architect than con-
venience. The concept meant, in simple terms, that a building must

16 Palladio (note 5 above), Bk. 1, chap. 1. Alberti {note 5 above) offered a sim-
itar definition of beauty: “T shall define Beauty to be a Harmany of all the Parts . . .
fited rogether with such Proportion and Connection, that nothing could be added,
diminished or altered, but for the Worse” {Bk. 6, chap. 2). See also Robert Morris,
Lectures on Architecture. Consisting of Rules Fetnded Upon Harmonick and
Arithmzetical Proportions in Building (London, 1759): “Beauty and Proportion are
inseparable, for which Reason Beauty is always center’d in Proportion, and Propor-
tion is cver beautiful . . " {p. 120). In his Deferce he printed an engraving of a
modern “irregular” building so that the resder could judge its unattractiveness com-
pared to the “geometrical” and proportional beauty of a classically designed building.

16 “Redundancy of Members, Ornaments, and Tress,” averred Morris, “are the
Productions of unthinking Geniuses, Undecorated Plainness . . . in a well propor-
tioned Building will ever please” (Robert Morris, Rural Arehitecture [London,
1750], p. vi}. Isaac Ware, in A4 Complete Rody of Architectire (London, 1756),
divided architects into “the superficial and the judicions,” and asserted that the
former are “always influenced by the omament, the other by the proportion . | .”

(p. r28).
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be useful and practical; it must serve the function for which it was
designed. In its broadest sense, the concept mcluded, in addition to
the design of a building, its relationship with its physical location as
well. Convenience demanded, for instance, that 2 building be con-
structed on a site {or situation) that wonld promotc the health of its
mhabitants, Since moist and noxious air was generally considered
to be mimical to health, 1t became a commonplace among humanist
architects that Jocations exposed to impure or vaporish air must be
avoided at all costs. Albert, for example, echoing the remarks of his
master, Vitruvius, declated anathema sites “svhere there 1s 2 continued
Collection of thick Clouds and stinking Vapours,” or areas exposed
to “gross Winds” which carey “pestiferous” vapors, or “Neighbour-
hoods {rom which any noxicus Particlcs may be brought.” Hc cven
went so far as to theorize that people who breathe pure, dry air will
not only be healthy but will have “better Understandings than those
who breathe a heavy moist one.” In a vaporish chmate, “the Under-
standing can never be clear, the spirits being dampt and stupified . . .
their Minds will never be free from Vexation and Uneasipess.”
Writing under the influtnce of Vitruvius and Alberti, Palladio also
condemned building sites surrounded by damp air. Especially danger-
ous, he argued, was the practice of building too close to mounrains,
for such a situation is “entirely contrary to health; because the earth
being impregnated by the rains that scttle there, seads forth pestiterous
vapours, infecting both the body and mind; the spirits being by them
weaken’d, the joints and nerves emasculated . . 77

Bramblc’s description of the situation of the Circus suggests the
extent to which modcern builders have ignored this vital concept. In-
stead of constructing it, for instance, where it would be free from

17 Ten Books on Architectire (note 5 above), Bk, 1, chaps. 3, 4. In Book I {chaps.
4, 6) of his De Architectura (notc ) abnvc), Vitruvius enjoins architects to select
healthy sites, free Trom moist air, excessive rain, and strong W inds, when construct-
ing an individoal building or an entire city. ‘%mnlar notions may be found through-
out the works of Iinglish humanists: see, for instance, Henry Wotton’s recommenda-
tion at the beginning of his popular T'he Elements of Architecture (Loodon, 1624)
to build near salubrious air and to avoid “foggy noysommnesse” (. 3), as well as
Ware's statement that “Pleasure can never be where there is not health, therefore
such a situation is to be chosen as is not infected with damp or other unwiolesome
vapours . . ." (A Complete Body [note 16 above], p. 95).

I Four Books of Architecture (note 5 above), Bk. 2, chap. 12, Ware expresses
a similar idea in B 2, part 1, chap. 2 (“Of the Air”) in his 4 Complete Bady (note

16 above}, pp. 97-99.
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noist and noxious air, it was placed in a location permecated with
“humid and unwholesome™ air. Instcad of sclecting a sitc where air
would circulate freely, it was built — in defiance of Palladio’s njunc-
tion — too close to 2 hill, with the result that “clonds, formed by the
constant ¢vaporation from the baths and rivers in the bottom, will, in
their ascent this way, be first artracted and detained by the hill that
rises close behind the Circus, and load the air with a perpetual suc-
cession of vapours . . .” (35—-36). Furthermore, when the wind
blows, smoke is “forced down the chimneys, by the gusts of wind
reverberated from the hill behind . . .7 (35).

The concept of convenience was also ignored in designing the
access routes to the Circus, Classical architects stressed that the roads,
streets, and paths that Jead to a building should be broad, straight, and
safe. Shippery or precipitous walks or thoroughfares should be avoided,
as well as building sites which are, in the words of Sir Henry Wotton,
author of the widely read The Elements of Architecture (1624), “of
too steepic and incommodious Aesesse to the trouble both of friends
and familie” ** Furthermore, climatic peculiarities, according to Pal-
ladio, must also be taken into consideration when designing walks or
strects. Porticos, he asserted, should be constructed in inclement areas
so that “the citizens might, under cover, go and do their business,
without being molested by the sun, by the rains and snow . . .7 ¥
The access routes leading to the Circus defy, according to Bramble,
these injunctions. “The only entrance to it,” he tells us, ©. . . 1s s0
difficult, steep, and slippery, that, in wer weather, it must be exceed-
ingly dangerous, both for those that ride in carriages, and thosc that
walk a-foot . .." (35). In the winter walking to the Circus is
especially perilous, for when the precipitous entrance to the building
is covered with snow, “I don’t see how any individual could go cither
up or down, without the most immincnt hazard of broken bones”
(35). In addition to the possibility of causing broken banes, the un-
protected streets will aggravate more serious disorders, for carriages
and chairs are forced to remain from morning to night i the rain,
“till they become so many boxes of wet leather, for the benefit of
the gouty and rheumatic . . .” (35). Bramble’s remedy is not unbke

18P, 4. For a peneral discussion —which greatly influenced seventcenth- and
cighteenth-century British architeets —of the classical criteria for roads, sec Pal-
ladio’s Four Books of Arehitecture (note § above), Bk 3, chap, 1 (*“Of Roads”).

*e ibid., Bk. 3, chap. 2.
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Palladio’s suggestion for the use of porticos. The iron rails in front of
the Circus (“which scem to be of very little use™) should, he avers,
be replaced by arcades which would provide pedestrians with a
“covered walk” and shelter “the poor chairmen and their carriages
from the rain, which is here almost pecpetual” (35).

Ignoring the concept of convenience in selecting a sitc for and in
building access routes to the Circus supgests more than simply a
deviation from a specific principle of classical architecture. Yor the
concept of convenience acknowledged that, in the most fundamental
sense, the purpose of a building is to contribute to man'’s health and
comfort by providing him with shelter from the inclemencies of his
environment. ‘The Circus, as we have seen, makes no such contribu-
tion; in facr, it imperils rather than preserves health. Its deviation
from this architcctural principle, then, calls into question the very
purpose of building. It is a deviation not simply from tradition, but
from reason itself. In its rejection of convenience, the Circus stands
as Smollett’s indictment of Wood and modern architects in general,
as well as the vain and supercilious socicty which allows them to
flourish, a socicty which values appcarance and pretension more than
the health and well-being of its people.

In addition to cmploying classical architectural principles in his
analysis, Bramble draws a dircct compdrison between the Bath Circuos
and onc of the most famous buildings of classical antiquity, the Col-
iscum; “The Circus is a pretty bauble; contrived for shew, and looks
like Vespasian's amphicheatre turned outside in” (34). The reference
to Vespasian’s amphitheatre provides us with a specific structure — not
simply abstract precepts —- for judging the Circus and the socicty that
produced it. Whercas, for instance, the Coliscum was a massive and
majestic edifice, suggestive of the strength of thc Romans, the Circus
is 2 mere “bauble” which reflects the superficiality and ostentation of
contemporary Englishmen. Whereas the Coliscum was an arena where
physically powerful men engaged in life-and-death struggles, the Cir-
cus, its modern equivalent, is the home of fops and coquettes who spend
their time absorbed in petty squabbles and vicious gossip. In a larger
sense, if the Coliscum, along with the other surviving structures of
Rome, is a physical reflection of the virtue and grandeur of the entire
Roman culture, a “virtue and grandenr, which” (in the words of Pal-
ladio) “perhaps had not otherwise been believed,” *! then the Circus

21 Ibid., Bk. 3, “Preface.”
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niay be scen as a reflection of the falure of Hanoverian England to
re-create the spirit and achievement of ancient Rome. The vision of
an Augustan England, cherished by Smollett, that would resemble
and rival the reign of Caesar Augustus has been shattered by fifty-five
years of Hanoverian and Whiggish rule.® The hope cpitomized by
Barton’s remarks when, upon sccing George III, he described him as
“Augustus, in patronizing merit; Titus Vespasian in genceosity; Trajan
in beneficence; and Marcus Aurelius, m philosophy” (96) has turned
to cynicism. Contemporary England, like the Circus, bears only an
inverted relationship to its model; instead of being a new Rome, eigh-
teenth-century England 15 a Rome “turned outside in.”

Immediately after his account of the Circus, Bramble moves on to a
general description of Bath. Applying the samce criteria that he did to
the Circus, he condemns the “want of beauty and proportion™ and the
inconvenicnee of the entire city:

. but the rage of building has Iaid held on such a number of adventurers,
that one sees new houses starting up in cvery out-let and cvery corner of Bath;
contrived without judgment, executed without solidity, and stuck together,
with so little regard to plan and proprety, that the different lines of the new
rows and buildings mterfere with, and intersect one another in every different
angle of conjunction. They Jook like the wreck of streets and squares disjointed
by an carthquake, which hath breken the ground into a varlety of holes and
hillocks; or, as if some Gothic devil had stuffed them altogether in a bag, and
Ieft them to stand hlggledv piggledy, just as chance directed, What sort of a
maonster Bach will become in a few years, with those growmg CXCICSCCNTCs, may
be easily conceived; but the want of beauty and proportion is not the worst
effect of these new mansions; they arc built so slight, with the soft crumbling
stone found in this neighbourhood, that I should never sleep quietly in one of
them . ., and, I am persvaded, that my hind, Roger Williams, or any man of
cqual strengeh, would be able to push his foot through the strongest part of
their walls . . . (36)

Bramble’s description of the streets of Bath in particular — chaotic,
without plan or regularity — recalls the importance humanist architects
gave to properly designed thoroughfares. The greatness of Rome, ac-
cording to Palladio, could be seen not only in her buildings but in her
roads and strects which were so designed “that also in them might be

“2 For 2 discussion of what Byron Gassman calls Smollett’s “dual vision of George
Ill's England,” see his article, * ‘Humphry Clinker’ and the Two Kingdoms of
George IIL” Crizicissn, XV1 (1974), 95108,
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known the grandeur and the magnificence of their minds.” * Palladio’s
standards for a properly designed strect were sinular to his standards
for a properly designed building: it should be beautiful and convenient.
For a street to he beautiful, it must be straight and commodious and
afford the traveler delightful views of beaut{ul houses; for it to be
useful it must be safe, clean, broad, and airy.* The streets of Bath —
unlike the streets of the Romans — obviously will never convince
future generations of the grandeur and magnificence of the minds of
the city’s inhabitants.

The importance Renaissance architects ascribed to designing streets
that were beautiful and useful was reflected as well by Smollett’s con-
tempararies. John Gwynn, for jnstance, who is perhaps best known
to literary students as the man whose plaus for the Blackfriars Bridge
were adamant]y defended by Samuel Johnson, made an impassioned
plea in 1766 for town planners to lay out strcets in an orderly and reg-
ular fashion. Reiterating the sentiments of Wren and Evelyn, who
wanted London’s streets redesigned in 2 more logical fashion after the
great fire of 1666, Gwynn contended that for a city to be “magnifi-
cent” and “conventent’ 1t 18 essential that the “ground-plan” be “com-
posed of right lines, and that the streets intersected each other at right
angles . . .” Acute angles should be avoided at all costs, for “they are
not only disagreeable to the sight, but constantly waste the ground
and spoil the buildings. . .”* In his opinion, there should be at lcast
three major thoroughfares running across London with other major
arteries intersecting them “at right angles.” London, however, be-
cause of “tasteless builders” and selfish property owners, has grown,
like Bath, without plan or regularicy unti} it is now, in a passage that
resembles Bramble’s description of the streets and houses of Bath,
“nothing more than a confused heap, an irregular, slovenly, ill-digested
composition, of all that is absurd and upgraceful; that its principal
avenues are narrow and crooked, that the greatest part of the crawl
is composed of blind alleys and narrow unconnected passages, equally
inconvenient and unwholsome, that some of its houscs are suffcred to
project before the others . . .”* Resolute action, according to

23 Four Books (note 5 above), Bl. 3, “Preface.”

24 Ibid., Bk. 3, chaps. 1, 2.

25 John Gwynn, London and Wessminster Improved (London, 1766}, p. 6.

26 1bid., pp. 5, 7. Gwynn's explanations for London’s rapid expansion in popula-

tion also bear a similarity to Bramble’s: the “migration of foreigners” (p. 16); the
inflox of the nowwvean riche (p. 17); and people deserting “their native homes and
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Gwynn, must be taken immediately, for architecturc, he avers, is the
cornerstone of all the arts and an index to the refinement and taste of
the public.® In the context, then, of Gwynn’s and Palladio’s work,
it 1s likely that Smollett’s readers would have scen the bizarre design
of the strects of Bath as a rejection of classical architectural principles
as well as symptomatic of thc moral and acsthetic decline of con-
temporary society,

Immediately after describing the buildings and streets of Dath,
Bramblc provides us with an explanation of the causes for the city’s
architectural blight:

All these absurdities arisc from the general tide of luxury, which hath over-
spread the nation, and swept away all, even the very dregs of the people. Every
upstart of fortune, harnessed in the trappings of the mode, presents himself at
Bath, as in the very focus of observation — Clerks and factors from the Fast
Indics, loaded with the spoil of plundered pravinees; planters, negro-drivers,
and hucksters, from our Amcrican plantations, enriched they know not how;
agents, commissaries, and contractors, who have fattened . . ., usurers, brokers,
and jobbers of every kind; men of low birth, and no breeding, have found them-
selves suddenly translated into a state of affluence unknown to former ages . . .
all of them hurry to Bath, because here, without any further qualification, they
can mingie with the princes and nobles of the land. (36-37)

The lack of ordcr and regularity in the plan of the city, the disarray
of the buildings, the absence of intersecting streets at clearly defined
intervals may be seen, then, not simply as examples of local color, but
as metaphors for a chaotic and confused society, one without social
stratification, class distinction, or 2 sense of hicrarchy, a society which,
like its buildings and strects, is “higgledy piggledy.” The general sense
of architcctural grotecsquencss may be seen as a physical representation
of the moral and spiritual grotesqueness that permeatces the city, while
the weakness and impermancnce of the buildings suggest, as they do
in Hogartl’s Giz Lane, a socicty that has no future, a society that
stands on the brink of apocalyptic deom. Bath has become d worshipper
of the “Gothic devil” instead of the Divine Architect.

Bramble intersperses his Jetters from London, as he did from Bath,
with frequent architectural references, some of them at least partially
complimentary. He applauds, for instance, the Bridge at Blackfriars,

quitting their innocent country retreats for the sake of tasting the pleasures of rthis

great city . 7 (p. 16),
2T 1bid., pp. 1, 1112,
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judgmg it —in terms of humanist architecture — to be a work of
“magnificence and utility.” Immediately, however, hc undercuts his
tribute to the people of the city by expressing his surprisc and “wonder”
at “how they stumbled upon” such a structure (87), implying that the
bridge was the result of a fortuitous accident rather than conscious
planning. He also ﬁnds the streets of London — ]udged according to
Palladio’s criteria — “spacious, regular, and airy™; but this too is
subverted by his description of the city in genelal as overcrowded
and unplanned, “an overgrown monster” with a “dropsical head”
(87).

Lcss ambivalent 1s his treatment of the buildings and gardens of
Vauxhall, It is little wonder that Bramble should sclect Vauxhall for
his most acrimonious, as well as his most lengthy and detailed, analysis
of a London structure, for since its reopening in 1732 under the owner-
ship of Thomas Tyers, it had became the most claborate and popular
recreational area in London. In fact, with its semicircular colonnadcs,
dining pavilions, porticos, rotundas, trinmphal arches, pillars, statues,
paintcd perspectives, imitation ruins, tree-lined walks, and Temple of
Neptune, it was probably the most frequently visited, written about,
and talked about public place in the entire city. By attacking it,
Bramble — and Smollett — was attacking a complex that reflected
the tastc and manncrs, sophistication and cultivation of contemporary
London.

Bramble begins his criticism of Vauxhall by cxprcssing the tradi-
tional humanist displeasure at excessive ornamentation and lack of
unity: “Vauxhall is a composition of baubles, overcharged with paltry
ornaments, ill conceived, and poorly cxecuted; without any unity o
design . . .7 (8¢). IHumanist architects insisted, as we have seen,
upen completeness and oneness in their designs. While they did not
oppose ornamentation (or mild diversity), they demanded that it be
subordinated to the total design or controlling theme, As the various
elements of the human body are subordinated and unified, according
to Henry W otton, so must be the various elements of any structure:
“Pach side, agreemg with the other, both in the number, in the
qualitic, and in the measure of the Parts.” * Ironically, although
Vauxhall Jacks tasteful and appropriatc decorations as well as a unified
design, it docs support the humanist contention that a structure should
be a reflection of the people who use it, for Bramble avers that there

28 Wotton (note 17 above), p. 2.
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15 a general lack of “taste and decorum” among the visitors to the area,
as well as an absence of social or class unity among them. They are,
according to him, a disagrccable mob who crowd together in the damp
and insalubrious night air to hear songs that are inaudible to half their
number; they are “possessed by a spirit, more absurd and pernicious
than any thing we meet with in the precincts of Bedlam™ (89},

Bramble next criticizes Vauxhall for its uniqueness and oddness, for
its generally bizarre appearance:

It 35 an unnatural assembly of ebjects, fantastically jlluminated in broken masses;
seemingly contrived to dazzle the eyes and divert the imagination of the vul-
gar — Here a wooden Jion, there a stone statute; in one place, a range of things
like coffce-house hoxes, covered a-top; in another, a parcel of ale-house benches;
in a third, a puppet-shexwr representation of a tin cascade; in a fourth, a gloomy
cave of a circular form, like a sepulchral vault half lighted; in a fifth, a scanty
slip of grass-plat, that would not afford pasture sufficient for an ass’s colt. (89)

His description, while implying that Vauxhall fails to cmbody the
order and logic of the natural world, would have also been understood
by contemporary readers as reflecting the specific and well-known
humanist prejudice against acchirectural “Novelty and Singleness.” #
To humanist architects, as to humauist writers such as Pope and
Johnson, the novel and singular in art produce works which are
modish and transitory, appealing to a limited audience for a limited
time. Such works are the product, not of reason, but of an unbridled
and uncontrolled imagination. It was theorized by Smollett’s con-
temporarics that novelty and singleness in architecture was first in-
troduced into Western society by the Goths and Vandals. John
Gwynn, for instance, in The Art of Architecture (1742), a poem
which consists of brief summaries of the major precepts of humanist
architecture, asserted that

The Gorss first introduc’d the frantick Way
Of forming Apes, or Monsters, wild as they
Because the Tumult, fond of Tricks and Apes,
Lov'd such Variety, and anticlc Shapes.?®

20 Marris, Defence {note 6 above), pp. zo0, 28. Colin Campbell, a lcading expo-
nent of classical architecture, also criticized in his Vitravins Britannicus (London,
1717—25) the “absurd Novelties [of modem architects], so contrary to those ex-
cellent Precepts in Vitrawizns, and so repugnant to those admirable Remains the

Antients have left us” (11, 2). _
30 London, tpt. in Augustan Reprint Socicty, no. 144, ed. William A, Gibson

(Los Angeles: University of California Press, 1970), pp. 24-25.
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To Gwynn the Jegacy of the Goths may be seen among our “Moedern
Foors” who, “Renouncing all the Rules the Ronaxs had,” build
bizarrc and rtasteless structures.® Gwynn’s opinion was sharcd by
Morris, who averred that classical architccture was initially subverted
by the Goths and Vandals, and that their grotesque creations “but too
much resemble the unhappy Practices of our present Enemies to the
Rules of the Ancients.” ** By viewing Vauxhall, then, in the context
of these historical atritudes, contemporary readers would have been
reminded, as they were with the Circus, of the degeneration of modern
society from the classical ideal. Vauxhall would have been seen as a
modern counterpart of the “frantick” creations of the Goths, built
and inhabited by contemporary barbarians whose taste and manners
arc no better than those of the hordes swho invaded Rome.

In addition to implying that Vauxhall is comparable to the absurd
and irregular creations of the Goths and Vandals, Bramble also de-
scribes the pleasure gardens in a manner that suggests an analogy
between the physical structure and the society that visits it. The
absence of “propriety of disposition” (the lack of proper arrangement
of the parts), for mstance, and the description {quoted above) of the
grounds as a type of grotesque architectural great chain of being may
be seen as the physical equivalent of the social chaos of contemporary
London — the unnatural blending of classes and professions, the lack
of hierarchy — that so disturbed Bramblc as well as Smollett. “In
short,” writcs Bramble immediately before his remarks on Vauxhall,
“there is no distinction or subordination left — The different depart-
ments of life are jumbled together — The hod-carrier, the low me-
chanic, the tapster, the publican, the shop-keeper, the pettifogger,
the citizen, and courtier, alf tread npon the kibes of one another . . .
they arc scen every where, rambling, riding, rolling, rushing, justling,
mixing, bouncing, cracking, and crashing in one vile ferment of
stupidity and corruption” (88). Furthermore, the primacy given to
the imagination rather than the reason (Vauxhall is “scemingly con-
trived to dazzle the eyes and divert the imagination of the vulgar”
[8¢]) suggests the inversion of the proper hierarchy in human natarc
as well as in art. The imagination’s gaining ascendancy over the
rcason, it should be remembered, was thought in the eightcenth cen-
tury to result in madness. Vauxhall, in its Jack of ratienal design and

8L Ibid., p. 20.
32 Robert Mortis, Defence (note 6 shove), p. iv. See also pp. 11, 21,
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in its imaginative excesses, thus becomes for Bramble (and Smollett)
the cmbodiment of the madness of contemporary London, a London
in which everyone appears “impelled by some disorder of the brain”
(88).

Although much of Bramble’s attack is contained in his commentary
on the architecture of Bath and London, his satiric use of architecture
18 not confined to those two cities. In a letter from Scarborough, for
mstance, he makes a lengthy pause in his description of the city to
remark on the failure of British architcets to adapt their designs to
suit the characteristics of the British climate. T.ord Burlington, who
was Instrumental in introducing the designs of Palladio to eighteenth-
century England, recognized the nced to modify designs employed
in hot, dry climates for the rigors of the cold, damp air of his native
country. Thus the porticos gencrally found on each side of a Pal-
ladian bmldlng were reduced by him ar Chiswick House to a single
portico in front, for while four porticos may be necessary to catch the
breezes in warm Italian summers, they would provide toe much
ventilation for the finglish climate. Furthermore, he added a greater
number of chimneys, which, while not enhancing the appearance of
a building, were necessary to provide the inhabitants in a colder climate
with warmth. In the context, then, of the theory and. practice of
classical architccts of making the plan — even the building materials **
— of a structurc conform to the Jocale, Bramble criticizes the use by
British architcets of the (Gothic—or what he calls “Saracen” —
design in English churches. Gothic or Saracen buildings, such as the
Minster at York — “vast, narrow, dark, and lofty” — arc appropriate
to the hot and dry climates of Africa and Spain, according to Bramble,
but “nothing could be more preposterous, than to imitate such 2 mode
of architecture in a country like England, where the climate is cold,
aud the air eternally loaded with vapours; and where, of consequence,
the builder’s intention should be to keep the people dry and warm™
(180). Bramble’s remarks an sacred architecture, then, alert the reader
that not only 1s the new cvangelicalism — as scen in Clinker’s Mcthod-
1sm — threatening religion, but ignorant architects are as well, for by

¥ \Ware, for instance, insisted that red bricks were not appropriate to the English
climate: “in summer,” he wrote, “it has an appearance of heat that is very disapree-
able: for this reason it is most improper in the country™ (A Complete Body [note
16 above], p. 61). The use of red bricks, it should be added, which doring Queen

Anne’s reign had been the faverite building marerial for Londen structures, did in
fact decline in favor of gray and yellow bricks by mid-century.
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attending churches such as the Minster at York or the Abbey church
at Bath one may, paradoxically, lose his life while trying to save his
sonl. Sacred architecture, which Vitruvius valued as the cornerstone
of any society, has become a subversive clement in English society.

In addition to attacking English socicty through his lengthy and
detailed architectural analyses, Bramble often provides us with the
means to evaluate contemporary society in his bricfer references to
architcctural matters, He frequently complains, for instance, of the
cramped, restricted rooms he is torced to stay in on his trip and of the
pernicious effect they have on his health. Tn London, it will be recalled,
he laments that he is “pent up in {rowzy lodgings, where there is not

room enough to swing a cat” (11g9). The first topic he talks about
after arriving at the inn at Harrogatc is the small rooms; he complains
that lodgers are “obliged to put up with dirty holes, where there is

neither space, air, nor convenicnce,” while his own apartment “is
about ten feet square; and when the folding bed is down, therc is just
room sufficient to pass between it and the fire” (163). In each case —
at London and Harrogate — his description of his lodgings is followed
immediately by complaints about his declining health,

While thc rooms that Bramble describes would have reminded the
reader of the failurc of contemporary Iingland to follow the architec-
tural pracrices of the past,” they also have 2 metaphoric function in
the novel. Small rooms may be seen as symbolic of a socicty grown
too large, too flooded with people, to be able to accommodate them.
The rapid cxpansion in urban population has caused a corresponding
shrinkage of the spacc available for an individual to be by himself.
Bramble’s rooms, then, which should be a refuge from this over-

_crowding, become instead an architectural prison which mposes on
him the same type of restriction and threats to his health that he seeks
to escape. ‘T here is, in fact, no asylum, no sanctuary, in contemporary
England.

Although Bramble’s most famous and meost detailed analyses deal
with the architecture of England, he continucs to cvaluate buildings
and citics in terms of classical architecture on his journcy through

3¢ Bramble’s remarks are in keeping with the pliilosnphy of classical architects,
who emphasized that rooms should be commodious and conducive ta good health.
Wotton, for example, who endorsed Vitruvius' love of “Luminous rooms,” re-
iterated the potion that rooms should be airy and “spiritous” (The Elenments [note

17 above], p. 68), while Colin Campbell praised “spacious and coavenient” rooms
throughout his Vitruvius Britaumicus (note 29 above), e.g., 1, 8. 103 11, 5, 7.
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Scotland, He finds, however, that in Scotland the principles of classical
architecture have for the most part been observed. He remarks, for
instance, that most of the ancestral mansions that he passcs have been
built on a proper sitvation, and pive the impression of beauty and
magnificence, while not sacrificing utility. The citics, too — cspe-
cially Edinburgh and Glasgow — refiect the ideas of beauty and order
valued by classical architects from Vitruvius through the cighteenth
century. By conforming to the basic principles of humanist architec-
ture, then, the buildings and cities of Scotland suggest a virtuous and
moral peoplc who bave not, unlike the South Britons, allowed their
pride and vanity to obscure the value of tradition and the wisdom of
the past.

Since as a satirist Smollett is more concerned with delineating the
general moral decay of England — the baleful effects of luxury, the
ugly displays of vamity and pride, the disintegration of the great chain
of being — than he is with establishing Scotland as an unequivocal
ideal, it should not be surprising to find that his observations on the
architectural achievements of the Scots are not as elaborate and com-
prehensive as his descriptions of English architecture. In fact, many
of his most complimentary remarcks about Scottish buildings are brief
references which lack development or specific details. He writes, for
instance, that from Dunbar to Edinburgh “there is 2 continual suc-
cession of fine scats, belonging to noblemen and gentlemen; and as
cach js surrounded by its own parks and plantation, they produce a
very pleasing effect . . 7 (216). He finds that Fifc “exhibits a
surprising number of fine seats, elegantly built, and magnificently
furnished. There is an incredible number of noble houses in every
part of Scotland that I have seen. — Dalkeith, Pinkie, Yester, and lord
Hopton’s, all of them within four or five miles of Lidinburgh, are
princely palaces, in every cone of which a sovercign might reside at s
case”’ (234). He tersely describes Hamilton as “a noble palace, mag-
nificently {urnished” (269), while he despairs of being able to capture
the beauty of the Castle of Drumlanrig for his correspondent: “I shall
not pretend to enter into a description of this palace, which is really
an instance of the sublime in magniﬁccnce, as well as in situation, and
puts onc in mind of the beautiful city of Palmyra, rising like a vision
in the midst of the wilderness” (270). Despite the brevity of thesc
and other references, however, their cumulative effect is to inspire the
admiration and respect of the reader, for through these allusions 1s
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suggested the presence of a noble and aristocratic people whose spirit
and vitality, whose sense of distinction and grandeur, are no less visible
and permanent than the buildings which they have created and inhabic.

Bramble’s favorable impression of Scottish architccture is not con-
fined to rural seats, but extends, as I have suggested, to Scottish cities
as well. He commends, for instance, the beauty of Edinburgh’s build-
ings, and, although he 15 less than enthusiastic about its sitvation, he
insists to Dr. Lewis that the city’s general “air of magnificence com-
mands . . . respect.”” He praises the castle that dominaies the city
as “an instance of the sublime in scite and architccrure” (233). The
palace of Holyrood-house is, he avers, “a jewel in architecture™ despite
its low situatton which, he adds, 1s 1n no way the fault of the “ingenious
architect” who built it (233). In addition to these magnificent edifices,
the city boasts of “divers Iittle elegant squarcs” on its south side, while
the improvements that arc being undertaken in the north sector “will
add greatly to the beauty and convenience of this capital” {234). For
Brambie as for the reader, the grandeur and utlllt)7 of Edinburgh’s
architecture is an appropriate counterp'1rt to a city whose vitality and
fame as a center of learning allowed it to be called the Athens of the
North.

While Bramble is favorably impressed with Edinburgh, it is in his
description of Glasgow that we arc presented with a city that appears
to be the architectural ideal of the entire journey. His initial remarks
on Glasgow suggest the extent to which the city reflects the precepts
of classical architecture, as well as the extent to which i¢ differs from
the English citics that he visited: “In short, it is a perfect bee-hive in
point of industry. It stands partly on a gentle declivity; but the
greatest part of it is in a plain, watered by the river Clyde. The streets
are straight, open, airy, and well paved; and the houses lofty and well
built of hewn stone. At the upper end of the town, there is a venerable
cathedral . . . the college [is] a respectable pile of building . . .7
(246). Instead, then, of the precipitons dechvity which made the
streets of Durham almost impassable,®® we have here a city built, as
Vitruvius advised, on a freely accessible site. The narrow, tortuous,
and unpleasant streets of Bath and Durham have been replaced by

35 “The city of Durham appears like a confused heap of stones and brick, ac-
comulated so as to cover a mountain, round which a river winds its hrawling course.
The streets are generally narrow, dark, and unpleasant, and many of them almost
impassable in consequence of their declivity. The cathedral is a huge gloomy pile

O {p. 202).

Harvard University - Houghton Library / Harvard University. Harvard Library bulletin. Cambridge, Mass., Harvard University Library. Volume XXVII, Number 1
(January 1979)



108 Harvard Library Bulletin

streets that Palladio himself would find agreeable. Unlike the houses
of Bath, which Bramble insisted were so flimsy that his hind could
put his foot through their walls, the dwellings here are “lofty” and
built of stone. Instead of the architecturally inappropriate churches at
York and Bath or the “hugc gloomy pile” where peaple sworship at
Durham, the cathedral at Glasgow is “venerable.” Finally, the “con-
fused heap of stones and bricks” that affronted Bramble at Durham
is here a “respectable pile of building.” In short, virtually every de-
tail cited by Bramble in this Scottish city is the antithesis of what he
found in England
Unlike Bath and London, which, according to Bramble, resemble
grotesgue organisms — 2 “monster” with “growing excresences” (36)
and an “ovcrgrown monster” (87), respectively — Glasgow 1s de-
scribed as a “bee-hive” of industry, a metaphor which conveys pre-
eminently the idea of order. As a bechive, Glasgow is nat simply a
place of great activity, but a city of ordered, systematic, and regulated
activity. In a larger sense, the mctaphor also implies a structural order,
for a beehive is composed of symmetrical units harmoniously arranged
in a total design that is logical and functional. It is an example of
architectural principles found in the natural world which have been
ignored, instead of imitated, by modern builders in England. Further-
more, as a social structurc built upon the principle of hicrarchy, a
beehive embodies the idea of stratification or subordination — an
entomological great chain of being — that Bramble failed to find in
Bath and London. By comparing Glasgow to a beehive, then, he is
able to imply that the Scottish city reflects architecturally and socially
the order and harmony missing in the major cities of England.
Although Bramble generally approves of Scottish architecture, he
also makes a number of negative observations. These faults are often
atteibuted by him, however, not to vanity, bad taste, or gencral moral
decay, as with the Circus and Vauxhall, but to the economic problems
of Scotland. One instance of this may be found in his description of
High Street in Edinburgh, He favorably evaluates — using criteria
that appear in the scction of Palladio’s work dealing with town plan-

3¢ Smollett, who thought that “The people of the city (of Glasgow) are re-
markable for their industry, their commercial spirit, their punctual observance of
the presbyterian discipline,” asserted in The Present State of Al Nations (London,
1768-6¢) that “in a word Glasgow is the most beautiful town of Great Britain™ (11,
106, 104),
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ning — the mile-long stretch of the street that runs from the lower
part of the city to the castle that stands overlooking Edinburgh:
“Considering its fine pavement, its width, and the lofty houses on
cach side, this would be undoubtedly one of the noblest strcets in
Europe” (z17). He quickly adds, however, that the beauty and con-
venience of the street is marred by a row of commercial shops called
the Lucken Booths, “an ugly mass of mean buildings,” which has
“thrust itsclf . . . into the middle of the way” {(217). The intrusion
of the Lucken Booths into an otherwise desirable strecet may be seen
as an architectural manifestation of a dilemma Smollett saw Scotland
facing. The desite for economic gain (as scen in the Lucken Booths),
the “spirit of industry” that Smollett declared in The Present State of
All Nations to be necessary for Scotland’s prosperity,* is concomit-
antly threatening to destroy the traditional beauty — both physical
and moral — of the country. The very force that can raise the
Scottish standard of living can also undermine its ancient values: “a
glut of wealth,” as Lismahago observes in a statement with which
Smollctt would have been in sympathy, “brings along with it a glat
of cvils: it brings false taste, false appetite, false wants, profusion,
venality, contempt of order, engendering a spirit of licentiousness,
insolence, and faction, that keeps the community in continual ferment,
and in time destroys all the distinctions of civil society; so that uni-
versal anarchy and uproar must ensuc” (280). Lismahago’s solution
— which reflects a moderate and reasonable position — is as applicable
to architecture as it 15 to economics. Commerce must be “restrained”
and controlled by “proper regulations,” not allowed, like its physical
expression in the Lucken Booths, to grow without plan or dircction
and destroy the native beauty of the country.

Bramble’s disapproval of the landscape architecture in Scotland may
also be seen as a manifestation of an cconomic — rather than a moral
— problem. The gardens and parks, he tells us, “are not comparable
to those of England . . . The pleasure-grounds are, in my opinion,
not so well laid out according to the geniwus loci; nor are the lawns,
and walks, and hedges kept in such delicate order” (234). The rigid
arrangement of trees also displeases him. In his indictment of Scottish
landscape architecture, however, he also gives the reason for its in-
feriority to English landscape design: “almost all the gardeners of
South-Britain were natives of Scotland.” The migration of talented

31 Ihid., 11, 23.
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gardeners from Scotland to England is part of a larger problem that
Bramble described in his discussion of Anglo-Scottish relations with
Lismahago. Poor economic conditions and Jack of opportunities have
caused a migration of the most gifted Scots — those, both Bramble
and Lismahago agree, who are “remarkably sober, orderly, and in-
dustrions” — to England where their “industry, ceconomy, and cir-
cumspection” have allowed them to amass large fortunes. Since,
according to Lismabago, it is a “hackncyed maxim” that “a supply
of industrious people is a supply of wealth” to a nation, the migration
sauthward has enriched England while reducing Scotland’s ability to
improve its economic climate and thus to halt the flow. The south-
ward migration of gardeners, then, suggests that with people as with
“the produce of our lands, and all the profits of our trade . . . the
exchange between the two kingdoms is always against Scotland” (278).

Upon re-entering England, Bramble employs an architectural con-
cept to describe the first place where he is confronted with moral
calpability — the Baynard cstate. The vanity, egotism, and pride of
Mrs. Baynard are portrayed by him largely in terms of her rejection
of the precept of convenience, a precept stressed in their descriptions
of country estates by poets as well as by architects.® Instead, for in-
stance, of designing the grounds of the estate so that they would
provide her family with food, protection from the weather, and a
place for contemplation, her plans have rendered them totally uscless.
The garden, which was once “well stocked with the best fruit which
Iingland could produce,” has been devastated so that “there is not
now the least vestige remaining of trees . . . Nothing appears but a
naked circus of Joose sand . . ."” (286). Trees and walls which had
formerly acted as a wind screen have been torn down so that her
family is now exposed to the east wind and its attendant melancholia.
Tall oaks that had once given needed shade have becn cut, while a
stone gallery which furnished the inhabitants with a tranquil place
for meditation has been replaced by “a screen of modern architccture.”
Nor is the interior of the house any more functional. The parlor, we
are told, is so “fine and delicate, that in all appearance it was designed

3% [n Jonson's “To Penshurst,” Carew’s “To my friend G.N. from Wrest” and
“To Saxham,” Herrick's “A Panegerick to Sir Lewis Pemberton,” and NMarvell’s
“Upon Appleton House,” for instance, the poet emphasizes rhat the grounds of an
estate must be useful, capable of supplying the residents with all the nccessities of

life from food to mental relaxation, while the house itself must be conveniently con-
structed so that the social obligations of the owner may be met.
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to be seen only, not inhabited. The chairs and couches were carved,
gilt, and covered with rich damask, so smooth and slick, that chey
looked as if they had never been sat upon. There was no carpet on the
floor; but the boards were rubbed and waxed in such a manpner, that
we could not walk, but were obliged to slide along them . . .7 (290).
Instead, then, of designing a residence like Burlingron’s Chiswick
House, where the modesty, dignity, and good “Sense™ of the owner
may bhe seen in the priority given to convenience — “ "Tis Use alone,”
Pope tells us, “‘that sanctifics I'xpence” * — the Baynard estate reflects
the ostentation, pride, and foolishness of the Timon-like “builder
{who] spent/ More cost in outward gay Iimbcllishmeot,/ Then reall
use . ” a0

If the Baynard estate fails to conform to the precept of convenience,
it also fails to cmbody the social obligations traditionally associated
with country houscs. Unlike, {or instance, the estate of Wrest and
the home of Saxham, cclcbratcd by Carew, the Baynard residence is
not a “house for hospitalitic” or a havcn for the “wcary Pilgrim,” ™
but 1s rather a “temple of cold rcccptlon at which thc visitor, Brambile,
is offered as a sacrifice to the “inhospitable powers.”” Unlike country
houses where the staff reflects the gencrosity and hospitality of the
owners, so that there is no “currish Waiter to affright,” no porter
“who strikes” or who stands “at the doore/ T'examine, or keep back
the poore,” ** the servants at the Baynard residence literally and
figuratively close the gates of the estate to Bramble. They accost him,
we are told, with “no civility” and keep him waiting a “considerabic

90 Alexander Pope, “Epistle IV, To Richard Boyle, Earl of Burlingron,” Il 159-
180, The Poems of Alexander Pope, ed. John Butt {(New Haven: Yale University
Press, 1966), p. 599.

0 Thomas Carew, “To my friend G.N. from Wrest,” 1l. 53-55, The Poewrs of
Thowmas Carew, ed. Rhodes Dunlap (Oxford: Clarendon Press, 1949), p. 87. After
examining the major country-house poems ol the seventeenth century, as well as
Pope’s “Vpistle to Budingten,” G. R. Hibbard concludes that *, , . the right and
proper end of building is use, not show; and that the proper aim of the individual
should be the subordination of himself to the service of the community, not exploita-
tion of the community for his own personal ends"—“The Country House Pocm of
the Scventeenth Cenrury,” Jonrnal of the Warburg and Cornrtauld Institztes, XIX
(1956}, 174,

41 *To my friend G.N. from Wrest,” |, 24, “To Saxhaw,” 1. 38, Carew, ap. cit.
(note 40), pp. 87, 28.

12 Roliert Herrick, “A Pancgerick to Sir Lewis Pemberton™ 1L 47, 18, The
Poejical Works of Robert Herrick, ed. T, W, Moorman {Oxford; Clarendon Press,
i915), pp- 146-147; “To Saxham,” Il, g49-50, Carew, op. cit. (note 40}, p. 28.
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rime in the coach” before telling him that the Baynards arc not avail-
able. After entering the house, the valetudinarian is kept waiting an

~additional half-hour before either Baynard appears, Unlike Wrest,
where “No sumpturous Chimney-peece of shining stone/ Invites’the
strangers eye to gazc upon/ . . . but clearc/ And cheerefull flames,
cherish and warme him here,” * the “stove” of the Baynards provides
no warmth or comfort to the visitor: “it was too bright and polished to
be polluted with sca-coal, or stained by the smoke of any gross ma-
terial fire” (290). Instead, then, of ecmbodying the traditional idcals
of a country home —an edenic dwelling infused with the spirit of
hospitality and altruism, administered by a virtuous man marricd to
an cqually virtuous woman * — the Baynard house is a wicked and
pernicious place, inhabited by a vainglorious woman, a neurotic son,
and a man who has become physically ill from the general moral
decay,

In a sense, with Bramble’s depiction of the Baynard estate we have
come full circle, for the estatc crcated by Mrs, Baynard seems
spiritually akin to the architectural and social disorder of Bath and
London. The vanity and pretension, the egotism and presumption,
of the nouvean riche — those social nterlopers who, according to
Bramble, have little regaid for propricty or the wisdom and practices
of the past — that are partially responsible {or the physical and social
chaos of Bath and London have been transferred by Mrs, Baynard to
the country.*® Unlike the “fallen” citics of England, however, the
Baynard estate is restored to order through the intercession of Brambie,
whose pragmatic suggestions transform the cstate to its former con-
dition. By being brought into conformity with the Augustan ideal
of a rural retreat, the Baynard cstate hecomes, like jts urban counter-
part, Glasgow, an emblem for the ordered and moral socicty valued
Ly Bramble and his creator,

It 15 evident, then, that Bramble’s architectural obscrvations arc

12 “To my friend G.N. from Wrest,” JI. 2528, ibid, p. 87

2 For a discussion of the relationship berween the ideals of a country houvse and

the myth of the golden age, see William Alexander McClung, The Country IHouse
in Euglish Renaissance Poetry (Berkeley: University of California Press, 1977),
esp. Pp. 717

%5 “Criricism of corrupted rural existence is,” in Humphry Clinker as well as In
the novels of Richardson and Fielding, according to David Evans, “centered pri-
marily around the passivity, extravagance and usclessness which make the life of
the gentry analogous to city life under the ‘tide of luxury’ "—“ ‘Humphry Clinker’:
Smollew’s Tempered Augustanism,” Criticisarn, IX (1067), 258.
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not supcrfinous ornaments gratuitously added by Smollett to.provide
the novel with local color or a heightened sense of realism, but are
instead central to the author’s satiric vision. By allowing Bramble to
evaluate and condemn structurcs in terms of a theory of architecture
employed by the ancient Grecks and Romans, a theory which con-
ceived of buildings as having moral as well as physical dimensions,
Smollett has complemented his verbal indictment of contemporary
IEngland, as did Dryden and Pope, with graphic symbols of a world
in decline, Although Scottish architecture, and the morality 1t em-
bodies, 15 seen as superior to England’s, Bramblc’s architectural an-
alyses provide the reader with a contrast not primarily between
England and Scotland, or, for that matter, between the urban and the
rural, but rather between the old and the new, between the heroism
and virtue of the past and the foolishness and vice of the present. In
the rejection of classical architectural practices, onc may perceive the
failure of [Hanoverian England to reconstruct a socicty modeled after
the idcals of Augustan Rome. Appropriately enough, Bramble, who
cxpressed his desire — and doubtless Smollett’s — to be like “Hogarth
in these dull and degenerate times,” has in fact succeeded in imitating
the work of the pictorial satirist, for he has through his architectural
commentary condemned contemporary socicty, not mercly in words,
but in visible metaphors,
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number of years Bibliographer in the Harvard College Library.
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sues of the Harvakp Library BuLLeTiN, is Curator of Printiog and Graphic Arts
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of Printing and Graphic Arts in 1938 and headed it until his retirement in 1g68.
“Philip Hofer, Scholar-Colicctor,” by Peter A. Wick, appeared in the July
1968 issne of the BuLLeTiN,

Jobn F. Sena, Associatc Professor of English at Ohio Statc University, wrote
“The English Malady: The Idea of Melancholy from 1700 to 1760" as his dis-
sertation at Princeton, and his other writings include 4 Bibliography of Melun-
choly fromr 1700 te 1760 {London: Nether Press, 1970).

Joseph Sendry is Associate Professor of English at The Catholic University of
America, where he is also Chairman of the Department of English and ol the
University Libirary Committee. His Harvard dissertation (1963} was on Tenny-
sot, and he has contributed artickes on the Iz Afezorignr manuscripts to the
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I'RRATA

SEvERAL woORDS were transcribed incorrectly in the article on Bonfils in the
Qctober issue, The correct rcadings (pages and lines indicated in parenthescs)
are: (448:19) costinresy (qqy:23) velienr; (450:0) Syrie-Palestiney (451:38 &
469:36) Lstampes; (457:9) Cie., Rue; (458:8) renforcé.
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