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The Architect’s Knowledge: Imagining the Profession’s Historical Body, 1797-1883 

 
Abstract 

 
To be a professional suggests that one authoritatively possesses a particular expertise and 

knows how to rightly use it. This dissertation explores architects’ intellectual and institutional 

quest in the Early American Republic to define the knowledge of architecture’s own history as a 

framework for the profession’s expertise and a way to delimit membership in the profession’s 

body. Through examinations of the first sustained attempts at writing and lecturing on 

architecture in cities along the Atlantic Coast, I show how the efforts to ground the profession in 

a recursive knowledge of its own past deeply intertwined architecture with institutional and 

intellectual issues of class, religion, and race. In particular, I argue that a Protestant ethno-

nationalism informed the American architectural profession at its start. Situating building in the 

newly created American Republic as part of a unified and progressive world-historical narrative, 

the first theorists of architecture in the United States understood architectural practice to be a tool 

of statecraft and racecraft that had global implications. Looking at the teachings of Thomas U. 

Walter and the writings of Louisa C. Tuthill, I examine how a combination of Protestantism, 

Republican political philosophy, Scottish Enlightenment epistemology, and the aesthetics of 

associationist environmentalism were enlisted to shape the knowledge of architecture’s history. 

Professional architecture founded its orientation and expertise in the charge to imagine the 

United States as a classically- and divinely-directed nation, whose story was wrapped up in a 

grand narrative of the origins and purposes of humanity directed by millennial, eschatological 

hope. 
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 Introduction. The Architect’s Body 

Western civilization is often, when boiled down, a pageant of white 
heterosexual masculinity firmly in tune with progress. Other 
bodies are affected, but they are rarely agents. 

Michelle Wright, Physics of Blackness, 20151 

Progress is the life blood of architecture. 

Thomas Ustick Walter, AIA Presidential Address, August 29, 
18832 

 

 

Figure 1. 1883 AIA Convention Members from Proceedings of the Seventeenth 
Annual Convention of the American Institute of Architects (1884). 

It’s a line drawing of a photograph taken at 9:30 AM on Thursday, August 30, 1883 in 

front of the side entrance to the First Baptist Meetinghouse in Providence, Rhode Island. In 

addition to the steps themselves, twenty-eight numbered bodies are delineated, compositionally 

unified by the outline. They are architects, members of a collective body formally organized in 

1857 as the American Institute of Architects. They are all men, “gentlemen” in fact, dress coats 
                                                
1 Michelle Wright, Physics of Blackness: Beyond the Middle Passage Epistemology (Minneapolis: University of 
Minnesota Press, 2015), 42. 
2 George C. Mason, Jr., ed., Proceedings of the Seventeenth Annual Convention of the American Institute of 
Architects (Newport: Davis and Pitman, 1884), 4. 
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and suits, five holding hats, one a cane, and one an umbrella. While several beards are outlined, 

the almost universally possessed mustache visible in the original photograph is obscured by the 

rendering of each head in profile. The repetitive appearance of these outlined heads provides a 

suitable synecdoche for the professional body—a white, patriarchal mass in which individual 

practice and anonymous authority conspire in interchangeability. 

1. The Profession’s Body 

This dissertation is about an intellectual project that developed in the United States—and 

in particular in cities along the Atlantic Seaboard—over the roughly eight decades prior to this 

line drawing. At the beginning of the nineteenth century, the profession of architecture was 

hardly a given, and any distinction of the architect from builder or amateur gentleman (not to 

mention the engineer) was tenuous at best. One of the few devout professionals, Benjamin Henry 

Latrobe, declared himself a professional head without a body.3 The ensuing development of a 

professional body was marked by a pursuit of status linked to the class and traditional authority 

of the learned professions, a pursuit outlined in the white, anonymous bodies wrapped in 

gentlemanly dress on the steps of the First Baptist Meetinghouse. The body to which all these 

members belonged sought to cement its professional status through a series of means of 

exclusion common to the learned profession—organization, training, gatekeeping, and the 

definition of professional duty. This process of the “production of professional producers,” as the 

sociologist Magali Larson describes it, was troubled by a question of knowledge.4 What exactly 

did the professional architect profess to know? 

                                                
3 Benjamin Henry Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe (New 
Haven: Published for the Maryland Historical Society by Yale University Press, 1984), 3:121. 
4  See Magali Sarfatti Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, New 
Edition (New Brunswick: Transaction Publishers, 2012). 
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Five of the members of the 1883 body on the steps were from New York, four from 

Boston, and eleven from other towns in New England. Six more were from the Midwest, and one 

was from the Deep South. Number twelve was the only architect from Philadelphia, a city once 

home to a substantial portion of the country’s professional architects, the body’s second and 

current president Thomas Ustick Walter. The morning prior to the photograph, Walter, whose 

extensive career would end four years, later had opened this seventeenth meeting of the AIA by 

declaring to the attendees that progress was the source of architecture’s vitality. This 

proclamation describes a central theme of this dissertation. I will argue that the knowledge of 

architecture’s history was the epistemic foundation that the profession constructed for itself. The 

white professional mass knew this as progressive. The body formed in 1857 knew its own past, a 

past that was older than the body itself. This proleptic past was used to authorize the professional 

body’s present, and the future towards which it progressed. 

     

Figure 2. The First Baptist Meeting House, Providence, RI, built 1774-1775, 
and the steps on which the 1883 AIA Convention attendees gathered; Library of 
Congress, Historic American Buildings Survey, RI-38, 1939 and 1941. 
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If the drawing of a white mass of architects sits at the far end of this dissertation, the 

steps on which these attendees where gathered is where it begins. These steps were part of the 

Providence Baptist Meetinghouse designed and built between 1774 and 1775 by a committee 

headed by Joseph Brown, a professor of natural philosophy at the College of Rhode Island (now 

Brown College) and wealthy gentleman amateur architect.5 While other members of the building 

committee were carpenters and housewrights who had the requisite knowledge for the building’s 

construction, Brown owned a copy of the English architect James Gibbs’s Book of Architecture 

(1728). Indeed, according to Historic American Buildings Survey (HABS) file RI-38 on the 

Baptist Meetinghouse, compiled in 1962, a couple of plates from Gibbs’s book provided the 

basis for the Meetinghouse’s design.6 A volume like Gibbs’s provided a requisite connection to 

European taste and, combined with learned gentlemanly status, positioned Brown as an 

architectural authority. Even if it fit into the history of architecture, this meetinghouse’s design 

was pre-professional at best. Between Brown and the carpenter—the gentleman with a book and 

the master builder with practical experience—the professional architect would try to open a gap 

in which to situate himself. 

                                                
5 Other members of the building committee included the carpenter Jonathan Hammond, housewright Comfort 
Wheaton, and carpenter James Sumner. Brown had traveled with the carpenter Jonathan Hammond had traveled to 
Boston to look at churches and meeting houses. 
6 “The general scheme of the building with its arched ceiling, colossal columns, and balconies, resembles the 
Marylebone Chapel in London in Gibbs’ book, and the tower is copied exactly from one of the rejected tower 
designs for St. Martin’s-in-the-Fields which also appears in the book;” Osmund R. Overby, “First Baptist Meeting 
House,” Written Historical and Descriptive Data, Historic American Buildings Survey, National Park Service, U.S. 
Department of the Interior, 1962. From Prints and Photographs Division, Library of Congress (HABS No. RI-38; 
RI, 4-PROV-1; https://cdn.loc.gov/master/pnp/habshaer/ri/ri0100/ri0188/data/ri0188data.pdf). 
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Figure 3. Alternate designs for the tower of St. Martin’s-in-the-field, the middle 
design was used for the Providence First Baptist Meetinghouse; from James 
Gibbs, Book of Architecture (1728), Plate 30 

As with any dissertation that includes years in the title, 1797 and 1883 are specific and 

yet arbitrary signs. The 1883 meeting of the AIA was the seventeenth, and not the last of 

Walter’s service as its president. 1797 is the year the first architectural book drawn and written in 

the United States, Asher Benjamin’s The Country Builder’s Assistant, was published. Of course, 

before 1797 architectural texts from England and France were already available and being 

reprinted in the colonies. Drafting courses were taught in North America as early as 1735, and 

articles on architecture were already being published in newspapers and magazines. In 1790, 

several years prior to Benjamin’s Country Builder’s Assistant, an anonymous article entitled 

“Architecture” in Christian's, Scholar's, & Farmer's Magazine published in Elizabethtown, New 

Jersey declared that: 

The building of a cottage or barn, a stable, or granary, merely simple and 
substantial, is the mechanical business of a mason or carpenter. The art of 
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Vitruvius, Michael Angelo, Palladio, Vignola and Scamozzi, of Inigo Jones, 
Schluter and Bott, is exercised on objects far different, and such as may justly be 
called sublime: on edifices, where invention, a creative genius, and a refined taste, 
are happily displayed; and it is for this reason, that architecture has been justly 
ranged among the polite arts.7 

The distinction of building and architecture, articulated in terms of the business of the craftsman 

versus the mind of the architect, articulated an overriding issue of concern in the formation of the 

profession. William Ware, who founded two of the earliest university-based architectural 

programs (Massachusetts Institute of Technology in 1865 and Columbia University in 1881), 

echoed this claim 114 years later, saying the “most important qualities in an architect are good 

sense and good taste, and it is a general, not a technical education that one must look to, to 

furnish them.”8 This definition of the architect as one with knowledge over and above the merely 

technical, was a defining feature of the professionalization of architecture. This elevated 

knowledge was fundamentally historical. 

It is the formation of professional architectural identity between the meetinghouse and the 

drawing of architects on its steps, and in particular the epistemic foundations this identity tried to 

proleptically construct, that I will examine here. Several themes, hinted at in the 1883 

Providence gathering, run through this dissertation and can be collected under the label of 

Republican Theology.9 The church itself suggests one. A combination of Anglican styling and 

                                                
7 “Architecture,” Christian’s, Scholar’s, & Farmer’s Magazine 2, no. 4 (November 10, 1790): 440. This article 
appears to serve as the foundation for the entry on architecture in the 1793 edition of the English Reverend Thomas 
Wilson’s An Archaeological Dictionary (there is no entry on architecture in the first 1783 edition). I can find no 
other direct source for this American article, leading to the conclusion that this might be an early instance of a 
British architectural text drawing on an American source; see Thomas Wilson, An Archaeological Dictionary, Or, 
Classical Antiquities of the Jews, Greeks, and Romans, Alphabetically Arranged: Containing an Account of Their 
Manners, Customs, Diversions, Religious Rites, Philosophy, Festivals, Oracles, Laws, Arts, Engines of War, 
Weights, Measures, Money, Medals, Computation and Division of Time, Chronological Terms, Heresies in the 
Primitive Church, &c. &c, 2nd ed. (London: D. Ogilvy ... [and 9 others], 1793). 
8 Quoted in J. A. Chewning, “William Robert Ware at MIT and Columbia,” Journal of Architectural Education 33, 
no. 2 (1979): 25. 
9 Benjamin T. Lynerd, Republican Theology: The Civil Religion of American Evangelicals (Oxford: Oxford 
University Press, 2014). 
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Congregational worship typology, the Meetinghouse reflects a form of early white American 

double consciousness that Cornel West describes as a feeling “of being American yet feeling 

European, of being provincial but yearning for British cosmopolitanism, of being at once 

incompletely civilized and materially prosperous, a genteel Brahmin amid uncouth conditions.”10 

This double-consciousness was acutely felt by Early Republican architects. 

The institutional context of the meetinghouse itself suggests another theme. Baptist 

churches, like other denominations proliferated in the Early American Republic, in particular in 

the wake of what has been labeled the Second Great Awakening where a kind of common sense 

Protestantism spread rapidly across the Northeast. Brown College, whose history is entwined 

with the Baptist Meetinghouse, was founded by a mission chartered by the Philadelphia 

Association of Baptist Churches. The teaching here, and at the church, reflected a pervasive 

discursive context in which the architectural profession took shape in the first half of the 

nineteenth century that coalesced around a belief in a progressive, historical, and divinely 

orchestrated order of human existence in the world. Religious, Republican whiteness deeply 

informed the formation of the architectural profession. 

   

Figure 4. HABS datacards for RI-38, documenting of the Providence First 
Baptist Meetinghouse, 1975, Library of Congress 

                                                
10 Cornel West, “Race and Modernity,” in The Cornel West Reader (New York: Basic Civitas Books, 1999), 58. 
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Finally, there is reflected in the Meetinghouse’s twentieth-century documentation a 

pervasive nationalism. The Historic American Buildings Survey’s mission of recording the 

nation’s architectural heritage is a fitting institutional reflection of a nationalism inherent in the 

architectural profession’s project of historical justification. The idea of grounding a newly 

formed American architectural profession in an architectural tradition, however, presented the 

problem. Architecture would have to exist before it was professionally practiced. An image of 

history, as I will call it, was inscribed into the structure of the professional body. This image, this 

way of understanding the past and bringing it to bear on the practice, was constituted through 

progressivist, religious, ethno-nationalistic, and racialized terms. Bringing out this historicizing 

ground is a necessary step in thinking about what the American version of the architectural 

profession could otherwise be.11 Even if we do not yet know what the body can do, what it has 

been continues to make it what it is. 

2. History’s Images 

“Nothing is given as past,” the architectural historian Manfredo Tafuri wrote in the 

introduction to his Interpreting the Renaissance.12 On the one hand, nothing that is present to us 

is past, precisely because it is present. What is given is not past. On the other, what is past is by 

definition is not present; it is absent. What is past is not given. Beyond the ontological and 

metaphysical problems of being and time, there are methodological and epistemological 

problems to accessing the past, for it is the activity of making what is absent present—of pulling 

what is past into the present—in which history engages. The past is not something immediately 

transparent and legible. The process of making the past visible is itself also not simply 

                                                
11 See, most recently, the efforts of The Architecture Lobby, http://architecture-lobby.org/. 
12 Manfredo Tafuri, Interpreting the Renaissance: Princes, Cities, Architects (New Haven: Yale University Press, 
2006), 22. 
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transparent. History’s methodology is not self-evident. Addressing the past depends on a 

particular orientation—often tacit—towards it. This orientation is what I will call an image of 

history. 

In Difference and Repetition, the philosopher Gilles Deleuze introduced the concept of 

images of thought in order to think about the question of where one begins when doing 

philosophy. The desire to begin without encumbering presuppositions, to start free from 

prejudice, drives philosophy and science alike.13 Deleuze, while suggesting the methodologies of 

these practices might go a long way in eliminating the presuppositions of specific concepts, it’s 

the sense of thought itself—what thinking is—that remains. Thought is not a specific, delineated 

concept, rather it is an image, a set of conditions—“Everybody knows, in a pre-philosophical and 

pre-conceptual manner.”14 Images of thought are the ways by which we divide out thought or 

nonthought—implicit assumptions “in terms of which” we know what it means to think.15 They 

tend to be deeply naturalized: “It is because everybody naturally thinks that everybody is 

supposed to know implicitly what it means to think.” Thus, images of thought, as Deleuze and 

Felix Guattari say in What is Philosophy?, describe that which one uses “to find one’s bearings 

in thought.”16 

Images of thought organize assumptions about common sense, expressed as ‘well 

everybody knows that’ and about good sense, ‘that's a reasonable expectation.’17 More 

                                                
13 Gilles Deleuze, Difference and Repetition (New York: Columbia University Press, 1994), 129ff. 
14 Deleuze, 130. 
15 Deleuze, 130–31. See also my book chapter Bryan E. Norwood, “Working on a Diagonal: Towards a New Image 
of Architectural History,” in Intensities and Lines of Flight: Deleuze, Guattari and the Arts, ed. Antonio Calcagno 
and Jim Vernon (London: Rowman and Littlefield, 2014). This essay lays out some theoretical considerations from 
which this dissertation began. 
16 Gilles Deleuze and Félix Guattari, What Is Philosophy?, trans. Hugh Tomlinson and Graham Burchell (New 
York: Columbia University Press, 1994), 37. 
17 On the distinction of common sense and good sense, see Deleuze, Difference and Repetition, 131–34, 223–28. 
131-134, 223-228. 
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specifically common sense, Deleuze says, acts as a concordia facultatum, a way of describing 

describes how the faculties of the mind, the way one thinks, are shared by everybody. This, in 

the first place for Enlightenment philosophers like Immanuel Kant, takes the form of a unified 

subject, the “I think.” Good sense is a way of describing how these faculties of the mind are 

distributed in the specific acts of thinking. It is, Deleuze says, based on a rational division and 

distribution, but one that is thought through a synthesis of time. It is a way of moralizing, one 

directed towards a future for which one hopes: “Good sense is by nature eschatological, the 

prophet of a final compensation and homogenization.”18 Images of thought—through good and 

common sense, the two halves of its doxa—thus produce a form of unity in the constitution of 

the subject, dividing thought and thoughtlessness, and, crossing the natural and the normative, 

views their activity as directed towards a particular, future good. 

In accounting for the ways different images of thought have driven philosophical, 

scientific, and the artistic practices, Deleuze aims to illustrate that tacit assumptions about sense 

and nonsense, thought and nonthought, are always at work. To imagine what is sensible and what 

is not is to determine what questions can be asked and even if they are worth asking. The 

challenge for philosophy then is to think in a way that goes not merely to the question of 

common sense, but what sense itself is. Images of thought—whether tacit or explicit—shape the 

legitimacy of problems and thus the orientation and activities of practices. 

Here, I will direct Deleuze’s challenge to address images of thought towards the practice 

of history. To begin to understand the architect’s knowledge as it developed in its historical form 

in nineteenth-century America, we need an account of the tacit assumptions that characterized an 

architect’s relationship to the past, of the ways in which they assumed the past was, in fact, 

                                                
18 Deleuze, 224. 
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given. Akin to what Hayden White describes as Meta-History, my goal here is to think about the 

conditions that enable a way of historicizing architecture. These ways of historicizing are what I 

will call images of history. Images of history are way of interpreting, and, as White writes, 

“historiographical disputes on the level of 'interpretation' are in reality disputes over the 'true' 

nature of the historian's enterprise.”19 A study of images of history asks how the historian—

whether tacitly or explicitly—gives herself the past?20 If a practice like architecture grounds 

itself historically, then metahistorical issues are questions not only of the historian’s enterprise, 

but also of architecture itself. This is a study of the conditions for the possibility of a historical 

narrative. 

3. The Architect’s Knowledge, An Outline 

A basic claim of this dissertation is that while disciplinary concerns are not simply 

contingent upon the practice, nonetheless, as practices themselves, their orientation is deeply 

influenced by the orientation of the architectural profession. The lecture and the publication act 

as key tools for producing a form an intellectualism, or perhaps even academicism, to justify 

architectural professionalism. 

I am not attempting to write an institutional history, but rather a history of the discourse 

that played a key role in the development of these institutions. Specifically, this is a history of 

how the practice of professional architecture was, through the development of formal education, 

built upon what was conceived as its own history. To do this requires an account of how early 

educators, through their teaching, shaped historical consciousness. 

                                                
19 Hayden White, Metahistory: The Historical Imagination in Nineteenth-Century Europe (Baltimore: Johns 
Hopkins University Press, 1973), 13. 
20 Gilles Deleuze and Félix Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, trans. Brian Massumi 
(Minneapolis: University of Minnesota Press, 1987), 376. 
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Part I is a study of the first pursuits of professionalization. In chapter one, I define 

professional architecture as the pursuit of architectonic knowledge: theoretical knowledge of 

practical making. Through an examination of Benjamin Henry Latrobe and his conflict with 

gentlemen amateurs and master builders, I examine the way in which the design came to serve as 

a device for shaping professional architecture’s authority and exclusivity. In chapter two, through 

the 1836 American Institution of Architects and the content of pattern books, I discuss how 

architectonic knowledge was shaped by concepts of both architectural science and taste. The 

dialectic of these two terms points towards a conception of a historically grounded practice. In 

chapter three, I examine the architectural lectures of William Strickland at the Franklin Institute 

in 1824-1825 and David Bates Douglass at West Point from 1823-1830 (and later at NYU in 

1836-7, and potentially in 1840) to show how historical knowledge became central to the project 

of architectural professionalism. Looking in particular at the central roles of composition and 

character in these early images of history, this final chapter of Part I examines how architectural 

history situated building in the newly formed American Republic as part of a unified historical 

narrative and thus how architecture was understood to have a fundamentally civil and political 

role. 

Part II turns to the later decades of the Early Republic and to more sustained attempts at 

grounding architecture in history. It pays particular attention to the central role Protestant ethno-

nationalism played in the formation of the profession and its disciplinary discourse. Chapter 4 

introduces the lectures of the architect Thomas U. Walter and the architectural texts of the writer 

Louisa C. Tuthill. It focuses on the influence of Republican Theology—a term that loosely 

characterizes a combination of Protestant religious ideals, Republican political philosophy, and 

Scottish Enlightenment epistemology—on the account of the origins of humanity, the world, and 
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architecture in their historical narratives. Chapter 5 turns to the particular role that racialized and 

racist thinking plays in Walter’s and Tuthill’s accounts of architectural and civilizational 

progress. After discussing their narratives from Noah’s post-diluvian altar through the Jewish 

flight from Egypt, and the way the American nation is set in parallel to this ancient narrative as a 

“spiritual Israel,” this chapter concludes with a discussion of Walter and Tuthill’s philosophical 

anthropologies. The final chapter discusses how the United States was paralleled not only by 

Israel but also by Greece. Focusing on how Walter and Tuthill resolved the conception of 

Grecian Classicism as type of architectural perfection with a narrative of historical progress 

through associationist environmentalism, this chapter ties their philosophical anthropologies 

together with their historical narratives into a theological image of history ultimately directed by 

millennial, eschatological hope. 

 In a sense, the argument ultimately made here will be that the American architectural 

profession is rooted not so much in Jeffersonian yeomanry but rather a Protestant image of 

history that understood architecture as a means of collective sanctification. This spiritual mission 

made a particular definition of progress the “life-blood of architecture,” an élan vital that 

directed a “pageant of white heterosexual masculinity.” 
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PART I. SEARCHING FOR THE PROFESSIONAL BODY 

1. Professionalization and the Design as Knowledge 

We regard understanding and comprehension as belonging to art 
(technē) more than to experience, and we believe that artists are 
wiser than men of experience. . . . For men of experience know the 
fact but not the why of it; but men of art know the why of it or the 
cause. It is because of this that we regard also the master-artists 
(architektonas) of a given craft as more honorable, as possessing 
understanding to a higher degree, and as wiser than the manual 
workers . . . . [M]aster-artists are considered wiser not in virtue of 
their ability to do something but in virtue of having the theory and 
knowing the causes. 

Aristotle, Metaphysics1 

I should say that America must be the paradise of builders and the 
purgatory of architectural connoisseurs. 

An English Author, 18382 

 

1. Professionalism and the Dialectic of Architectonic Knowledge 

Aristotle described the architekton as one who understands a practice, one who possess a 

kind of knowledge that goes beyond empirical experience and vocational ability.3 This master-

craftsman/artist or master-technician (which should be read as appealing to technê as practical 

know-how in the broadest sense) possesses a particular kind of knowledge that is not merely the 

result of habitual, manual experience but rather that is attained through the study of why an art is 

                                                
1 Aristotle, Aristotle’s Metaphysics (Grinnell, Iowa: Peripatetic Press, 1979), 981a25-b7. 
2 Cited in Louisa C. Tuthill, History of Architecture, from the Earliest Times; Its Present Condition in Europe and 
the United States; with a Biography of Eminent Architects, and a Glossary of Architectural Terms (Philadelphia: 
Lindsay and Blakiston, 1848), 301. The original is from Candidus, “Candidus’s Notebook: Fasciculus XII,” ed. John 
Claudius Loudon, The Architectural Magazine 5, no. 54 (August 1838): 368. 
3 The Architekton is opposed to the cheirotechnes by Aristotle; Plato opposes him to ergatikos, the manual worker, 
in The Statesman (259e-260b). The meaning of architekton for the Greek was various—chief-artificer, master-
builder, director of works, commissioner of works, author, contriver, those that direct activities, a board of naval 
constructors, and manager of the state theater of Dionysia; see Henry George Liddell et al., A Greek-English Lexicon 
(Oxford; New York: Clarendon Press ; Oxford University Press, 1996). 
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the way it is. Their knowledge is abstract, not in the sense of irrelevant, but rather in the sense of 

systematic and perhaps even principled.4 That is, the master-technician, according to Aristotle, 

has a type of knowledge that we can call architectonic.5 They have a reasoned grasp of 

purposeful making. It is precisely the attempts of architects in the Early American Republic to 

define a body of this type of reasoned practical knowledge and, further, to theoretically justify 

and ground this knowledge that I will investigate here. 

The frontispiece for Edward Shaw’s 1855 The Modern Architect, or Every Carpenter His 

Own Master (fig. 5) fittingly captures the way the authority of this kind of knowledge was 

envisioned by architectural profession taking shape.6 According the publisher’s preface, this 

work was addressed to carpenters, a particular type of the more generally labeled mechanic, who 

pursued “a thorough knowledge of the rules and principles of the art.”7 On the frontispiece the 

architect, dressed as a gentleman, sitting rather than standing, mediates between the builders who 

are working and his clients who stand in the shade of a tree. The architect holds a ruler and 

                                                
4 The relationship of practice to principles will be complicated in that, for Aristotle, the arts and theory/science, the 
contingent and the necessary, are separate practices.  
5 I use architectonic as close to “formal” or “formalized knowledge” as used in Eliot Freidson, Professional Powers: 
A Study of the Institutionalization of Formal Knowledge (Chicago: University of Chicago Press, 1986).  However, I 
will try to hold open the gap between theoretical/scientific epistêmê and the architectonic knowledge of the master-
technician. The term architectonic is mostly strongly associated with Kant’s “architectonic of knowledge,” which he 
defines as “the art of constructing systems;” Immanuel Kant, Critique of Pure Reason, trans. Norman Kemp Smith 
(New York: St Martin’s Press, 1965), A832/B860. He goes on, “As systematic unity is what first raises ordinary 
knowledge to the rank of science, that is, makes a system out of a mere aggregate of knowledge, architectonic is the 
doctrine of the scientific in our knowledge.” Jacques Derrida, in regards to architecture in particular, has helpfully 
described the architectonic as “the architecture of architecture;” Jacques Derrida, “No (Point of) Madness--
Maintaining Architecture,” in Psyche: Inventions of the Other, ed. Peggy Kamuf and Elizabeth Rottenberg, vol. 2 
(Stanford: Stanford University Press, 2008), 87–103. The recursive nature of this definition, which is unique to 
architecture (e.g., in contrast to the architectonic of medicine), is a useful rhetorical trope to which we will attend to 
over the coming pages. 
6 Edward Shaw, The Modern Architect: Or, Every Carpenter His Own Master (Dayton and Wentworth, 1855).This 
text was essentially a reprinting of an earlier text, which did not include this frontispiece; Edward Shaw, Rural 
Architecture: Consisting of Classic Dwellings, Doric, Ionic, Corinthian and Gothic, and Details Connected with 
Each of the Orders; Embracing Plans, Elevations Parallel and Perspective, Specifications, Estimates, Framing, Etc. 
for Private Houses and Churches. Designed for the United States of America (Boston: James B. Dow, 1843). 
7  



16 

compass as he, via his drawing, directs the builders. It is through the direction of craft via what is 

spoken and what is drawn on the page that the architect exercises his architectonic knowledge. 

Indeed, the title of the book itself captures the notion of one who has principles. The architect is 

a master, one who is master only reflexively by himself. 

 

Figure 5. Frontispiece of Edward Shaw’s The Modern Architect, or Every 
Carpenter His Own Master (Boston, 1855) 

As this first chapter will identify, the notion of the design is at the heart of the definition 

of this type of expertise. I will use this term broadly, following the definition offered by William 

Dunlap in one of the first histories of the arts (including architecture) written in the United 

States, his 1834 History of the Rise and Progress of the Arts of Design in the United States: 

“Design, in its broadest signification, is the plan of the whole, whether applied to building, 

modelling, painting, engraving, or landscape gardening; in its limited sense it denotes merely 
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drawing; the art of representing form.”8 It is at the intersection of the holistic sense of the plan—

a product of intellectual, projective activity, a disegno in the sense of Vasari’s Renaissance 

usage—and the specific sense of the drawn (and written) document, that I will discuss the 

design.9 

Trades and Professions: Technê and Architectonic Knowledge 

In more contemporary terms, we might venture to use Aristotle’s distinction of the 

knowledge of the manual worker and the master-technician as a tool to distinguish the tradesman 

and the professional. A trade (or craft or vocation) can be understood as an occupational 

enterprise structured around the control of specific skills and techniques, and a qualified 

tradesman as one who has the know-how to perform particular tasks well. This skill is usually 

learned through on-the-job apprenticeship or through some sort of vocational training. It is a type 

of knowledge grounded in the particulars of experience that are often tacitly and bodily absorbed 

and “intellectually” abstracted to a relatively minor degree. A profession, in contrast, is an 

occupational enterprise based on the theoretical organization of abstract knowledge, and the 

professional is one who has knowledge at a systematic level from which their practical activity, 

or often their guidance of other’s practical activity, arises. The abilities of the professional are 

acquired today most often through university-based training beyond the undergraduate level (i.e., 

law school, medical school, architecture school) and this education grounds the professional’s 

practice in the authority of the intellectual and theoretical apparatuses of advanced research, 

especially those of the modern sciences (although we should be sure to not anachronistically 

                                                
8 William Dunlap, History of the Rise and Progress of the Arts of Design in the United States (New York: George P. 
Scott and Company, 1834), 1. 
9 See Elizabeth Merrill, “The Professione Di Architetto in Renaissance Italy,” Journal of the Society of Architectural 
Historians 76, no. 1 (March 1, 2017): 13–35. 
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reduce the previously mentioned Aristotelian notion of science as epistêmê to the modern 

conception of experimental science).10 

But to understand the trade-profession distinction as a simple dichotomy of types of 

knowledge—empirical experience and theoretical abstraction—seems at best an idealized picture 

of the complicated reality of work, an over-determined division that ignores the social, cultural, 

economic, and technological conditions that play a role in the formation and application of kinds 

of knowledge. Drawing a line dividing trades and professions is by no means a straightforward 

task. The boundary that protected the unique status attributed to the “gentlemanly” professions of 

the eighteenth century in England and the American colonies—physicians, barristers, clergymen, 

and military officers—was redrawn multiple times in the nineteenth and twentieth centuries as 

the meaning of the term shifted both theoretically and socially and as a host of existing trades 

and emerging practices such as architects, engineers, university professors, social workers, and 

accountants labored to establish themselves as full-fledged professionals.11 

The struggle to attain professional credentials and prestige likewise continues to produce 

debate over who has access to the right theory to guide a distinct field of work. These 

jurisdictional disputes are often linked to changes in the economic order and available 

technology.12 We should not overlook, for example, the fact that while the authority of the 

medical profession has been often treated as the quintessential model for epistemic professional 

exclusivity in the twentieth century, in the nineteenth century doctors battled with folk healers, 

                                                
10 This is an appeal in part to the definition of the professions given in Andrew Delano Abbott, The System of 
Professions: An Essay on the Division of Expert Labor (Chicago: University of Chicago Press, 1988), 8–9. 
11 See Abbott, 4–7; Mary N. Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century 
America (Berkeley: University of California Press, 1999), 6. 
12 Abbott, The System of Professions: An Essay on the Division of Expert Labor, 2, 59–85.  
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such as homeopaths, over who had the proper theory to produce health.13 Jurisdictional clashes 

like these arise because professionalism is not just an intellectual exercise but also a form of 

practical activity—it is a form of technê.14 Professionalism involves not only knowing the 

abstract generals, but also real work—the application of these generals in particular situations. 

Turning back to the Metaphysics for a moment, Aristotle noted just before his discussion of the 

superiority of architectonic knowledge “that men of experience succeed more than men who 

have the theory but have no experience,” a claim Vitruvius would famously echo for architects.15 

While having many similarities to the pure theoretical knowledge of epistêmê, the architectonic 

knowledge of the master-technician is never pure—it ultimately has an end outside of itself, an 

aim that is bound up with experience and, thus, that is contingent. The master-technician knows 

not for the sake of knowing but rather with the basic goal of systematically producing some 

result external to knowledge (one of Aristotle’s favorite example is, indeed, that doctoring is an 

activity that aims at producing health).16 Although formulated with some level of abstraction, the 

theory of a practice cannot be separated from the work of concrete practice. 

While we cannot simply equivocate on the terms architekton and professional architect, 

one could build a long genealogy from Vitruvius to the present of the idea that practicing 

                                                
13 Abbott, 20. 
14 Jurisdictional disputes also arise within what we might perceive as the intellectual work of the academy. Theory 
itself is a practice, a form of work with a domain. In the modern university, this condition is perhaps even more 
pronounced, as professors themselves are a professionalized occupational body within the bureaucracy of the 
academy; see Samuel Haber, The Quest for Authority and Honor in the American Professions, 1750-1900 (Chicago: 
University of Chicago Press, 1991), 274ff. The professoriate, since the thirteenth century, held a certain form of 
guild power that is common to the professions; see Elliott A. Krause, Death of the Guilds: Professions, States, and 
the Advance of Capitalism, 1930 to the Present (New Haven: Yale University Press, 1996), 11.  
15 Aristotle, Aristotle’s Metaphysics, 981a15; Vitruvius Pollio, The Ten Books on Architecture, trans. Morris Hicky 
Morgan (New York: Dover Publications, 1960), 5 (1:1:2). 
16 See, for example, Aristotle, Physics 193b13-17.  
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architecture requires an architectonic knowledge that is theoretical and practical.17 One might 

even assert that this connection is what allowed Vitruvius to exaggeratedly suggest that the 

architect is the architekton of all other disciplines.18 But this long narrative is not what I am 

interested in here. I am not establishing the relationship between architekton and architect as a 

genealogical matter. Rather, I begin with Aristotle’s discussion of the architekton for 

fundamentally theoretical reasons—to frame the concept of professionalism in the terms of 

architectonic or theoretical knowledge. What is key is the structural issue in play: architectonic, 

theoretical knowledge can only be conceived in relationship to applied knowledge—theory is 

both what is over and above application yet it is also fundamentally an understanding of 

application. It was in this dialectic—between technê as practical skill formed amongst the 

empirical particulars and an understanding of archi-technê as raised to the level of a theory that 

guides this practice—that the identity of a profession like architecture was formed in the long 

nineteenth century. 

Disinterestedness: Traditional Professionalism in the Colonies and the Early Republic 

The eighteenth-century English concept of professionalism, to which the modern 

conception owes several large debts, was fundamentally intertwined with that of the wealthy, 

gentleman who had a classical education.19 While learned, gentlemanly professionals—in 

particular physicians, barristers, and clergymen—combined the advanced vocabulary of 

                                                
17 This sort of genealogy, which has a tendency to lead to various anachronisms, is the strategy at work in Spiro 
Kostof, The Architect: Chapters in the History of the Profession (New York: Oxford University Press, 1977). 
18 Vitruvius Pollio, Les Dix Livres d’architecture de Vitruve: Avec Les Notes de Perrault, trans. Claude Perrault 
(Paris: Carillan-Goeury, 1837), 3, fn. 2. 
19 This was part of the reason university-based British architectural education lagged behind America in the first half 
of the twentieth century; see Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century 
America, 6; Andrew Saint, Architect and Engineer: A Study in Sibling Rivalry (New Haven Conn.: Yale University 
Press, 2007), 456–68. 
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intellectual education with a form of practical knowledge, their ability to apply abstract 

knowledge did not entail primarily manual laboring, nor did it entail rendering service primarily 

for financial gain.20 Rather professional knowledge was a leisurely (not occupational) and 

disinterested form of knowledge—applicable but without the taint of common application or 

wage labor.21 The character of this knowledge was made clear through a form of stratification 

that separated higher order members of a profession from those that attained their education 

through apprenticeship. The upper strata of physicians, barristers (along with king’s counsels and 

serjeants), and clergymen (bishops and priests) knew how things worked but did not do the work, 

while the lower orders of surgeons (and the even lower tradesmen of apothecaries), deacons, and 

solicitors (and attorneys) got their hands dirty and practiced for financial gain. These lower strata 

were at best quasi-professionals in the eighteenth-century sense and unlikely to be referred to as 

gentlemen.22 

Even eighteenth-century gentlemanly architects shunned the manual labor of building, 

working to maintain an identity distinct from the tradesmen.23 They pursued the higher-aims of 

architectural taste, not the mere pragmatics of building. In the words of Lord Chesterfield, “for 

the minute and mechanical part of [architecture], leave them to masons, bricklayers, and Lord 

Burlington; who has, to a certain degree, lessened himself, by knowing them too well.”24 

Gentlemanly architecture was in part an issue of a ratio of technê and archi-technê. Having too 

                                                
20 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 6. 
21 This mode of formulation, applicable without application, will be a recurring way of characterizing knowledge—
one that we can call transcendental. We will see other examples such as determinable without being determined. I 
am appealing in particular to Gilles Deleuze’s notion of the virtual; see Deleuze, Difference and Repetition. 
22 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 6. 
23 Dell Upton, “Defining the Profession,” in Architecture School: Three Centuries of Educating Architects in North 
America, by Joan Ockman and Rebecca Williamson (Cambridge, Mass.: MIT Press; Association of Collegiate 
Schools of Architecture, 2012), 61. 
24 John Wilton-Ely, “The Rise of the Professional Architect in England,” in The Architect: Chapters in the History 
of the Profession, ed. Spiro Kostof (New York: Oxford University Press, 1977), 188. 
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much specific technical knowledge, rather than an abstract, architectonic understanding of how 

to delegate technical activity degraded the clean hands of the gentleman. The knowledge of the 

professional was to be of a different nature than the mechanic or tradesman who built. It was to 

be a fundamentally aesthetic knowledge—a disinterested pursuit of the beautiful over the 

practical. And, following the Earl of Shaftesbury, a kind of knowledge that connected the 

beautiful directly to the true and the good.25 

The concept of disinterestedness—monetary, practical, and aesthetic—fundamentally 

gave shape to the identity of the gentlemanly architect as one who knows how to structure the 

practical activity of others to achieve higher aims. The dialectic of architectonic knowledge—of 

a theoretical grasp of practical activity—was turned into a dichotomy by a class distinction that 

produced the parallel divisions of theoretical and practical labor and of leisurely activity and 

occupational work. The connection of the learned form of knowledge with gentlemanly leisure 

and aesthetic and financial disinterestedness is particularly evident in the universities of Oxford 

and Cambridge’s resistance to schooling in applied knowledge well into the twentieth century.  

Modeling themselves on these English universities, American colonial colleges—such as 

Harvard, Yale, and Princeton—also resisted applied education, aiming fundamentally not at 

producing applied professional knowledge but rather at forming the gentlemanly elite.26 

However, the colonies never had a substantial gentlemanly class, and many of those that aspired 

to achieve elite status held a more open desire for financial gain from their practical activities.27 

                                                
25 See Paul Oskar Kristeller, “The Modern System of the Arts: A Study in the History of Aesthetics (II),” Journal of 
the History of Ideas 13, no. 1 (January 1952): 27–28; Anthony Ashley Cooper Shaftesbury, Characteristics of Men, 
Manners, Opinions, Times, ed. Lawrence Eliot Klein (Cambridge, UK: Cambridge University Press, 1999). 
26 John R Thelin, A History of American Higher Education (Baltimore: Johns Hopkins University Press, 2011), 31. 
See also David F Noble, America by Design : Science, Technology, and the Rise of Corporate Capitalism, 1st ed. 
(New York: Knopf, 1977), 22. 
27 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 6–7. 
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Without the inherited capital of the landed gentry (and indeed without land itself being as scarce 

of a commodity), wealth was built in North America more often through open mercantile 

activity. Thus, the division of the well-to-do land-owning gentleman and the bootstrapped 

wealth-acquiring merchant never developed as substantially as it did in industrializing England. 

American professions, from their eighteenth-century roots, more closely resembled the lower 

order of English surgeons, deacons, and attorneys. Professions and trades did not stratify along 

the lines of practical application; rather, the forces of merchant capitalism and the urban-rural 

divide, instead, articulated occupational class divisions.28 While the economic disinterestedness 

that marked the British gentlemanly professional may have functioned as an aspiration or at the 

very least legitimizing and dignifying ideology for eighteenth-century American professionals, 

the reality was that abstract, architectonic knowledge was not strongly distinguished from the 

applied and the technical (a phenomena we will see manifest itself particularly clearly in the 

early nineteenth-century American conception of “science”). 

In the first decades of nineteenth century, the differences between the eighteenth-century 

American and British conceptions of professionalism would be magnified. As evidenced by 

European visitors perplexed by all white males being referred to as gentleman, the tradition of 

the aristocratic gentleman was being undermined by a (racially and genderly limited) democratic 

impulse.29 The development of Jacksonian populism and growing impulses towards market 

                                                
28 Berenice M Fisher, Industrial Education (Madison: University of Wisconsin Press, 1967), 22.There was of 
course, a substantial urban rural stratification—i.e., the urban physician versus the rural doctor; see Thomas Bender, 
“The Erosion of Public Culture: Cities, Discourses, and Professional Discipline,” in The Authority of Experts: 
Studies in History and Theory, ed. Thomas L. Haskell (Bloomington: Indiana University Press, 1984), 85–89; 
Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 8–9; Howard B. Rock, Artisans 
of the New Republic: The Tradesmen of New York City in the Age of Jefferson (New York: New York University 
Press, 1979), 264ff; Sean Wilentz, Chants Democratic: New York City & the Rise of the American Working Class, 
1788-1850 (New York: Oxford University Press, 1984).  
29 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 99.  
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capitalism were bound up with the ideologies of individualism and evangelical Protestantism 

(which aligned with certain philosophical beliefs to create the “Republican Theology” that I will 

discuss in Part II) to form beliefs in autonomy and responsibility and in the social order of 

meritocracy (although a meritocracy that was exclusionary based on race and gender).30 Further, 

the model of classical education was set into decline by the expansive development of alternate 

forms of schooling, such as private professional schools, mechanic institutes, and eventually 

technically-focused universities.31 This development was paired with a growing distinction 

between “status professions” (law, medicine, and clergy) that had their pre-industrial origins and 

status in the classical university and “occupational professions” often tied to industrialization 

itself (engineering and, closer to the turn of the twentieth century, general contracting, 

consulting, middle management).32 Architecture was torn between these diverging identities at 

the beginning of the nineteenth century, and, as we will see, key aspects of disinterestedness 

were retained in the formation of the modern architectural profession, either in function or 

ideology.  

Modern Professionalism: Functionalism vs. Monopolism 

How do we interpret modern professionalism? Straightforwardly, we could understand it 

as a form of institutional organization that stabilizes expertise that has developed to fill a need. 

Clients need services that require particular kinds of specialized, applied knowledge and the 

professions are formed in order to rationally provide these services. The professional is one who 

                                                
30 Haber, xi–xiii.; also, on the development of this notion of responsibility, see Jonathan Levy, Freaks of Fortune: 
The Emerging World of Capitalism and Risk in America (Cambridge, Mass.: Harvard University Press, 2012). 
31 Laurence R. Veysey, The Emergence of the American University (Chicago: University of Chicago Press, 1965), 5. 
32 Freidson, Professional Powers: A Study of the Institutionalization of Formal Knowledge, 32; Philip Elliott, The 
Sociology of the Professions (New York: Herder and Herder, 1972), 14–57. 
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shares a “common cognitive basis,” as Magali Sarfatti Larson says, with other professionals.33 

They have access to a useful body of abstract knowledge that is not easily available to the 

layman and the ability to rationally and ethically implement this knowledge in a particular 

situation where the layman would be inadequate. This functionalist view of the professions is 

grounded in the idea of real need, as is evident in an oft repeated description: the tradesman gives 

their client what they want, the professional what they need.34 Maintaining a key aspect of the 

eighteenth-century gentlemanly professional, who was to guide their actions by honor and 

advanced knowledge, and never money (unlike merchants or tradesmen), the modern 

professional never simply sells goods and services. Rather, they care for their clients. Their 

position requires a sort of selflessness. But it is not simply gentlemanly ideals that guarantee that 

the modern professional will serve the client with apolitical expertise applied without bias. 

Rather, a disinterested neutrality is further guaranteed in professional work through educational 

and organizational gatekeeping measures that ensure the availability and rationality of the 

professional’s service and ensure “‘objectively’ legitimized competence” and ethical uprightness 

in the asymmetrical yet beneficial relationship between expert and client.35 On the functionalist 

view, through mechanisms such as licensing laws and codes of ethics, the professions, along 

                                                
33 Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, 15, 30, 40–47. 
34 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, xii. 
35 Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, 2, 206; Abbott, The 
System of Professions: An Essay on the Division of Expert Labor, 15. This view is most marked in A. M. Carr-
Saunders and P.A. Wilson, The Professions (Oxford: The Clarendon Press, 1933); Talcott Parsons, “Professions,” in 
International Encyclopedia of the Social Sciences, vol. 12 (New York: The Macmillan Company & the Free Press, 
1968), 536–47. 
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with their scientific and theoretical support in the modern university, march society towards ever 

increasing rationalization of the world.36  

The positive appraisal of professionalism as a formation of “communities of the 

competent” was relatively common to intellectuals and educated Americans from after the Civil 

War up to the mid-twentieth century.37 This functionalist view of the professions was not out of 

step with larger technocratic, yet also conservative, views of expertise held by the educated, 

philanthropically-minded populists of the Progressive Era.38 Indeed, for the mid-century 

sociologist Talcott Parsons, the rationalization of modern professionalism went along with the 

bureaucratization that Max Weber had identified, but rather than being bound to government 

structures, the professions’ avant-garde was the research university.39 As Parsons wrote: “The 

occupational complex we call the professions is organized about that element of the modern 

cultural system ordinarily called the intellectual disciplines—the humanities, and the sciences, 

both natural and social.”40 

The functionalist reading of the institution of professionalization further entails a belief 

that it can overcome the antagonistic binary of management and worker, as the professional is 

supposed to be above purely economic interests.41 This does not mean they do not have 

                                                
36 Gerald L. Geison, Professions and Professional Ideologies in America (Chapel Hill: University of North Carolina 
Press, 1983), 3; Krause, Death of the Guilds: Professions, States, and the Advance of Capitalism, 1930 to the 
Present, 14–15. 
37 Geison, Professions and Professional Ideologies in America, 6; Parsons, “Professions.” 
38 See Charles Postel, The Populist Vision (Oxford: Oxford University Press, 2007), 3–22; Nell Irvin Painter, 
Standing at Armageddon : The United States, 1877-1919 (New York: W. W. Norton, 2008), 253–81; Fisher, 
Industrial Education, 45. Postel in particular points out that while the populist talked about decentralized and 
localized democracy, they also “embraced a nonpartisan, managerial, and government-as-business vision of politics” 
(18). 
39 Parsons, “Professions,” 542–43; Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered 
Markets, xx; Geison, Professions and Professional Ideologies in America, 3.  
40 Parsons, “Professions,” 536. 
41 Geison, Professions and Professional Ideologies in America, 3–4. 
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economic interests but rather that they are neither driven by the accumulation of capital nor 

reduced to selling their labor. As Samuel Haber puts it: 

The leading professions, in bringing to the modern world ideals and 
predispositions of an earlier era, strove to retain just what the market economy 
relinquished. Professions are occupations and, therefore, can be understood in part 
as economic interest groups. Yet they offer much more than economic 
betterment—they offer a way of life.42 

In this sense, professionalism could be seen as a beneficial corrective (or even antithesis) and 

moral superior of capitalism and its accompanying self-interested desire for unchecked monetary 

accumulation.43 

Thus, on a functionalist account the professional is one that has an architectonic 

understanding of a particular type of work, and they provide a theoretical, rationalizing expertise 

to technical production that stands in contrast to rationalization based on purely economic means 

or governmental order.44 Indeed, Parsons suggested that the professional complex would render 

obsolete the primacy of either political authoritarianism or capitalist exploitation, and Freidson 

has more recently echoed (with more nuance) this claim, suggesting professionalism is a third 

logic, neither a primarily capitalistic nor bureaucratic mode of organizing work.45 That is, 

professional architectonic knowledge is of a different order; it is grounded in a theoretical 

authority other than the state or the economy. 

                                                
42 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 361. 
43 Thomas L. Haskell, “Professionalism versus Capitalism: R. H. Tawney, Emile Durkheim, and C. S. Peirce on the 
Disinterestedness of Professional Communities,” in The Authority of Experts : Studies in History and Theory, ed. 
Thomas L. Haskell (Bloomington: Indiana University Press, 1984), 180–225. 
44 This contrast—between disciplinary and capitalist rationalization—is what makes modern engineering a 
particularly interesting profession. While material and economic efficiency often go hand in hand, aligning 
disciplinary and monetary concerns, the moments of divergence are what generate the real question of professional 
ethics. Add in the relationship between military and civil engineering and between engineering and middle-
management, and the same sort of questions can be produced in regard to disciplinary, state, and corporate authority. 
45 Parsons, “Professions,” 546; Eliot Freidson, Professionalism: The Third Logic (Chicago: University of Chicago 
Press, 2001). 
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If the functionalist attitude that characterized the academic and much of the popular, 

educated opinion of the professions in America through the mid-twentieth century can be seen as 

a generally positive appraisal, there has arisen since then a less-flattering interpretation, one that 

views the professions’ fundamental aim as the creation of sheltered-marketplaces of 

commoditized knowledge. 46 Where Parsons saw altruism, a monopolist interpretation sees self-

interest. 47 On the monopolist view, professionalism marks a particular way in which human 

labor is transformed into capital, one in which the scarce resource of expertise (defined in terms 

of advanced formal training) is translated into pecuniary gain—symbolic capital becomes 

monetary capital, the right to speak becomes a way to make money.48 While a functionalist view 

may see professionalism as a form of rationalization alternate to the ratio of capital, the non-

functionalist monopolist account suggests that the professions actually mobilize the order of 

capitalism, imposing both the exclusively produced service and the need for a particular form of 

that service. In some cases, there may not have even been a need for the expertise of particular 

professionals until that need was itself produced by the exclusivity of professional knowledge 

(we may think here, for example, of legalese unnavigable by the layman).49 In juxtaposing 

“amateur” and “professional,” there has indeed been a tradition that sits in contrast to the idea of 

                                                
46 For an overview of the literature of these two readings, see Abbott, The System of Professions: An Essay on the 
Division of Expert Labor, 4–7.  
47We should note that the monopolist view is no less teleological than Parsons, as it takes professionalization to be a 
part of capitalist rationalization. In particular, see Krause. But just as “particularly striking is the tendency to assume 
that the professions, which in their primitive or ‘traditional’ form merely dispensed personal services to elite 
patrons, were destined to be swept upward on the escalator of ‘modernization’ or industrial and corporate capitalism 
toward the current situation in which the ‘ideal-typical’ professional is an employed servant of the state or a 
corporation” (Geison, Professions and Professional Ideologies in America, 5.). 
48 Magali Sarfatti Larson, “In the Matter of Experts and Professionals, or How Impossible It Is to Leave Nothing 
Unsaid,” in The Formation of Professions: Knowledge, State, and Strategy, ed. Rolf Torstendahl and Michael 
Burrage (London: Sage Publications, 1990), 40.  
49 On ratio and rationalization, see Siegfried Kracauer, “The Mass Ornament,” trans. Barbara Correll and Jack 
Zipes, New German Critique, no. 5 (Spring 1975): 67–76. Of course, one can debate whether legalese is a form of 
ideological dissimulation or whether it is a necessary system of order. Any fight about the pejorative term jargon is 
itself already lodged in this dichotomy of functionalism and monopolism. 
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the professional as a disinterested expert who performs work better than the dabbling amateur or 

layman. 50 On this alternate reading, the professional is more suspect than the amateur, as she or 

he practices in order to make a living, rather than out of purely disinterested concern for, and 

perhaps joy in, the activity itself. The professional, on the suspicious monopolist reading, 

produces obfuscation rather than clarity, as one may intend to point out with a term like 

“professional politician.” 

On the monopolist account, modern professionalism develops hand in hand with the 

evolution from laissez-faire capitalism to monopolist capitalism in the late nineteenth century.51 

Rather than understanding the processes of professionalization as the production of relatively 

apolitical, independent, and socially responsible expertise, the monopolist approach sees the 

gatekeeping institutions of professionalism—educational programs, licensing laws, ethical codes, 

and professional organizations—as means of controlling access to the workplace (much like 

craft-guilds did as early as the twelfth century) and avoiding the laissez-faire competition of the 

labor market.52 While protectionism of professionalization appears to go along with the 

democratization of knowledge and the standardization of access, it may actually be a way to 

coerce amateurs into accepting technocratic judgment. On the monopolist view, the antagonistic 

relationship that intellectuals like Emile Durkheim, C. S. Peirce, and Robert Tawney saw 

between professionalism and capitalism is actually a symbiosis; professionalism is just a 

                                                
50 Freidson, Professional Powers: A Study of the Institutionalization of Formal Knowledge, 22–25. Of course, the 
issue at hand with professional politician goes further, as it is itself a question of expertise in political life. 
51 Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, 199. 
52 Geison, Professions and Professional Ideologies in America, 5; Larson, The Rise of Professionalism: Monopolies 
of Competence and Sheltered Markets, xxiv.  Master-craftsmen, at least since the middle-ages, maintained control 
over access to the workplace and to the tools of that trade; Krause, Death of the Guilds: Professions, States, and the 
Advance of Capitalism, 1930 to the Present, 3–5; Antony Black, Guild & State: European Political Thought from 
the Twelfth Century to the Present (New Brunswick, N.J.: Transaction Publishers, 2003), 9–10.  
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different form of mobilizing the exclusionary and stratifying processes of capital.53 Importantly, 

this critical view is not limited to a Marxist mode of interpretation, as a similar evaluation of the 

professions as empty credentialism may also lead to a call for the libertarianism and economic 

liberalism of “credential abolitionism.”54 

Thus, the monopolist account understands the architectonic knowledge of the 

professional as an ideological tool that is, more or less, a way of using expertise as a form of 

disciplining power. Access to some special form of knowledge makes it possible for the 

professional to obscure the constructedness of their jurisdictions of power, and disputes over 

these jurisdictions, such as debates over which professionals are actually necessary in the 

building construction process, reveal the ideology of exclusivity. Even if the professional may 

not use their knowledge as a form of outright coercive sovereignty, theoretical jargon may allow 

the professional to perform some sort of sleight of hand that the layperson cannot catch.55 

Thus, a whole series of questions can be raised.56 Are the professions a means of 

exclusion or a democratizing force? Do the professions promote real knowledge, or do they only 

                                                
53 See Haskell, “Professionalism versus Capitalism: R. H. Tawney, Emile Durkheim, and C. S. Peirce on the 
Disinterestedness of Professional Communities”; Freidson, Professional Powers: A Study of the Institutionalization 
of Formal Knowledge, 27–28. 
54 Compare the work of Larson with Randall Collins, The Credential Society: An Historical Sociology of Education 
and Stratification (New York: Academic Press, 1979). The critique of monopolism has the potential to bring 
together Marxist and libertarian critique. Freidson comments on these strange bedfellows in Eliot Freidson, 
Professionalism Reborn: Theory, Prophecy, and Policy (Cambridge, UK: Polity Press, 1994), 2–4. This is also a 
good explanation for why libertarian groups have at timed teamed up with professional groups to fight again the 
further professionalization of other groups (i.e., architects against interior designers); see Jay Wickersham, “From 
Disinterested Expert to Marketplace Competitor: How Anti-Monopoly Law Transformed the Ethics and Economics 
of American Architecture in the 1970s,” Architectural Theory Review 20, no. 2 (May 4, 2015): 138–58. 
55 Daniel Calhoun, Professional Lives in America: Structure and Aspiration, 1750-1850 (Cambridge: Harvard 
University Press, 1965), 7–8. 
56 One could layer on top of the distinction of functionalist and monopolist interpretations many others to develop a 
systematized, structural account of relations the various particular professions. We could divide evaluations along 
the lines of a static structuralist definition based on having fixed traits vs. a dynamic evolutionist reading that defines 
them based on a series of developmental steps (organizations, schools, licensure, etc.), and/or we could divide them 
along the extent of the frame of reference: internal vs. external. Andrew Abbott, for example, divides out four 
interpretive categories: functionalist, structuralist, monopolist, and culturalist. Cullen charts the descriptive 
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promote pecuniary protectionism that masquerades as expertise? If they do promote real 

knowledge, who legitimizes it and how is it produced? Is modern professionalism a natural 

outgrowth of capitalism or is it a means of resistance? Is it the creation of sheltered marketplaces 

or a path morally above the common marketplace? How conscious are professionals and their 

educational and organizational institutions of the construction of ideology, and how much of it 

can be attributed to self-deception? These sorts of questions are part of a necessary framework 

for asking the question “what does the architect know?” 

Discipline and Profession, Discourse and Power 

Whether more functional or monopolist in character, any account of modern 

professionalism must be concerned with the question of how abstract knowledge becomes a kind 

of power, how the discursive is converted into the non-discursive, how knowledge is related to 

material transformation.57 Whether implemented in the workshop or the office, with the hammer 

or at the drafting table, by the trade guild or the white collar professional organization, the power 

of exclusion based on expertise and access to tools makes it possible to convert a particular 

ability or body of knowledge into a mode of exclusion—i.e., only architects can do the work of 

architecture.58 I will refer to this mode of exclusion as guild power—a kind of power that uses 

exclusive skills and knowledge (in craft guilds, “secret arts and mysteries”) as leverage.59 

                                                                                                                                                       
dimensions of professions used by multiple writers; John Cullen, “Structural Aspects of the Architectural 
Profession,” in Professionals and Urban Form, ed. Judith R. Blau, Mark La Gory, and John Pipkin (Albany: State 
University of New York Press, 1983), 285. The characteristics he identifies that are descriptively shared at varying 
degrees are: complex occupation, self-employed, complex relationships with people, altruistic service, long training, 
well organized, code of ethics, competence tested, licensed, high income, and high prestige.  
57 I will be following Foucault, and Deleuze’s reading of Foucault, in defining power; see Gilles Deleuze, Foucault 
(Minneapolis: University of Minnesota Press, 1988), 71ff.  
58 This also points to the rhetorical power of challenges like that of Bernard Rudofsky, Architecture without 
Architects: An Introduction to Non-Pedigreed Architecture (New York: Museum of Modern Art, 1964). See Krause, 
Death of the Guilds: Professions, States, and the Advance of Capitalism, 1930 to the Present, 3–6. As Krause puts 
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With professional architectonic knowledge, exclusion is not grounded in access only to 

the materials and habits of a practice (as with practical technê) or to a purely theoretical science 

(as with theoretical epistêmê) but is instead grounded in access to the dialectical structure of 

having a theory of practice, access to the theoretical abstraction of productive work with an 

external end. The professional has a form of authority that claims the right to guide particular 

action in the world because they understand the reasons why this action is the way it is. The 

structure of the power that the professional develops out of this exclusivity bears close 

resemblance to sovereignty, a condition that Giorgio Agamben describes as the state of 

exception.60 The sovereign is paradoxically inside and outside juridical order—having the power 

to administer law yet to also except themselves from the law.61 Likewise, the professional, as a 

quasi-sovereign, has the theoretical principles that enable her to administer practice while 

simultaneously grounding her exclusivity in exception from mere practice. The professional has 

the right to determine practice because she has a second-order theoretical knowledge not found 

merely in the practice of the tradesman or the layman. She has access to the self-excepting power 

of the discipline—a body of knowledge, most often academic, that theorizes the particulars. In 

the pages that follow, I will show how the disciplinary knowledge of the architectural profession 

that took shape in the United States in the early nineteenth century was its own history. 

Disciplinary identity is fundamentally discursive, and discourses, as Michel Foucault 

defines them, are “practices that systematically form the objects of which they speak.”62 That is, 

                                                                                                                                                       
it, “without solidarity in the guild training system, the skill would no longer be a mystery. Without sole possession 
of the skill and the tools to use it . . . the guild had no power” (5). 
59 Krause, Death of the Guilds: Professions, States, and the Advance of Capitalism, 1930 to the Present, 3. 
60 Giorgio Agamben, Homo Sacer: Sovereign Power and Bare Life (Stanford: Stanford University Press, 1998). 
61 “I, the sovereign, who am outside the law, declare that there is nothing outside the law,” Agamben, 15. 
62 Michel Foucault, The Archaeology of Knowledge: And the Discourse on Language, trans. A. M. Sheridan Smith 
(New York: Vintage Books, 2010), 49. Foucault’s definition of discourse is more helpful than Bourdieu’s in 
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discursive knowledge forms itself at the same time it forms its objects—e.g., lawyers form the 

system in which only they know how to operate and the work of architects (texts, drawings, 

buildings) forms the body of architecture. In addition to forming gatekeeping measures and 

providing access to some stable body, academic disciplines create the field of expertise 

themselves.63 George Barnett Johnston outlines this recursive condition of architecture with 

clarity, by contrasting it to the identity of the trade: 

The vocational identity reflects the division of labor within architectural practice, 
the manner in which the work is instrumentalized through tools, manuals, 
handbooks, and various architectural representations, and the means by which the 
knowledge of practice is reproduced through practice. The professional identity of 
the architect, on the other hand, is publicly projected and embraces the social 
contract that all professionals enter into as a basis of their public trust and esteem. 
In its social orientation, the architect's professional identity is discursive, and the 
reproduction of that knowledge about architecture is formalized through 
academic theory.64 

Formalized architectural education shapes a specific body of abstract knowledge—unapplied yet 

applicable, theoretical yet able to be made practical—and functions as the key reproductive and 

gatekeeping measure of the profession (which is a condition not out of step with other twentieth-

century professions).65 In fact, it is quite possible that architecture is the example par excellence 

                                                                                                                                                       
relationship to professions, according to Larson, because it is not as restrictive and delimited; Larson, “In the Matter 
of Experts and Professionals, or How Impossible It Is to Leave Nothing Unsaid,” 34. Professions, while they may be 
grounded in the authority of a science or research universities, are themselves not sciences, and likewise Foucault 
says discourses are not sciences; Foucault, The Archaeology of Knowledge: And the Discourse on Language, 181. 
63 As Larson say, “In theory . . . codification and standardization make knowledge accessible to all, while defining a 
universe of discourse to which all certified knowers have equal access;” Larson, “In the Matter of Experts and 
Professionals, or How Impossible It Is to Leave Nothing Unsaid,” 31. 
64 George Barnett Johnston, Drafting Culture: A Social History of Architectural Graphic Standards (Cambridge, 
Mass.: MIT Press, 2008), 6. In contrast of the reduction of discourse to the academic project, Robert Gutman 
distinguishes between the discourse of the academy and the discourse of practice; see “Two Discourses in 
Architectural Education” in Robert Gutman et al., Architecture from the Outside in: Selected Essays (New York: 
Princeton Architectural Press, 2010), 297–308. 
65 Collins, The Credential Society: An Historical Sociology of Education and Stratification. Collins’s appraisal of 
the link of education and real, necessary knowledge is largely negative, as he argues that the belief that education 
prepares students for vocational performance in highly skilled positions is “mostly bureaucratic hot air” (7). As 
Larson writes, “that link between higher education and the social division of labor that we call ‘profession’ has 
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of a discursive, disciplinary structure shaping the profession, of the academy giving shape to 

practice.66  

The discursive discipline creates professional power by allowing the individual 

professional to identify with the abstract authority of the discipline. That is, disciplines, as 

Foucault notes, provide “anonymous systems for the construction of new valid utterances, 

theoretical frameworks within which pertinent propositions must be placed in order to make 

sense.”67 This knowledge provides a transcendental and impersonal basis for empirical activity. 

It is a type of knowledge which, when learned, converts the individual into a particular field of 

knowledge (i.e., no longer are you “John Doe,” but you are “John Doe, AIA”).68 The body of the 

individual is identified with the professional body as a whole—the individual and collective 

trade on each other’s status. This disciplinary knowledge is what allows only the architect to 

practice architecture. The professional’s authority comes not from just knowing what to do in a 

particular situation, but in having a systematic knowledge of the conditions that make different 

                                                                                                                                                       
become, at least in capitalist societies, an almost ubiquitous way of constituting expertise;” Larson, “In the Matter of 
Experts and Professionals, or How Impossible It Is to Leave Nothing Unsaid,” 36. See also Parsons, “Professions,” 
541–42. 
66 Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, xxxi–xxxii; Magali 
Sarfatti Larson, Behind the Postmodern Facade: Architectural Change in Late Twentieth-Century America 
(Berkeley: University of California Press, 1993). 
67  Larson, “In the Matter of Experts and Professionals, or How Impossible It Is to Leave Nothing Unsaid,” 33. 
68 Michel Foucault, Discipline and Punish: The Birth of the Prison (New York: Vintage Books, 1977), 170ff. 
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situations, including the particular one on which they act, possible.69 Professionalism depends on 

a disciplinary knowledge that shapes ideological authority and the symbolic capital to speak.70 

But, importantly, disciplinary mystifying exclusion comes from being disciplined. One 

enters the academy to be disciplined, to be made in a certain image. Disciplinary knowledge 

requires discipline. The professional is both the instrument and the object of discipline as the 

architectonic mode of knowledge does not merely exclude but also turns back on itself. In the 

formation of eighteenth-century notions of professionalism, priestly authority was combined 

with knightly chivalry, another model of professional institution being the military.71 As Collins 

says, the tradition of knighthood and the heroic code of chivalry promoted a "noble 

(noncommercial and non-manual) style of life” that influenced the gentlemanly notion of 

professionalism as a form of life. Indeed, within the priestly tradition itself, monasticism is a 

form of self-discipline. Thus, even if one follows the monopolist understand professionalization 

as largely ideological, as the formation of a thick but hollow set of defensive bastions, this does 

not necessarily mean that professionals themselves are purposefully malicious, or even aware of 

the deception at work. As Gieson argues, “professionals have usually constructed their ideologies 

unselfconsciously and sincerely . . . whatever deception may be embodied in professional 

                                                
69 This discursive, disciplinary authority taps into more ancient traditions of priestly authority that allowed some 
eighteenth century professionals to mystifying their knowledge. There is a rhetoric of secularization that lies behind 
the functionalist justification of professions and the research university structure as rationalized, but the structural 
relationship between professionalism, the university, and priestly authority to interpret and guide runs deep.69 The 
priesthood, with its ability to mystify and protect a secret knowledge though training institution of the medieval 
university was a key source of other early professions: teaching, medicine, and law. Collins, The Credential Society: 
An Historical Sociology of Education and Stratification, 134. 
70 See Rolf Torstendahl, “Introduction: Promotion and Strategies of Knowledge-Based Groups,” in The Formation 
of Professions: Knowledge, State, and Strategy, ed. Rolf Torstendahl and Michael Burrage (London: Sage 
Publications, 1990), 3–4. He draws the contrast between two fundamental modes of interpreting professional as the 
economic and the symbolic. The former would include both a functionalist reading and a formalism into 
monopolism (Parsons, Wilensky, and Larson). The latter would include a focus on the connection with older forms 
of symbolic authority with current monopolist tendencies (Collins). 
71 Collins, The Credential Society: An Historical Sociology of Education and Stratification, 134. 
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ideology and rhetoric is partly a matter of self-deception as well.”72 And as anyone who has 

spent time in an architecture school will attest, architectural educators, professionals, and 

students deeply, and often masochistically, care about the pursuit of architectural truth. The 

intertwining of the architectural profession with religiosity and priestly authority will be a key 

issue in Part II. 

The state of exception that characterizes the sovereignty that the theoretically educated 

professional architect maintains in relation to the practice of building is tempered by the fact that 

disciplinary power is also a way of training and educating. The discipline increases aptitude (and 

autonomy) but it also habituates and subjugates.73 The gatekeeping tool of examination at all 

stages both marks the individual as one with authority and power and normalizes that 

individual’s work.74 Rightly qualified, we may call this ideology, but only as long as we 

understand ideology as having both the power to form subjects as well as to dissemble, the 

power of making a body as well as deceiving it. The discursive system thus is never merely a 

tool for authority or conscious obfuscation. The jargons used in any disciplinary formation 

exclude and mystify, but they also work to allocate, classify, compose, and normalize statements 

about truth and reality.75 

A Note on the Continental Model of the Profession 

My problem has now been laid out. I am seeking to understand the character of the 

architect’s knowledge, the nature of their theoretical grasp of purposeful making. Institutions of 

professionalism and higher education that shaped this form of knowledge—a discipline-specific 

                                                
72 Geison, Professions and Professional Ideologies in America, 7. 
73 Foucault, Discipline and Punish, 138. 
74 Foucault, 170, 186. 
75 Deleuze, Foucault, 28–29. 
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architectonic knowledge that is often internalist in origin and justification but whose end is 

fundamentally external—were beginning to take shape in the early-nineteenth century. It is the 

first attempts at defining this knowledge in the Antebellum United States that I will examine 

here. As I will return to in my conclusion, these first stabs at institutional authority and stability 

in the Early Republic created crucial intellectual formwork for the propagation of architectural 

education and professionalism in early-twentieth century America. Importantly, while the early 

nineteenth-century American model of professionalism hewed closely in many respects to 

English precedents, the influence of continental models of professionalism would also be 

substantially felt. Rather than being based in the self-employed practitioner with a high degree of 

independence, the continental model grounded authority in the elite, state-employed 

administrator who had a high level of formal education.76 This centralized mode of 

professionalism was never itself be implemented in America, but the character of its academic 

discourse would have substantial influence, particularly in American architectural education. For 

one, the legacy of the ancient régime in the state schools of French engineers and architects had 

profound effect on the desires and attitudes of prominent nineteenth-century architects in 

America who attended the École des Beaux-Arts (starting with Richard Morris Hunt in 1846). In 

addition, the influence of the École Polytechnique on the early engineering curriculum at West 

Point, which included architectural training, was extensive (see chapter two). German 

developments in polytechnic education, particularly at the Berlin Bauakademie and at Karlsruhe, 

exerted substantial influence on the curricula at schools in the American Midwest, particularly at 

                                                
76 Randall Collins, “Changing Conceptions in the Sociology of the Professions,” in The Formation of Professions: 
Knowledge, State, and Strategy, ed. Rolf Torstendahl and Michael Burrage (London: Sage Publications, 1990), 15. 
There is in general a question of how many historical, disciplinary, and geographical boundaries can be crossed in 
any unified theory of professionalism, whether grounded in rigid structuralism or the issue of social acceptance.  



38 

University of Illinois, and on the general tendency to place architecture schools under 

engineering departments.77 

American architects’ pursuit of elevated status was broader than either the nationalistic 

continental model or the English learned gentry model. It extended well beyond the state and 

issues of class. The American Institute of Architects, formed in 1857 (reviving a defunct early 

attempt), proposed a national school of architecture as early as 1867, a school which was loosely 

based on the Ecolé des Beaux-Arts to have preparatory (general studies), polytechnic (scientific 

and construction), and academic (history, drawing, and practical solutions) aspects.78  However, 

even though some efforts were made towards forming one, in the end the American model was 

not based on the formation of national educational institutions.79 Rather the development of 

dispersed educational and professional institutions, a condition that can be attributed to the mix 

of public and private education and the decentralizing force of federalism, led disciplinary 

discourse to develop intellectual authority from within the professional body and to only seek the 

substantial support of the state in the leveraging of exclusive expertise through licensing laws 

beginning towards the end of the nineteenth century.80 This dispersed condition was 

compounded by the fact that the architects being educated at these early schools were for the 

                                                
77 Along with the influence of the continental model on the educational pedagogy and the discursive conception of 
architecture’s exclusivity in America, the development of non-governmental versions of bureaucratic professions 
like engineering would see the effects of continental professionalism on their notions of occupation, career, and 
eventually middle management; Larson, “In the Matter of Experts and Professionals, or How Impossible It Is to 
Leave Nothing Unsaid,” 29. 
78 Michael Anthony Jones, “Models for Educating Architects in This Century and the Next” (Ph.D., Georgia 
Institute of Technology, 1989), 229–30; Woods, From Craft to Profession: The Practice of Architecture in 
Nineteenth-Century America, 67. 
79 The Society of Beaux-Arts Architects, founded in 1893 and reconfigured as the Beaux-Arts Institute of Design in 
1916 also promoted the idea of a national school. Although this was unsuccessful, they greatly affected national 
curricula through national design competitions; see Haber, The Quest for Authority and Honor in the American 
Professions, 1750-1900, 200; Jones, “Models for Educating Architects in This Century and the Next,” 250–52. 
80 Larson; Freidson, Professional Powers: A Study of the Institutionalization of Formal Knowledge, 32–35. 
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most part not going to work for the state, but rather becoming private practice professionals who 

were not members of the gentry. 

The problem can once again be restated: as the American architectural profession 

developed in the Early Republic, authority was primarily sought in the formation of an 

architectonic discourse, rather than in class identity or the state. I am examining what the content 

of this theoretical discourse was and how it served as a productive, unifying, and justifying 

mechanism. 

2. The Design: Latrobe, Gentleman Amateurs, and Master Builders 

In 1811 the English-born architect Benjamin Henry Latrobe described himself as the head 

of a non-existent professional body.81 The anatomical analogy which had appeared in classical 

and medieval political theory, as well as the writings of the early Christian church, became a 

prominent means of discussing the relationship between government and the people developed 

several centuries later by Machiavelli and Hobbes.82 Latrobe possessed an architectonic 

knowledge full of productive possibilities, but it was rendered powerless by the lack of 

individuals and institutions to systematically put it to work. His disembodiment was not simply 

the result of the deficiency of qualified practitioners to populate his body; it was also due to the 

general attitude of American society towards architecture—an attitude that failed to recognize 

the sovereign role of the professional architect. A few years earlier Latrobe had written to a 

young aspirant, saying that while he had been the first who “endeavored and partly succeeded” in 

placing “the profession of Architect and civil Engineer on that footing of respectability which it 

occupies in Europe,” he had nonetheless failed “to make it an eligible profession for one who has 
                                                
81 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 3:121. 
82 Eric Thomas Slauter, The State as a Work of Art: The Cultural Origins of the Constitution (Chicago: University of 
Chicago Press, 2009), 43ff. See Paul’s discussion of the Church body in 1 Corinthians 12. 
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the education and the feelings of a Gentleman.”83 Even Latrobe himself—a trained engineer and 

architect who was rightly, he thought, a learned member of the gentry—was often treated as a 

common surveyor and mechanic, a member rather than a head of the abstract body that directed 

building.84  

Building in the United States at the turn of the nineteenth century was dominated by 

craftsmen; it was a practice viewed as a trade, no doubt requiring skill but hardly a refined 

intellectual pursuit. Any hope Latrobe and others had of elevating building to an intellectual, 

architectural practice meant shaping and empowering an abstract, theoretical discourse. 

However, the basis of this elevated discourse, if it was to be attached to an occupational 

professional pursuit, could not simply fall back on the leisurely disinterestedness of the 

eighteenth-century gentleman. It would require a different élan vital for its body. 

Latrobe attempted to give shape to an elevated body of professional architects by 

juxtaposing his practice to two adversaries: the “ingenious” gentlemanly amateur capable of 

producing aesthetic elegance, but often with basic errors on the side of the structural and 

practical, and the builder/mechanic who had practical knowledge but often failed in proper, 

elegant arrangement.85 Gentlemanly amateurs made up a very small but dangerous group 

because they masqueraded incomplete and inadequate knowledge as sufficient. They landed 

commissions for which they were not qualified based on personal connections and the hint of 

ability. Builder/mechanics, on the other hand, made up a much larger crowd and, because they 

controlled the total scope of the design and building process in many large eastern seaboard 

                                                
83 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:680. 
84 Late in his career, Latrobe listed several particular affronts in respect to his gentlemanly status, in particular cases 
of being treated as below mercantile and agricultural professions. (Latrobe, 3:882.). 
85 Latrobe, 1:203. 
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cities, were able to disguise an important distinction between the work and knowledge of design 

and that of construction. While the difference between these two groups was never as clear cut as 

Latrobe presented it, to form the body of professional architecture required at the very least 

distinguishing it from the conceptual positions of the gentleman amateur and the mechanic.86 The 

tool for doing this, I will argue, was the architectural design, a term which I as mentioned use 

broadly, intending both the drawings that represent a building (or collection of buildings or a part 

of one) but also the forward-looking, holistic activity of the projection/planning of a building. 

The General Design of Gentleman Amateurs 

Gentleman amateurs such as William Thornton, Peter Harrison, and Thomas Jefferson 

developed their architectural knowledge almost exclusively through travel and the independent 

study of European texts.87 Their design work proceeded not from financial necessity but from 

leisure, a condition their self-education reflected. As Jefferson once remarked, “Architecture is 

my delight, and putting up and pulling down one of my favorite amusements.”88 While Latrobe 

                                                
86 Dell Upton, “Pattern Books and Professionalism: Aspects of the Transformation of Domestic Architecture in 
America, 1800-1860,” Winterthur Portfolio 19, no. 2/3 (July 1, 1984): 109.  Any precise distinction between 
professional architects, gentlemanly amateurs, and builders in the first decades of the nineteenth century is elusive 
(and the distinction of mechanic and engineer remains equally as vague). Figures that did not fit cleanly into one of 
these categories, like Robert Smith (1722-1777) who was a member of both the American Philosophical Society and 
the Carpenters’ Company, were not uncommon. Smith had emigrated to America from Scotland, and designed 
Carpenter’s Hall in Philadelphia as well as the campus home of the Princeton president John Witherspoon. As 
Woods describes him, “bridging the divide between manual and intellectual vocations, Smith blurred the distinctions 
between gentleman and artisan, artist and tradesman.” Woods, From Craft to Profession: The Practice of 
Architecture in Nineteenth-Century America, 12. 
87 These texts were most often English, but also French and Italian. This is not to say that amateur likes Thomas 
Jefferson were against formalized education, as Jefferson pushed to form architectural education at William and 
Mary, West Point, and the University of Virginia. See Marvin J. Anderson, “The Architectural Education of 
Nineteenth-Century American Engineers: Dennis Hart Mahan at West Point,” Journal of the Society of Architectural 
Historians 67, no. 2 (2008): 223, 241, fn. 10; Jones, “Models for Educating Architects in This Century and the 
Next,” 225–26. Kimball and Edgell say Peter Harrison should, in fact, be considered the first professional architect; 
Fiske Kimball and George Harold Edgell, A History of Architecture (New York: Harper & Brothers, 1918), 540. 
88 Quoted in Richard Guy Wilson, “Thomas Jefferson’s Classical Architecture: An American Agenda,” in Thomas 
Jefferson, the Classical World, and Early America, ed. Peter S Onuf and Nicholas Cole (Charlottesville: University 
of Virginia Press, 2011), 99. 
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did critique the individual designs of these gentleman amateurs—particularly large, public 

commissions such as Thornton’s US Capitol—his problem was more fundamentally with how 

gentleman amateurs arrived at their designs. For example, Latrobe said if Thornton had had the 

benefit of “regular professional education” and “a practical knowledge of architecture,” his good 

design of the capitol could have been elevated to an excellent one (and a series of technical 

problems avoided).89 Jefferson, he said, was “excellent” at fishing all of his designs out of “old 

French books,” but this did not amount to professional architectural practice.90 

 

Figure 6. Thomas Jefferson, “Pavilion No. IX We. Ionic of the temple of 
Fortuna Virilis,” before 1821. This design was likely copied from a sketch sent 
to Jefferson by Latrobe. University of Virginia, N-357 , K NO. 21 , L-09-01. 

                                                
89 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:500-501. 
90 Cited in Wilson, “Thomas Jefferson’s Classical Architecture: An American Agenda,” 103. 
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Having received little formalized architectural education, either through schooling or 

office-based apprenticeship or pupilage, the gentleman amateur’s knowledge was not formed by 

systematic study in the theoretical fundamentals of a profession but rather a nonsystematic 

consideration of the particulars of taste. And because their views were driven by a backwards 

looking conception of taste and appearance, their work tended towards conservative replication 

of existing architectural monuments or illustrations, for example Peter Harrison’s Redwood 

Library (1748-50) in Newport, RI.91 This, of course, is not to say there was no invention on the 

part of these gentleman amateurs nor that they were not aware of discussions of the principles or 

theory of architecture but rather that their invention most often consisted of the recombination of 

particular architectural elements, an approach grounded in experience rather than a holistic 

theory. In this sense, the gentleman amateur’s was an empirically generalized knowledge, 

epistemically little different from that of Aristotle’s manual workers. 

 

Figure 7. Peter Harrison’s Redwood Library, Newport, RI, 1748-50; Drawn by 
Pierre du Simitiere, 1768; Library of Congress, HABS RI-100. 

                                                
91 See Hoppus and Cole, Andrea Palladio's Architecture in Four Books and William Kent, Designs of Inigo Jones. 
Harrison did have some training under the guidance of the gentry in England. 
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A particular manifestation of the gentleman amateur’s incomplete knowledge was in how 

he used the technical tool of the architectural drawing almost exclusively at a macro scale—

general knowledge revealed itself in designs that did not go far beyond the parti.92 Thornton, it 

appears, had only produced a handful of drawings—complete elevations and plans—for the 

Capitol, which Latrobe took to task for technical problems.93 While the scale and detail of the 

drawings of the gentlemen were not different from the more advanced builders and craftsmen of 

the time, gentlemen architects usually had to further rely on these master builders for matters of 

construction. While the builder could treat drawing and building as two parts of an integrated 

project and thus drawing as a less important tool for laying out all the details in advance, the 

design remained disjointed from the details of building for most gentlemanly amateur.  

Jefferson was, no doubt, an exception to the rule, as he did not lack craft knowledge like 

other gentleman amateurs.94 Having gained much practical experience from his construction 

projects at Monticello, he had supervised construction closely at the University of Virginia. 

Nonetheless, his management of construction was not primarily done through drawing, but rather 

hands on involvement on the construction site, more closely resembling the master builders of 

the Renaissance than the late twentieth-century professional version of construction 

administration. Further, the gentleman amateur’s knowledge of construction, according to 

Latrobe, essentially replicated the trial-and-error empiricism of the tradesman. For example, 

Latrobe was involved in a lengthy dispute with Jefferson over the performance of wedge-shaped 

                                                
92 Fiske Kimball, “Benjamin Henry Latrobe and the Beginnings of Architectural and Engineering Practice in 
America,” Michigan Technic 30 (December 1917): 218–23. 
93 Glenn Brown, History of the United States Capitol (Washington: Government Printing Office, 1900), 14–35; 
William C. Allen, History of the United States Capitol: A Chronicle of Design, Construction, and Politics 
(Washington: U.S. Government Printing Office, 2001), 14ff. 
94 Wilson, “Thomas Jefferson’s Classical Architecture: An American Agenda,” 107–9. 
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skylights above the House of Representatives at the US Capitol, with Latrobe saying it would 

leak and admit harsh light based on his principled analysis and Jefferson suggesting it would not 

because he had seen them in Halle aux Blés in Paris.95 Latrobe built them as Jefferson demanded, 

and they performed poorly, just as he predicted. 

 

Figure 8. Benjamin H. Latrobe, Plan of the foundation Story of the Cathedral of 
Baltimore, Design 5, 1806, Archives of the Archdiocese of Baltimore. 

This sort of trial-and-error judgment, of course, clashed with Latrobe’s professional 

sensibilities. For example, Latrobe’s work at the Baltimore Cathedral (1806-1821) was 

aggravated by John Hillen, a wealthy merchant and trustee essentially acting as the general 

contractor, who modified Latrobe’s design of the crypt after concluding that the foundation walls 

were not thick enough. Hillen’s judgment on the matter, Latrobe suggested, was nothing more 

                                                
95 Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 17. 
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than the result of “happy fancy.”96 While Latrobe, as a professional architect and engineer, had 

calculated the shape and size of the foundations, the amateur Hillen just guessed.97 

On the aesthetic side, the professional architect was to make correct judgments of taste, 

but he was also not to be dogmatic. Latrobe proposed multiple schemes for the Baltimore 

Cathedral, classical and gothic in style. Natural talent and a learned gentlemanly background 

were of course advantageous, but they did not amount to “that variety of knowledge which an 

Architect ought to possess.”98 Guesswork, whether technical or aesthetic, was for Latrobe the 

enemy of architectural professionalism. Thus, Latrobe’s professional architect cannot be 

distinguished from the first of his adversaries based only on specific elements of knowledge, but 

rather on the way in which that knowledge was totalized. The professional architect was to 

understand that theoretical knowledge—knowledge of why architecture is the way it is—is the 

foundation of architecture, a foundation that was meant to extend to and guide all the particulars. 

Even if the gentleman had good style or appealed to sounds constructional rules of thumb, it is 

                                                
96 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:210, 52n, 61n, 214n, 
262n; Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 18–19. In the 
technical arena, Latrobe showed no patience for the guesswork of amateur engineers. See Latrobe’s ultimatum to the 
Reverend John Carroll, Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:324-
328. Thornton justified the choice of a doctor to design a capitol in a letter to editor published in the Federalist on 
April 26, 1808 by citing the example of Claude Perrault; Talbot Hamlin, Benjamin Henry Latrobe (New York: 
Oxford University Press, 1955), 283.  
97 Hillen’s interference was rendered particularly conspicuous by the fact that Hillen’s amateur guesswork was taken 
seriously; as Latrobe complained, “inter coecos regnat luscus”—among the blind the one-eye man is king. Latrobe, 
The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 1:204, 2:325. The description of 
ignorance comes in the midst of Latrobe’s ultimatum to the John Carroll about having total control of the design of 
the Baltimore Cathedral (see also 2:359 and the responses of the Trustees on 2:363-4 and Reverend Carroll, 2:373-4, 
398-9). It is written in regards to the work of George Rohrbach, who was the clerk of works on the cathedral and 
who, along with Hillen, caused problems for Latrobe. Latrobe complained that Hillen was “at the bottom of all the 
Bishop’s observations;” Latrobe, 2:216. Also see Journals 3:125. The committee eventually admitted to uninformed 
meddling at the end of the process. Writing to the French architect Maximilian Godefroy, who was having similar 
struggles with a chapel in Baltimore, Latrobe said that “Et rien n’est pas plus abbatant et humiliant que l’insolence 
de l’ignorance;” Latrobe, 266. 
98 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:240. 
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the ability to answer the question of why this style and why these principles that eluded their 

design activity. 

The Design as Middle Knowledge 

While gentleman amateurs were not professional architects, the professional architect 

was, according to Latrobe, nonetheless to be a gentleman. Latrobe had left England in 1796 with 

substantial inherited wealth and, like an eighteenth-century gentleman, did not plan to subsist on 

the income from his design work. However, through a series of financial missteps, he was forced 

to treat architecture and engineering as a necessary occupation for most of his time in America.99 

But despite this work becoming a financial necessity, Latrobe adamantly held onto aspects of 

gentlemanly status in shaping professional practice.  

While Latrobe was the most forceful about the gentlemanly credentials of the 

architectural professional (and without a doubt was the most knowledgeable and skilled engineer 

and architect in America in the early decades of the nineteenth-century), he was not alone. 

Others immigrants—such as Pierre Charles L’Enfant, Maximillian Godefroy, Joseph-François 

Mangin, Joseph Ramée, George Hadfield, and William Jay—and Americans with training in 

classical colleges—such as Jefferson, Charles Bulfinch, and Robert Mills—related gentlemanly 

status, education, and architectural practice in various ways.100 The appeal to the gentlemanly 

                                                
99 By most accounts Latrobe was indeed the first resident of North America "to attempt to derive his sustenance 
solely from designing buildings;” Leland M. Roth, A Concise History of American Architecture (New York: Harper 
& Row, 1979), 67. See also Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century 
America, 15–26.  
100 Maximilian Godefroy, who was trained in France and who worked and taught in Baltimore from 1805 to 1819, 
understood the professional architect to be a gentleman (so much so that he went in debt to his tailor to maintain his 
suave appearance). Godefroy often referred himself as an engineer, but his training in France is unclear. He was 
hired in 1805 to teach drawing, architecture, and fortification at St. Mary’s College in Baltimore. His theoretical 
background was deeply French, as he was influenced by Quatremère de Quincy, Jacques-François Blondel, and 
Jean-Nicolas-Louis Durand. While initially friends with Latrobe, who noted that Godefroy still needed help with 
technical aspects of architecture, the two eventually had a falling out; Robert L. Alexander, The Architecture of 
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was a tactic common to many of the modern professions emerging at the turn of the nineteenth 

century (in particular of law and medicine), as the maintenance of this elevated identity was 

meant to signal not only learnedness but more importantly a position of autonomy—of a 

disinterested practitioner who resided outside of the forces of the market and above the vulgar 

pursuit of income.101 This occupational disinterestedness required rather paradoxically that a 

practice like architecture be done for money but not primarily in pursuit of it, which required the 

establishment of architecture as a fulltime occupational practice nonetheless committed to a non-

financial external good. A key tool for establishing occupational disinterestedness was the 

creation and maintenance of some independent technical device, and in professional architecture 

this external good was a practical and material object that few in America could produce with 

any expertise: the design. 

Latrobe’s definition of the professional architect was deeply indebted to the English 

architect John Soane (for whom Latrobe briefly worked) who wrote in the introduction to his 

1788 Plans, Elevations and Sections of Buildings that “the business of the architect is to make 

the designs and estimates, to direct the works and to measure and value the different parts; he is 

the intermediate agent between the employer, whose honor and interest he is to study, and the 

                                                                                                                                                       
Maximilian Godefroy (Baltimore: Johns Hopkins University Press, 1974). Bulfinch, who also lost large sums of 
money as a result of poor financial decisions (the mismanagement of money being a theme common throughout the 
history of architects), most importantly also worked as Police Superintendent in Boston; see Jay Wickersham, “The 
Financial Misadventures of Charles Bulfinch,” The New England Quarterly 83, no. 3 (August 19, 2010): 413–81. 
Bulfinch followed Latrobe as architect of the capital in 1818, and Latrobe despised the modifications that Bulfinch 
made to his design for the US Capitol: “Bulfinch is destroying all hopes of a Capitol that will not disgrace us. I have 
seen his Elevation. It is detestable” (3:982). There were, of course, many who made careers as master builders much 
earlier than Latrobe, but this is precisely the conflation of drawing and building Latrobe sought to avoid in the 
definition of the professional architect. 
101 Larson, “In the Matter of Experts and Professionals, or How Impossible It Is to Leave Nothing Unsaid,” 27; 
Upton, “Defining the Profession,” 61. 
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mechanic, whose rights he is to defend.”102 The tripartite division of builder, architect, and 

client—with the architect acting as a designer-estimator-overseer that with “great trust” mediates 

between client and builder—is one that Latrobe oft repeated.103 In a well-known 1806 letter to 

his former apprentice Robert Mills, Latrobe stipulated four practical points that made this 

mediating position possible for the architect: do no work gratuitously, take total responsibility for 

the design and allow no alteration unless you agree, maintain control over who builds and when 

they are paid, and keep physical and financial control of the drawings. 104 The architect’s 

disinterestedness came by shaping the middle, by creating a mediating form of knowledge and 

control organized through the financially powerful and epistemically autonomous device of the 

design. 

In describing the mediating character of architectural service, Latrobe appealed to an 

analogy with the more professionally advanced practice of law.105 It is worth quoting at length: 

If the most distinguished lawyer of our city . . . were consulted as to the division, 
settlement, and alienation of a large Estate, he would be informed by the parties 
concerned, what it was, that they actual wanted; the titles would be put into his 
hands, the shares, as to their amount, and locality perhaps, exactly as defined; and 
the drafting of the instrument then would be committed to him. As soon as the 
draft of the instrument were prepared [sic], the parties would be called together, 
its nature, obligations, couvenants and general tendency would be fully explained. 
In examining this draft, it would very probably occur, that some intelligent person 
would discover that the intention of the parties had been mistaken, that the 
operation of the arrangement would be different perhaps than was expected, or 
that improvements in the settlements might be made. The lawyer consulted would 

                                                
102 John Soane, Plans, Elevations, and Sections of Buildings Executed in the Counties of Norfolk, Suffolk, Yorkshire, 
Staffordshire, Warwickshire, Hertfordshire, et Caetera. (London, Eng.: Taylor, 1783), 7. 
103 Part of the problem at the Baltimore Cathedral was that Hillen and Rohrbach were on both sides of the 
equation—representing both client and acting as builder. Further Hillen was a builder that didn’t confine his activity 
to that of a builder—he interfered with design.   
104  These were principles, one could add, that Latrobe did not always follow himself. Latrobe, The Correspondence 
and Miscellaneous Papers of Benjamin Henry Latrobe, 2: 239-245. Mills was, in fact, by this point obtaining 
commissions with rapidity and more success than Latrobe. Hamlin, Benjamin Henry Latrobe, 217. 
105 For example, by 1800, three-fourths of the states had licensing requirements for lawyers; Haber, The Quest for 
Authority and Honor in the American Professions, 1750-1900, 9. 
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not hesitate to revise, to redraw, to change his disposition, until all parties were 
satisfied. But if on hearing the deed read, any one of the party were to attempt to 
correct the technical phraseology, the terms of the conveyances, or to produce the 
opinions of the physician next door, or of the planter five miles off, or of some 
wonderfully ingenious young Lady, or of some person of suprizing natural legal 
talents from the back woods, as to the form of the deed, its construction, or its 
alteration, you would certainly hear no more from [the lawyer], excepting as to 
the amount of his charge for trouble already incurred.106  

The techniques of the draft, of the technical instrument that structures the way inputs and outputs 

are processed—i.e., of the device of middling between two parties—are the exclusive domain of 

the professional lawyer. It is thus, likewise the architect’s mediating techniques of the design, the 

instruments put to work in the space between client and builder, that should be protected. 

Naturally, Latrobe, like the professional lawyer he described, said he was willing to work very 

closely with his clients to understand their wants and would revise designs based on 

discussion.107 What he was not willing to do, however, was to be questioned on the techniques 

and principles of his work nor to spend his time teaching his clients to become architects 

themselves. His architectonic knowledge was to be understood as giving him unique control of 

the medium of the design and superior judgment to that of any client, layman, or builder.108  

                                                
106 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:241. This sentiment gets 
repeat by other architects antebellum period; Upton, “Pattern Books and Professionalism,” 122–23. 
107 Michael W Fazio and Patrick A. Snadon, The Domestic Architecture of Benjamin Henry Latrobe (Baltimore: 
Johns Hopkins University Press, 2006), 196. This revisionary attitude towards clients wants was common to the first 
professional architects and probably had an effect on home builders’ willingness to do the same; see Donna J 
Rilling, Making Houses, Crafting Capitalism: Builders in Philadelphia, 1790-1850 (Philadelphia: University of 
Pennsylvania Press, 2001), 73. 
108 The plan is professional work, and it comes with certain guarantees. Writing to South Carolina senator John 
Ewing Colhoun, rejecting a request to submit to a design competition for the South Carolina College, Latrobe said 
that professional men do not do work on the "chance” that they might pick up a job (Latrobe, The Correspondence 
and Miscellaneous Papers of Benjamin Henry Latrobe, 1:202.). In his refusal, we see Latrobe distancing himself 
from a system of competitions already characteristic of large public projects in both England and France, and one 
that had already been put to use in America (although this did not stop him from participating in the competition for 
the Second Bank of the United States); see Barry Bergdoll, “Competing in the Academy and the Marketplace: 
European Architecture Competitions, 1401-1927,” in The Experimental Tradition: Essays on Competitions in 
Architecture, ed. Hélène Lipstadt and Barry Bergdoll (New York: Princeton Architectural Press, 1989), 21–52. 
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Architectural design required consideration of the client and builder, but it did not give 

these others a right to question the art of designing itself (just as doctoring requires the 

consideration of the health of another, but does not give them the authority to question the 

techniques of doctoring themselves). This is the professional architect’s claim to a state of 

exception—their ability to legislate without being legislated. Design is an activity that claims 

self-governing authority for the purpose of serving the good of others. The professional 

architect’s authority over the design comes from his access to the discursive structure of the 

discipline.  The architect’s knowledge is then to be understood as disciplined in such a way that 

it can guide practice from the outside—designing itself can never be entirely designed.109 While 

design is an activity, it is also an object. It is a set of documents, a technical object that can meet 

or fail to meet the requirement of the needs that it serves and can be judged as such. Thus, on the 

Latrobian account that played a major role in the definition of the professional American 

architect, the design was to provide a disinterested and fair guide for building activity (technê) 

and, for this reason, was a valuable commodity. But its production remains the architect’s 

exclusive occupational activity, an activity that exceeded the grasp of amateurs and the base 

pursuit of mere financial gain. 

                                                
109 A basic principle of a Deleuzian ontology of difference; Deleuze, Difference and Repetition, 175. 
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Figure 9. Benjamin Henry Latrobe, “United States Capitol, Washington, D.C. 
House of Representatives dome - section & detail, cornices,” ca. 1815-1817, 
Library of Congress, LC-USZC4-1243. 

Drawing was Latrobe’s technic to assert professional authority and disinterested 

independence. While failing more than a few times to consistently maintain professional conduct 

(in particular failing to collect fees and to supervise construction) and sometimes unreflectively 

blaming others for his own shortcomings, Latrobe nonetheless exerted a kind of control of the 
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design with a degree of precision not available to anyone else in the Early Republic.110 His 

drawings were exacting, far beyond the approximations that characterized the general designs of 

gentleman amateurs. His drawings for the US Capitol, produced both in his working on the 

existing structure prior to 1814 and his proposal after its destruction by British arsonists, were 

extensive and imposing. Upon seeing these drawings, although eventually critiquing the 

distribution of the interior, Bulfinch remarked that “at the first view of these drawings, my 

courage almost failed me.”111 While gentleman amateurs largely carried out their design work 

only in macro-scale drawings, relying heavily on builders for practical estimation and detailed 

tectonic knowledge, Latrobe used multiscalar drawings both of the whole of the plan and of very 

specific details, drawings which rested on the authority of drafting itself as a iterative, internal 

exercise within the architectural office, and (sometime sporadic) site supervision as means to 

assert the authority of the design over his builders and to justify his domain of expertise to his 

clients.112 

                                                
110 The hagiographic tendencies of early work by Kimball and Hamlin have been countered by more recent work. 
Latrobe was himself to blame for many of his professional problems—he did not always supervise construction 
although he had demanded authority to do so, all of his major public works came in well over budget, and his 
arrogance and temper at times went unchecked; see Woods, From Craft to Profession: The Practice of Architecture 
in Nineteenth-Century America, 20–26. Latrobe’s professional conduct in his engineering work tended to outpace 
that of his architectural work, in part because of a difference in clients and capital. 
111 Charles Bulfinch, The Life and Letters of Charles Bulfinch, Architect: With Other Family Papers (Houghton, 
Mifflin, and Company, 1896), 213. 
112 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 1:204. On Latrobe’s 
drawings see Benjamin Henry Latrobe, The Architectural Drawings of Benjamin Henry Latrobe (New Haven: 
Published for the Maryland Historical Society and the American Philosophical Society by Yale University Press, 
1994), vols. 2, 35–8. 
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Figure 10. Benjamin Henry Latrobe, “United States Capitol, Washington, D.C. 
South elevation with propylaea,” 1810-1811, Library of Congress, LC-DIG-
ppmsca-31525. 

The Hidden Design of the Master Builder 

Latrobe’s second set of adversaries—builders, craftsmen, and mechanics (a general term 

used for skilled laborers who owned their own tools)—threatened the possibility of architectural 

professionalism in a different way than the gentleman amateurs.113 Rather than being overly 

general, the builder’s design was hidden. English craftsmen immigrated to the colonies in large 

numbers starting in the 1680s, and guild-like organizations sprung up in many Atlantic coast 

cities in the eighteenth century—Philadelphia in the 1720s and New York and Boston in the 

                                                
113 On mechanics, see Artisans of the New Republic, 9ff. 
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1770s. 114 In England craft guilds until the end of the seventeenth century had maintained a strict 

seven-year structure of apprenticeship and controlled the admittance of artisans as citizens or 

“freemen” to incorporated towns. In the colonies, however, the length of apprenticeship was 

variable, masters’ control over their apprentices was limited, and municipal governments rarely 

were able to exercise control over the number of craftsmen in a given city.115 But, while the 

distinction itself between apprentices, journeymen, and masters was less stable and the 

maintenance of this distinction turned as much on the individual possession of capital as it did on 

skill or governmental power, the order of trades nonetheless roughly followed English 

precedent.116 

Mechanics were a formidable group in the early Republic, although they were hardly ever 

considered the peers of their wealthiest clients. As Harry L. Watson writes, “because they were 

essential to the larger life of the community yet followed no one’s orders, master mechanics 

enjoyed substantial respect in their towns and considered a substantial role in urban politics as no 

more than their due.”117 Jefferson called mechanics the “the yeomen of the cities,” perhaps the 

highest compliment that unshakable advocate of individualist agrarianism could pay to any form 

                                                
114 This migration was caused in part by guilds in London losing control due to the rapidly expanding power of non-
guild labor, an expansion that was the result of the fast-pace of urban development, cycles of economic depression, 
and the destabilizing effects on the building industry of the 1666 Great Fire. Roger W. Moss, Jr., “The Origins of the 
Carpenters’ Company of Philadelphia,” in Building Early America: Contributions toward the History of a Great 
Industry (Radnor, Pa.: Chilton Book Co., 1976), 37–41. Woods, From Craft to Profession: The Practice of 
Architecture in Nineteenth-Century America, 10–11. 
115 Apprentices could easily run away from their masters and find new work under a different master and a different 
colonial authority; W. J Rorabaugh, The Craft Apprentice: From Franklin to the Machine Age in America (New 
York: Oxford University Press, 1986), 4–6; Ian M. G. Quimby, Apprenticeship in Colonial Philadelphia (New 
York: Garland Pub., 1985); Robert Blair St. George, Conversing by Signs : Poetics of Implication in Colonial New 
England Culture (Chapel Hill: University of North Carolina Press, 1998), 219ff. 
116 Moss, Jr., “The Origins of the Carpenters’ Company of Philadelphia,” 39–40. 
117 Harry L. Watson, Liberty and Power: The Politics of Jacksonian America (New York: Hill and Wang, 2006), 29; 
Paul E. Johnson, The Early American Republic, 1789-1829 (New York: Oxford University Press, 2007), 63; Woods, 
From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 14.  
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urban work.118 The mechanic was, in his mind, marked by the individuality and self-subsistence 

of the yeomen of the rural Republic. Even if they did not own their own land as their farming 

counterparts did, they at least owned their own tools. Mechanics were, of course, never simply 

one class. The elite mechanics, whose could be as wealthy as members of the gentry, no doubt 

“represented the entire artisan community’s aspiration for stature, economic opportunity, and 

dignity.”119 

Carpenters were the most prominent mechanics in the building trades (a condition 

imported from England and reinforced by the abundance of wood in the colonies), often having 

control of the job site. Some master carpenters could more generally be labeled master builders, 

as they would also act as “undertakers” (essentially the equivalent of today’s general contractor) 

who had the necessary capital to control the building process through the acquisition of material 

and to subcontract out the work of other trades like brickwork, glazing, and plastering.120 Some 

would even wind up acting as full-fledged speculative capitalist, building dozens of houses at a 

time on spec.121 In addition to the material and fiscal control of the job site, many carpenters had 

drafting instruments and could produce orthographic architectural drawings, a few even able to 

                                                
118 Johnson, The Early American Republic, 1789-1829, 63; Bruce Sinclair, Philadelphia’s Philosopher Mechanics; a 
History of the Franklin Institute, 1824-1865 (Baltimore: Johns Hopkins University Press, 1974), 15. 
119 Thomas Bender, New York Intellect: A History of Intellectual Life in New York City, from 1750 to the Beginnings 
of Our Own Time (New York: Knopf, 1987), 79; Rock, Artisans of the New Republic: The Tradesmen of New York 
City in the Age of Jefferson, 130, 264–88. 
120 Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 11–13; Upton, 
“Defining the Profession,” 39. On the abundance of wood, Lounsbury notes that ““Evidence from fragmentary data 
that survives from a 1798 federal tax, which among other things enumerated building materials, indicates that more 
than 95 percent of the standing structures in America were wooden—either timber framed or log”; Carl Lounsbury, 
Essays in Early American Architectural History: A View from the Chesapeake (Charlottesville: University of 
Virginia Press, 2011), 22. 
121 Rilling, Making Houses, Crafting Capitalism: Builders in Philadelphia, 1790-1850, 30–39. 
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construct perspectives.122 Because of this ability to draw, several of these master builders came 

to be identified (or self-identified) as architects.123  

Jurisdictional disputes over the title of architect did not arise in the colonies and early 

years of the Republic, as it carried little purchase, fiscally or socially. The idea of a necessary 

architectural service independent from that of the builder was almost nonexistent, outside of the 

grandest public buildings. It was not until 1806 that “architect” first appeared as a professional 

identification in a city directory.124 But the reason the title of architect held little independent 

authority was not simply because the work of architectural designing was not important. Rather, 

the title was unimportant because the architectural work of design was detached from the 

occupational title (for example, Owen Biddle, in his 1805 The Young Carpenter’s Assistant 

identified himself as a “house carpenter and teacher of architectural drawing”).125 It was a form 

of work not yet associated with a particular discursive authority, and thus a form of work without 

guild power behind it.  

In 1790, the Carpenters’ Company of the City and County of Philadelphia, one of the 

earliest and most powerful guilds in the colonies and the early republic, retroactively explained 

that it had been founded in 1724 “for the purpose of obtaining instruction in the science of 

architecture.”126 While the concept of the ‘science of architecture,’ to which we will return in 

                                                
122 Moss, Jr., “The Origins of the Carpenters’ Company of Philadelphia,” 40. 
123 Upper-class planters, merchants, and even the representatives of wealthy institutional clients were also sometimes 
identified (or self-identified), as architects; Woods, From Craft to Profession: The Practice of Architecture in 
Nineteenth-Century America, 6, 10–14.. On drawing, see Rilling, Making Houses, Crafting Capitalism: Builders in 
Philadelphia, 1790-1850, 74–90. 
124 The first was in Boston; Cecil D. Elliott, The American Architect from the Colonial Era to the Present (Jefferson, 
NC: McFarland & Co, 2003), 13. 
125 Owen Biddle, The Young Carpenter’s Assistant, or, A System of Architecture Adapted to the Style of Building in 
the United States (Philadelphia: Benjamin Johnson, 1805). 
126 And “assisting such of their members as should by accident be in need of support,” see Jeffrey A. Cohen, 
“Building a Discipline: Early Institutional Settings for Architectural Education in Philadelphia, 1804-1890,” Journal 
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chapter two, suggesting a pursuit of a disinterested architectonic knowledge (perhaps in the vein 

of epistemê), this pedagogical mission statement should be balanced by the reality of the 

Company’s economic function as a protective guild.127 The Carpenters’ Company did not 

represent the majority of practitioners in a trade, but rather the wealthiest, most successful, and 

most powerful carpenters who could afford the membership fees.128 Nonetheless, this limited 

membership did not limit power. The Company, like other organizations for mechanics, 

leveraged guild power through a variety of means of secrecy and price control. Even if a 

carpenter was not a member of the guild, his methods and pricing could still be greatly 

influenced, as the majority of city building regulators and measurers were drawn from the 

membership of the Company.129 The Company priced (measured) work in relationship to a price 

book—the 1786 version of which survives—whose content was carefully kept secret. Carpenters 

had clients agree to pay in relationship to something called old price, which was detailed element 

by element in the price book, but as Latrobe would complain, “nobody but the sworn measurers 

know what old price means.”130 Because the architect could not get carpenters to provide any 

information on their pricing for specific work, estimating design costs, a key tool of the 

architect’s mediating control of the design, was next to impossible.  

                                                                                                                                                       
of the Society of Architectural Historians 53, no. 2 (1994): 140. See also Woods, From Craft to Profession: The 
Practice of Architecture in Nineteenth-Century America, 12.  
127 Moss, Jr., “The Origins of the Carpenters’ Company of Philadelphia,” 45. 
128 Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 11. For example, 
the eighty members in 1787 representing “only one out of every six master carpenters in the city.” 
129 Members of the Carpenters’ Company worked as regulators throughout the city; Moss, Jr., “The Origins of the 
Carpenters’ Company of Philadelphia,” 47–48. 
130 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:386. Also see the 1818 
letter to Jefferson on the secrecy of price books in Baltimore (3:975). Price books in other cities also existed: Boston 
as early as 1774 and Providence, RI as early as 1750; Charles E. Peterson, ed., The Rules of Work of the Carpenters’ 
Company of the City and County of Philadelphia, 1786: With the Original Copper Plate Illustrations (New York: 
Bell Publishing Co., 1981), xv. 
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Figure 11. Pages 2 and 3 and Plate 1 on framing from The Rules of Work of the 
Carpenters’ Company of the City and County of Philadelphia (1786) 

However, while this inability to estimate was highly problematic, it was another strategy 

of protectionist guild power used by the Carpenters’ Company that most hindered the potential of 

professional architecture: the hiding of the cost of design in the total building cost. Latrobe’s 

mode of work tied architectural design to each specific project and, following English precedent, 

derived the cost of design from a percentage of actual construction costs.131 Carpenters and 

builders, in contrast, could bill design, estimation, and construction all together, acting as if 

design was not a separate division of work.132 In fact, in the price book, which lays out the cost 

of all the carpenter’s work over 44 pages, the cost of drawing designs is dispensed with in a 

single sentence (along with making out bills and collecting materials) as something that should 

“be charged by the Carpenter in proportion to the trouble.”133 This produced a situation in which 

                                                
131 At least, this was his ideal way of deriving fees. See Fazio and Snadon, The Domestic Architecture of Benjamin 
Henry Latrobe, 202–4. 
132 Fazio and Snadon, 192–93. 
133  Moss, Jr., “The Origins of the Carpenters’ Company of Philadelphia,” 41. Also see Rilling, Making Houses, 
Crafting Capitalism: Builders in Philadelphia, 1790-1850, 70–73. 
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the public, in the words of Talbot Hamlin, held the “the fallacious idea that design [and we might 

add construction administration] costs nothing.”134 

 

Figure 12. Page 1 of Rules of Work of the Carpenters’ Company, beginning 
with a single line covering the issue of charging for design (1786) 

This hiddenness of the design can be illustrated in the way carpenters used drawing. For 

example, take the drawings of the Philadelphia based carpenter-architect Thomas S. Stewart 

(1806-1889), who had apprenticed with a member of the company from 1824 to 1827, after 

which he worked as a journeyman and then as a carpenter.135 In his 1830s daybook, there are 

loosely sketched designs, none bigger than a few inches, for houses and other building types but 

                                                
134 Hamlin, Benjamin Henry Latrobe, 146. 
135 Roger W. Moss, “Stewart, Thomas Somerville (1806-1889),” Philadelphia Architects and Buildings, accessed 
July 10, 2018, https://www.philadelphiabuildings.org/pab/app/ar_display.cfm/25414. 
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the pricing of materials takes on more precision than any of the design work. 136 Or, for example, 

William Buckland’s 1759 sketches for a courthouse found on the back of an interior window 

frieze at Gunston Hall in Virginia.137 The design was not a set of drawings the carpenter 

produced in detail prior to or separate from his work of building. Design was not an activity that 

produced an object of value on its own apart from construction. 

   

Figure 13. (left) Page from the sketchbook of Thomas S. Stewart, ca. 1830s, 
The Athenaeum of Philadelphia; (right) William Buckland, Sketches for a 
courthouse found on the back of an interior window frieze, ca. 1759, Gunston 
Hall, Virginia, redrawn by Carl Lounsbury. 

                                                
136 Thomas S. Stewart Daybook, The Athenaeum of Philadelphia. 
137 Carl R. Lounsbury, “‘An Elegant and Commodious Building’: William Buckland and the Design of the Prince 
William County Courthouse,” Journal of the Society of Architectural Historians 46, no. 3 (1987): 228–40. Reprinted 
in Lounsbury, Essays in Early American Architectural History: A View from the Chesapeake. 



62 

This, as already mentioned, does not mean that some carpenters could not draw. Stewart 

was trained in architectural representation at some point in the late 1820s, potentially at the 

Franklin Institute in Philadelphia, and he began to enter design competitions in the 1830s.138 

While in the pages of his of his daybook, the sketch was a utilitarian device subservient to the 

precision of cost calculations and applied craft knowledge, Stewart was also able to produce 

quality orthographic and perspectival renderings when necessary. Often for clients, but more 

importantly for design competitions, these drawings acted not so much as guides for the builder 

as a way to communicate to the client the capabilities the carpenter-architecture already had in 

their body. Stewart’s winning entry for St. Luke and the Epiphany Church in Philadelphia beat 

out an entry by the architect William Strickland. 

   

Figure 14. Thomas S. Stewart, elevation and perspective for design competition 
for St. Luke and the Epiphany Church, Philadelphia, PA, 1839, Thomas S. 
Stewart Collection, Athenaeum of Philadelphia, STW.004.003 and 
STW.004.002. 

                                                
138 See Moss, “Stewart, Thomas Somerville (1806-1889)”; Cohen, “Building a Discipline: Early Institutional 
Settings for Architectural Education in Philadelphia, 1804-1890,” 149–50. 
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The integrity of professional architecture was an issue of public trust, a condition Latrobe 

emphasized in an appeal to the courtroom practice of respecting expertise: cuique in sua arte 

credendum, “everyone is to be believed in his own art/skill.” 139 But beyond the issue of 

competence, the hiddenness of the work of design, or the understanding of it as at best an activity 

that communicated to the client the work the builder would actually do, made it difficult for the 

architect to even justify the value and necessity of their skill in the first place. By hiding the cost 

of the design in construction, designing was not acknowledged as a form of real work and, again, 

was thus something for which architects could not leverage guild power. That is, archi-technê 

was not recognized as a technê itself, nor as a form of knowledge independent from its service to 

that technê. 

Carpenters and builders were not fond of Latrobe, but the problem that they had with 

him, according to Latrobe’s own view, was not personal. Their disdain, he said, was the result of 

a professional architect attempting to reveal something being hidden by the Carpenters’ 

Company: that the intellectual work of the architect exhibited on paper was real work, not a 

cheap supplement.140 The necessity of producing the demand for the commodity in addition to 

the commodity itself is a theme common to professionalization in the Early Republic. The 

exercise was often undercut by tendencies towards individualism and the suspicion of elitism, as 

well as the fact that the professionally produced commodity is often immaterial, or at the very 

                                                
139 The phrase carries a specific legal meaning of trusting experts to testify in their own field, of which Latrobe must 
have known. The connection of the legal and architectural professions is interesting; see in particular Martha J 
McNamara, From Tavern to Courthouse: Architecture and Ritual in American Law, 1658-1860 (Baltimore: Johns 
Hopkins University Press, 2004), 81–102. Latrobe formulated this principle, in a letter regarding the Baltimore 
Cathedral: “Let no man attempt to correct ‘the works of another unless he perfectly understands them, and is master 
of the subject on which he applies his correction, I would do it on the present occasion.’” He goes on to formulate 
this in terms of professionalism: “From the Committee, I shall be happy to receive directions, wherever an alteration 
is wished; but in professional matters, it is necessary to the success of the work that my direction should be 
implicitly obeyed” (Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:211.). 
140 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 3:237. 
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least, abstract (i.e., doctoring produces health, but what is health?).141 The design was not a 

commodity valued on its own in America before the nineteenth century.142 Professional 

architectural work would have to be an activity that designed not simply for a pre-formed want 

or desire, but would also have to produce the desire itself.143 Faith in the professional architect 

would require more than a belief in their ability to provide what was wanted; it would require 

faith in the professional’s judgment that the real work of design was needed in the first place. If 

Latrobe’s professional body was to be formed, the architect’s authority had to be found in 

dictating the very need for the design itself. 

The Assumed Design in Early American Pattern Books 

The Carpenters’ Company’s price book, in addition to being a means for hiding design 

cost in construction costs, was also an early tool for the codification of the body of architecture. 

In addition to the 44 pages of pricing information, the price book, as early as 1786, contained 39 

plates illustrated by the company member Thomas Neville.144 These plates presented building 

elements as a set of fragments shown, like the pricing information, in the order a carpenter would 

construct a house. Beginning from structural framing patterns, the pricing information and 

illustrations moved through openings in the envelope—dormers, doors, and windows—on to 

internal and ornamental elements—partition walls and stairs, molding and cornices, pediments, 

and fire places. The final plates were of four of the five classical orders (no composite order), 

                                                
141 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 91–116; Woods, From Craft 
to Profession: The Practice of Architecture in Nineteenth-Century America, 28–31. 
142 According to Fiske Kimball, Peter Harrison’s Christ Church in Cambridge, MA is the only recorded instance of a 
colonial designer being paid for plans of a building to be erected by others. Kimball, “Benjamin Henry Latrobe and 
the Beginnings of Architectural and Engineering Practice in America,” 218. 
143 As discussed above, this is also Foucault’s definition of a discourse. 
144 Peterson, The Rules of Work of the Carpenters’ Company of the City and County of Philadelphia, 1786: With the 
Original Copper Plate Illustrations, x. 
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presented like the rest of the drawings without commentary beyond pricing. Only one plan and 

one elevation of a complete building, of Carpenters’ Hall in Philadelphia designed by the 

Scottish-born carpenter-architect Robert Smith, were included. Architectural elements were 

brought into a designed totality by the material order of the carpenter’s work. 

   

Figure 15. Architectural elements from Rules of Work of the Carpenters’ Company (1786) 

While the price book could be considered the first illustrated architectural work authored 

and published in America, architectural texts had already crossed the Atlantic with migrating 

British carpenters and with gentleman amateurs like Jefferson.145 The first architectural books 

published in America were reprints of texts authored in England. First was a 1775 reprint of 

                                                
145 See Kenneth Hafertepe and James F. O’Gorman, eds., American Architects and Their Books to 1848 (Amherst: 
University of Massachusetts Press, 2001), 141. I am blurring the distinction often made between three types of 
colonial architecture books: handbooks - general how-to guide to architecture; pattern books - more elegant and 
expensive, details drawings more concerned with current architectural fashions; and drawing manuals - taught how 
to produce architectural drawings; see Elliott, The American Architect from the Colonial Era to the Present, 15ff. 
The most popular books were naturally British, including texts such as William Pain’s Practical House Carpenter 
(1788), Batty Langley’s The City and Country Builder’s and Workman’s Treasury of Designs (1740) and The 
Builder’s Jewel (1741), Abraham Swan’s British Architect (1745),  William Salmon’s Palladio Londinensis (1734), 
Colen Campbell’s Vitruvius Britannicus (1715), James Gibbs’s Book on Architecture (1728), and James Stuart and 
Nicolas Revett’s Antiquities of Athens (1762-1816). See Wilton-Ely, “The Rise of the Professional Architect in 
England,” 188. 
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Abraham Swan’s 1745 British Architecture followed in 1786 by The Town and Country 

Builder’s Assistant, in which the English immigrant John Norman compiled plates from Swan, 

Isaac Ware, and others. In the decades immediately after the Carpenters’ Company’s price 

book’s publication, American authored publications began to proliferate, beginning with Asher 

Benjamin’s 1797 The Country Builder’s Assistant and Owen Biddle’s 1805 The Young 

Carpenter’s Assistant, which was explicitly approved by the Carpenters’ Company. By the start 

of the Civil War, 188 pattern books had been published in the US (93 of these in the 1850s).146 

The boom in pattern books around the turn of the nineteenth century was not unique to 

architecture. Many other trades such as tailoring saw the same rapid growth of published 

materials due to increasing literacy rates and the development of cheaper modes of printing (in 

particular for producing engravings).147 These books tended to have a subversive effect on the 

tradition of apprenticeship and the replication of knowledge through practice. They made 

formerly secret knowledge more accessible and lessened the authority of masters and craft guilds 

(contra the initial protective measures taken by guilds like the Carpenters’ Company).148 Thus, 

these texts raised key questions for the development of trade and professional knowledge. Early 

pattern books were ways of systematizing knowledge, some aiming at education and others at the 

                                                
146 Richard L Bushman, The Refinement of America: Persons, Houses, Cities (New York: Knopf; Distributed by 
Random House, 1992), 243. The literature on these pattern books is extensive, particularly literature that attempts to 
connect these pattern books to examples in colonial and early republican architecture: Daniel D. Reiff, Houses from 
Books: Treatises, Pattern Books, and Catalogs in American Architecture, 1738-1950: A History and Guide 
(University Park: Pennsylvania State University Press, 2000); Upton, “Pattern Books and Professionalism”; Building 
by the Book (Charlottesville: University Press of Virginia, 1984).  
147 Rorabaugh, The Craft Apprentice: From Franklin to the Machine Age in America, 34–35. 
148 The price book was originally printed without illustrations and even without pricing information, which could be 
filled in by hand. The first versions were not allowed to leave carpenters hall. 
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codification and systematization of what was already known.149 But what organization was 

appropriate to architecture? How was the body of knowledge to be assembled? 

The organizational form of most early pattern books was one of collecting discrete parts. 

For example, the commonly available Palladio Londinensis: or, of the London Art of Building 

(1734) by William Salmon, Jr. surveyed geometrical drawing, the estimation and measuring of 

various types of labor and material, and the design of individual building elements. Like the 

Carpenters’ Company’s price book, Salmon’s text treated building elements independently and 

presented the five classical orders ahistorically, with the focus being solely on the practical 

means of calculating modules and dimensions. He illustrated no complete plans or elevations; 

framing plans for roofs and a few drawings for the proportioning of rooms were the most 

composite objects shown. 

                                                
149 Upton, “Pattern Books and Professionalism,” 117. 
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Figure 16. Plates 9 and 28 from William Salmon, Jr.’s Palladio Londinensis: or, 
of the Lond Art of Building (1734), which was commonly available in the 
English colonial America 

Batty Langley’s The City and Country Builder’s and Workman’s Treasury of Designs 

(1740, 1741) and The Builder’s Jewel (1741) were as popular and available as Salmon’s text in 

the Colonies and Early Republic and a key source from which the gentleman amateur George 

Washington drew elements for his house Mount Vernon.150 Langley was more focused on 

architectural aesthetics than Salmon, but just as fragmentary in his presentation of elements. 

Likewise containing no complete plans or elevations, Langley’s Treasury of Design presented 

individual architectural parts, beginning with the five orders and proceeding through piers, gates, 
                                                
150 Batty Langley, The Builder’s Jewel, or, The Youth’s Instructor and Workman’s Remembrancer (London: R. 
Ware, 1741); Batty Langley, The City and Country Builder’s and Workman’s Treasury of Designs, or, The Art of 
Drawing and Working the Ornamental Parts of Architecture, Builder’s Treasury (London: S. Harding, 1745). See 
Joseph Manca, George Washington’s Eye: Landscape, Architecture, and Design at Mount Vernon (Baltimore: Johns 
Hopkins University Press, 2012), 25–27. 
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doors, windows, fire place, decorative patterns for floors and cabinets and ceilings, altar pieces, 

pulpits, monuments, obelisks, clocks, railings, and furniture. In a later edition, a brief section on 

framing was added at the end. The Builder’s Jewel was similarly organized, putting even more 

emphasis on classical elements (including some examples of porticos in the various classical 

orders). Almost entirely decorative and thoroughly two-dimensional, Langley’s texts were 

essentially collections of the elements of architectural appearance.  

Early imported pattern books like those of Salmon and Langley were more commonly 

used by Americans involved in building than the architectural treatises such as Alberti, Palladio, 

Chambers, and Scammozi. The latter were only possessed by, or for the most part even 

accessible to, gentleman amateurs like Jefferson and Bulfinch.151 Nonetheless, however 

fragmentary, these texts were intended to order a certain complete account of architecture. 

Salmon said his text provided a “thorough knowledge of Architecture,” albeit one also 

characterized by making the material accessible to the common man.152 Langley echoed this 

sentiment, claiming in one text that the rules of architecture were so easy that all “men of reason” 

could understand them through basic study and in a latter that his publication was meant to fit in 

the builder’s pocket and was thus truly a tool of application.153 This pocket-sized text could be 

used by the experienced builder to “renew his Memory” and by the inexperienced apprentice to 

master the art. After all, he said, “it is useful knowledge only, that makes one man more valuable 

than another.” 

                                                
151 Upton, “Defining the Profession,” 54; James F. O’Gorman, “Bulfinch, Buildings, and Books,” in American 
Architects and Their Books to 1848, ed. Kenneth Hafertepe and James F. O’Gorman (Amherst: University of 
Massachusetts Press, 2001), 91–107. 
152 William Salmon, Palladio Londinensis, or, The London Art of Building, 2nd ed. (London: A. Ward, 1738), 
preface.  
153 Langley, The Builder’s Jewel, or, The Youth’s Instructor and Workman’s Remembrancer, 2. 
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Figure 17. Plates 1 and 2 illustrating molding and balustrade profiles and the the 
proportional relationship of four classical orders from Asher Benjamin’s The 
Country Builder’s Assistant, 1797 

Asher Benjamin relied heavily on published English texts to assemble the first American-

authored architectural text, his popular The Country Builder’s Assistant (1797). 154 In 27 plates 

each accompanied by a short description, Benjamin walked through the four classical 

architectural orders (omitting the composite, just like the Carpenters’ Company price book), 

building elements, and details and ended with three plates of complete buildings—two houses 

                                                
154 Like many others, Benjamin relied on William Chambers’s Treatise on Civil Architecture for the orders. He 
looked to William Pain’s Practical House Carpenter for design details and Peter Nicholson’s The Principles of 
Architecture for technical matters, particularly concerning stairs; his geometry was also common place for the 
mechanic, some of the exercises dating back to 17th century British texts; Upton, “Pattern Books and 
Professionalism,” 109–10; Kenneth Hafertepe, “The Country Builder’s Assistant: Text and Context,” in American 
Architects and Their Books to 1848, ed. Kenneth Hafertepe and James F. O’Gorman (Amherst: University of 
Massachusetts Press, 2001), 129–48. 
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and a meetinghouse—derived from existing sources. 155 He put priority on the specifics of 

neoclassical form, but these forms, as with Salmon and Langley, were not treated as historical 

elements but rather as ahistorical architectural fragments that had proper proportions.156 The 

second American authored book, Owen Biddle’s The Young Carpenter’s Assistant; or, a System 

of Architecture, adapted to the Style of Building in the United States (1805), borrowed some of 

its elements directly from the Carpenters’ Company price book in addition to the Englishman 

William Pain’s Practical House Carpenter (1788).157 While it began with the construction and 

layout of the drafting table and the tools of drawing and illustrated how geometric exercises 

could be worked out by these means, Biddle’s text then proceeded along similar lines to 

Benjamin. It began with moldings to establish basic architectural forms—although more focused 

on the geometry of drafting than the proportional rules of thumb of Benjamin’s text—and then 

moved through the four orders and building elements. Biddle ordered his procession through 

building elements similarly to Benjamin: doors and windows, fireplaces, and stairs (with other 

elements mixed in). In his final plates, like Benjamin’s, Biddle showed several complete designs 

for his own houses and for Philadelphia buildings designed by others.158 

                                                
155 Plate 25 was derived in part from Pain’s Practical House Carpenter, published in America in 1796; Hafertepe, 
“The Country Builder’s Assistant: Text and Context,” 137. Pain’s approach was similarly fragmented, although the 
Practical House Carpenter did contain several plans, elevations, and sections for large houses. The 1798 edition 
added seven plates, including an elevation and plan for another house. Unlike the other plates, these included no 
written description. The meeting house was derived from two meeting houses by Charles Bulfinch in Taunton, MA 
and Pittsfield, MA (both 1790-92), who Benjamin would eventually say was the first to lay claim to the “character” 
(a term to which we will return) of architect in New England; Asher Benjamin, Practice of Architecture (Boston: 
Author and Carter, Hendree, and Co., 1833), iii. Bulfinch’s Franklin Street Houses (1793-5), Benjamin would say, 
“gave the first impulse to good taste.” 
156 Hafertepe, “The Country Builder’s Assistant: Text and Context,” 146. 
157 William Pain, The Practical House Carpenter, or the Youth’s Instructor, 3rd ed. (London: Author, 1790), 4. See 
also Michael J. Lewis, “Owen Biddle and The Young Carpenter’s Assistant,” in American Architects and Their 
Books to 1848, ed. Kenneth Hafertepe and James F. O’Gorman (Amherst: University of Massachusetts Press, 2001), 
149–53. 
158 Biddle’s geometric exercises come from Peter Nicholson’s The Principles of Architecture; Lewis, “Owen Biddle 
and The Young Carpenter’s Assistant,” 155. Biddle probably also owned a copy of Palladio, potentially also texts by 
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Figure 18. Plates 1 and 2 illustrating the organization of drafting tools and basic 
geometry from Owen Biddle’s The Young Carpenter’s Assistant; or, a System of 
Architecture, adapted to the Style of Building in the United States, 1805 

While Benjamin’s Country Builder’s Assistant was silent about its intentions, Biddle 

explicitly laid out its task: to make unnecessary the purchase of architecture books from other 

countries, of which, he said, two-thirds of the material was irrelevant to the student of 

architecture in the new world.159 Benjamin echoed this sentiment in the introduction to his 

extremely popular second book The American Builder’s Companion (1806; 2nd Edition, 1811), 

which drew material from the Englishman James Gibbs as well as the built American work of 

                                                                                                                                                       
James Gibbs, Colen Campbell, William Chambers, and William Halfpenny. He showed complete drawings of a 
bridge erected over the Schuylkill River in Philadelphia by the Carpenters’ Company, Latrobe’s design for the Bank 
of Pennsylvania, Samuel Blodget’s Bank of the United States, and Robert Smith’s Steeple of Christ Church. 
159 Biddle, The Young Carpenter’s Assistant, or, A System of Architecture Adapted to the Style of Building in the 
United States, 3. 
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Bulfinch.160 There was without a doubt a proto-professional interest at work in Biddle’s and 

Benjamin’s texts, one that sought to give the American builder a form of intellectual stability and 

exclusivity.161 While this authority, for the Carpenters’ Company, had been based in the builder’s 

understanding of architectural elements in relationship to the order and cost of construction, a 

knowledge kept secret and used to leverage guild power, the order of Biddle’s and Benjamin’s 

publications suggests a pursuit of a different form of justification, one that appealed to the 

proper, knowledgeable composition (a term we will discuss at length in chapter two) of 

architectural elements. While containing remnants of the price book’s constructional logic (i.e., 

openings in the envelope are followed by interior elements), these two texts looked towards a 

different sort of intellectual foundation, one grounded in the geometry and proportion inherent in 

the work that took place on the drafting table. In fact, Biddle’s text aimed explicitly to 

supplement the young carpenter’s classroom education in drafting.162 Thus, in Benjamin and 

Biddle we can see a proto-form of the prioritization of the drawing as the foundation of an 

architectural knowledge, a practice that exceeds the logic of construction. 

Both Benjamin and Biddle wrote with the assumption that a certain level of craft 

knowledge would already be possessed by their readers, a knowledge that would provide the 

underlying base unit—the basic construction of the building volume—on which the builder with 

educated taste would gather the particular elements of style—columns, openings, fireplaces, 

stairs, moldings, etc. While they did include some framing plans for roofs and trusses, these two 

                                                
160 This text was authored with a stucco worker; Asher Benjamin and Daniel Raynerd, The American Builder’s 
Companion; or, a New System of Architecture: Particularly Adapted to the Present Style of Building in the United 
States of America (Boston: Etheridge and Bliss, 1806). 
161 Upton, “Pattern Books and Professionalism,” 110. 
162 While this book was officially approved by the Carpenters’ Company, Biddle maintained a good relationship 
with architects, Lewis, “Owen Biddle and The Young Carpenter’s Assistant,” 149. Latrobe called Biddle “a very 
good and honest man;” Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:386. 
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texts provided no basic framing patterns like those that began the Carpenters’ Company price 

book. They instead assumed a certain understanding of the structural logic of the basic heavy-

timber frame of a house. Likewise, even though both authors concluded their texts with several 

complete plans and elevations, they also did little to suggest the floor plan or the overall 

elevation had any sort of priority in the focus of the designer. The totalizing design—in structure 

or in space—was treated as secondary, itself of less interest than the attached parts. The total is 

not a variable element but rather the assumed constant that underlies the variable application of 

elements. Robert Bushman characterizes this attitude in early pattern books as an understanding 

of “the process of house design as a matter of assembling beautiful features and applying them to 

the surfaces of the house. . . . The eye of the discerning observer, it was implicitly assumed, 

looked to these details, not to the floor plan, to measure the elegance of the house.”163 

Latrobe, who had a much broader knowledge of Renaissance treatises and more current 

English, French, and German texts than Biddle or Benjamin, complained about the builder’s 

piecemeal approach. It was not merely an issue of slavery to the book but further of inadequately 

knowing how to put discursive knowledge to work.164 While an architect with professional skill 

could gain from books by distinguishing beauty and defect in their contents, carpenter builders 

(and gentleman amateurs) were incapable of discerning differences in the quality of what was 

presented in the book. 165 Amateurs understood the content of architectural books as a 

homogenous field of good elements; they took discourse as a given authority, rather than taking 

on the self-excepting authority of professional sovereignty. Treating the body of architecture as a 

                                                
163 Bushman, The Refinement of America: Persons, Houses, Cities, 244. 
164 On Latrobe’s literary references, see Jeffrey A. Cohen, “The Architectural Libraries of Benjamin Henry 
Latrobe,” in American Architects and Their Books to 1848, ed. Kenneth Hafertepe and James F. O’Gorman 
(Amherst: University of Massachusetts Press, 2001), 109–28. 
165 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 1:203. 
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collection of equally-weighted fragments did not, on a Latrobian view, provide a theory—an 

account of the reasons why. Thus, while these texts offered an additive codification of the 

vernacular, they were not invested in a holistic theorization of architectural form or practice.166 

For the builder using the pattern book, the overall design, which remained hidden in building 

costs, was an assumed backdrop for the discursive constitution of the architectural system of 

objects. 

3. Archi-technê: Classicism and the Professional’s Design 

I began this chapter with a quote from the first pages of the Metaphysics, where Aristotle 

suggested that knowing the causes is greater than craft ability itself. This kind of knowledge was 

never, for Aristotle, a kind of pure first philosophy: a theoretical, scientific knowledge (epistêmê) 

of the truth of that which cannot be otherwise. On an Aristotelian account, architectonic 

knowledge, while it might desire the appearance of scientific knowledge, could never be pure 

because it remains directed at an end outside of itself. What then is the character of archi-technê, 

of what we might call a theoretical knowledge of production? Answering this question was a 

fundamental struggle for architecture as it professionalized in nineteenth-century America. 

The Design as an archi-technê 

Is the discourse of professional architecture a technical theory of building or is it an 

aesthetic theory of design? The answer to this seemingly pedantic question had real implications 

for the definition of professional work (and billing) in the nineteenth century. In particular it 

raised the question of the aims of architectural design. Initially, Latrobe’s answer to the question 

                                                
166 Walter Benjamin’s theorization of the bourgeois interior as a collection of traces could be linked to this early 
collage type approach of the builder; see Walter Benjamin, The Arcades Project (Cambridge, Mass.: Belknap Press 
of Harvard University Press, 1999), 212ff. It is not a totalized theorization, but rather a collection of parts. For the 
contrast of additive vernacular versus integrated theory, see Upton, “Pattern Books and Professionalism,” 141. 
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comes in contrast to two inadequate modes of architectural knowledge: the gentlemanly, 

aesthetic knowledge of the “men of leisure” (as Biddle called them) and the fragmentary, 

vernacular knowledge of builders and their pattern books.167 The design for the former remained 

general and abstract, primarily an issue detached from the particulars of construction. When the 

gentleman amateur did engage with the concerns of construction, they merely imitate the 

empirically guessing game of the builder. The unifying work of the design, for the latter, 

remained largely an issue of the traditions of craft knowledge, and the design a non-discursive 

technical device hidden and assumed in the process of building itself. The work of architectural 

design was reduced to the collection of discrete elements of decoration and organizing them on 

the practical frame.168 

Both the gentleman’s and craftsman’s mode of organizing architectural knowledge stood 

in contrast to the aims of Latrobe, for whom architecture was a totalizing intellectual exercise 

(for example, one could think of his project of designing the “rational house”).169 Designing was 

a way of working on how and why one should build, of developing and applying a theory of 

craft. Design was not the acceptance of a pre-given set of precedents or parts but rather a 

sovereign professional activity that it gave itself its own rules (I’ll describe this self-legislation as 

heautonomy at the end of chapter two). The design was thus conceived as an authoritative object, 

a product of work in medium that could holistically direct the builder’s work. This meant that 

according to the architect, the drawings that were orthographically projected on their drafting 

                                                
167 Biddle, The Young Carpenter’s Assistant, or, A System of Architecture Adapted to the Style of Building in the 
United States, 3. 
168 A distinction not too far from that of the duck and the decorated shed; Denise Scott Brown, Steven Izenour, and 
Robert Venturi, Learning from Las Vegas: The Forgotten Symbolism of Architectural Form, Rev. ed. (Cambridge, 
Mass.: MIT Press, 1977). 
169 Fazio and Snadon, The Domestic Architecture of Benjamin Henry Latrobe, 185–91. 
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board (in addition to their written and verbal directions) were the product of a self-justifying 

expertise.  

While in practice the authority of the architect was often challenged from the outside in 

the Early Republic, the title nonetheless came to carry weight. What would become more of a 

challenge than elevating the title as the century progressed was keeping those who were not 

properly educated or skilled from calling themselves architects. The institutionalization of the 

title architect through educational and professional organizations over the nineteenth century and 

further, legal protection of it in the twentieth century is telling. What was sought was a way to 

convert expertise into material and financial power, to make the title exclusive through defining 

proper access to the body of architectural knowledge. Finding the question of whether 

architectural design was oriented towards aesthetic or pragmatic issues pedantic—“the answer is 

of course ‘both . . . and’”—is in part an effect of a profession whose theory has successfully 

retrojected its conception of architectural knowledge and practice back into the history of 

architectural discourse—i.e., the Soanian-Latrobian definition of the architect as a middleman 

who designs and oversees construction has become the lenses through which professional 

architecture in America discovers its past.170  

American Classicism 

Positioning design as an external good over and above a mere means of financial gain for 

the architect required defining design’s higher purpose. This requirement was not abstract. It was 

one that required convincing a public that the higher aspirations of architectural design were 

indeed an indispensable service. Architecture needed to be understood as a valuable republican 

                                                
170 On theory and retrojection, see D. N. Rodowick, Elegy for Theory (Harvard University Press, 2014), 9, 23. This 
will become a deciding feature in the characterization of architecture’s hermeneutic, historical foundation. 
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practice. In an 1810 address to the Society of Artists in Philadelphia, Latrobe warned that the 

fundamental problem for the arts of design in the United States was not the training of artists, but 

the education of the general citizenry that the fine arts were in fact a force for good rather than a 

monarchical activity that cuts against the cause of liberty. He said: 

far from enjoying the support of the general voice of the people, our national 
prejudices are unfavourable to the fine arts. Many of our citizens who do not fear 
that they will enervate our minds and corrupt the simple and republican character 
of our pursuits and enjoyments, consider the actual state of society as unfit for 
their introduction: more dread a high grade of perfection in the fine arts as the 
certain indication of the loss of political liberty, and of the concentration of wealth 
and power in the hands of a few.171 

Presenting architecture as an art for the nation, not just for the wealthy, meant delicately 

balancing the call for the elevation of the professional architect with the democratization of the 

desire for their work amongst the citizenry. 

In one sense, the pattern book was a reactive way of defining and answering the higher 

order need for design. While he reproduced in detail the five classical orders, Benjamin, in his 

1833 Practice of Architecture reported that for many American domestic clients, finding the 

appropriate classical order presented a problem. The Tuscan was "too massive and plain," Doric 

"too expensive,” and Ionic “too rich.”172 What resulted was much irregularity, some good and 

some bad, of invention by builders to meet their client’s needs. Benjamin thus provided a design 

for a sixth order “constructed on scientific principles” and “of a character” that met the needs of 

the American public rather than allowing the work of composition to fall to “unskilful [sic] 

hands.” In this type of activity, Benjamin, along with dozens of other pattern book authors, 

participated in the preparation of a ground for professional architecture by claiming the need for 

                                                
171 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 3:68-69. Originally 
published in  
172 Benjamin, Practice of Architecture, 33. 
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a particular expertise in composition—one that understood that architecture had scientific 

principles and that there was such a thing as appropriate character. To design an American 

architecture required an ability to think rationally and to understand how architecture should 

appear—what it should re-present to a people. 

 

Figure 19. Asher Benjamin’s proposal for a new order based on “scientific 
principles,” Plate 7, The Practice of Architecture, 1833. 

For Latrobe, architecture was not only reactionary to its environmental conditions, it was 

also deeply productive. The effects of great architecture were born out by history: “all that I ask, 

and which cannot be denied, is, that Greece was free when the arts flourished, that they were 

dependent on that freedom, and that freedom derived from them much of her support and 

permanence.”173 Architecture was a medium for reinforcing an American national virtue, a virtue 

that Latrobe understood best expressed as “Republican simplicity,” a condition that he and many 

                                                
173 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 3:72. 
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others understood to have been best embodied by the Greeks (this term is explored in depth in 

chapter six).174 

Manfredo Tafuri, in Architecture and Utopia, makes a remark about Jefferson that can 

equally apply to Latrobe and many of the master builders: 

The utopia of Jefferson the architect is fully expressed in the ‘domestic heroism’ 
of his classicism. The values (read: images of Reason) were imported from 
Europe already elaborated in all their weighty solemnity, but they were 
immediately stripped of anything that might isolate them from civil life. In other 
words, they were deprived of their aura of inaccessibility.175 

Whether the austere and attenuated interpretation of English Palladianism of Bulfinch, the 

French and Roman inspired work of Jefferson, or the more pragmatic and craft inspired 

classicism of Benjamin and Biddle, gentleman amateurs and master builders alike participated in 

the constitution of architectural knowledge around the logic of an approachable classicism. This 

style, as Caroline Winterer suggests, was the dominant aesthetic of the first decades of 

nineteenth-century America because it could bind together the identity of the consumer and the 

republican.176 Classicism, from the classical colleges to the institutions of “useful knowledge,” 

was the aesthetic and political guide.177 From Jefferson and Bulfinch to Biddle and Benjamin to 

the first professionals, the elements of Greek and Roman architecture were what constituted the 

discipline’s basic parts. 

Jefferson’s utopia was, Tafuri says, a utopia of the rear rather than avant garde. It was a 

utopia built on arguing that a system already existed. This is the same for professionalism’s self-
                                                
174 Latrobe, 3:81. 
175 Manfredo Tafuri, Architecture and Utopia : Design and Capitalist Development (Cambridge, Mass.: MIT Press, 
1976), 28. 
176 Caroline Winterer, The Mirror of Antiquity: American Women and the Classical Tradition, 1750-1900 (Ithaca: 
Cornell University Press, 2007), 6–7. On architectural classicism in America, see Harry Francis Mallgrave, Modern 
Architectural Theory: A Historical Survey, 1673-1968 (New York: Cambridge University Press, 2005), 140–48. 
177 Caroline Winterer, The Culture of Classicism: Ancient Greece and Rome in American Intellectual Life, 1780-
1910 (Baltimore: Johns Hopkins University Press, 2002), 15ff. 
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justification built on a recursive founding of present practice in the past. Professionalism’s 

judgments are rooted in a theoretical understanding of why things are the way they are (and the 

way they have been). Thus, the transition from eighteenth-century class-based gentlemanly 

professionalism to a modern system in the nineteenth century went hand in hand with a 

transformation in the nature of aesthetic judgment. What was required was a shift from a class-

based argument about judgment to some sort of expertise in aesthetics, an aesthetic 

professionalism in which science and character are achieved through discipline.178 The architect 

exercises a discipline but is in turn also disciplined. In the coming chapters, I will argue that this 

recursive function of discipline was accomplished through the formalization of architectural 

education, and in particular its historical discourse. It is the regular education of architects that 

eventually gave Latrobe his professional body—a body that disciplines itself.  

                                                
178 See Günter Leypoldt, Cultural Authority in the Age of Whitman: A Transatlantic Perspective (Edinburgh 
University Press, 2009), 32–34. 
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2. Architectural Science and Refined Taste 

The genius of architecture seems to have shed its maledictions over 
this land. . . . [T]he first principles of the art are unknown, and 
there exists scarcely a model among us sufficiently chaste to give 
an idea of them.” 

Thomas Jefferson, Notes on the State of Virginia, 17851 

“The genius of architecture has shed maledictions over our land,” 
says mr. Jefferson. In a democracy, whoever of the citizens sees a 
public evil, and does not speak of it, is silently treacherous to the 
world; and whoever of them perceives, and yet does not endeavour 
to remove a public inconvenience, is an accessary to it. 

Anonymous, “On the Architecture of America,” 17902 

A pure Architectural taste is a great gift, or attainment, for any 
man to be possessed of; and, if this science were more generally 
studied throughout the United States, we should be exempt from 
those architectural abortions which now so often disgrace our 
cities and villages. 

Publishers note to Edward Shaw, The Modern Architect, or every 
Carpenter his Own Master, 18543 

 

In this chapter, I turn to the terminologies of science and taste as they were used in the 

first decades of the Early Republic to define the aims of regular architectural education. These 

two terms denoted different ways of characterizing a theoretical discourse in which the practice 

of architectural design was grounded. Both, though, functioned as a way of defining that in terms 

of which design could be practiced and judged. They were the archi of the archi-technê, an archi-

archi-technê. Architectural knowledge, thus, was not only expressed in the activity of designing 

                                                
1 Thomas Jefferson, Notes on the State of Virginia (Boston: Lilly and Wait, 1832), 160. 
2 “On the Architecture of America,” The American Museum, Or Universal Magazine 8, no. 4 (October 1790): 174–
76. 
3 Shaw, The Modern Architect. 
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and directing activity of building, it was also expressed in lectures, publications, and discussions 

on how and why the architect designed. 

1. Professionalism and Refined Class 

The definition and extents of architectural knowledge impacted how institutional bodies 

pursued the formation of guild power. Latrobe’s 1810 “Oration” discussed at the end of the 

previous chapter was delivered to the recently formed Society of Artists in Philadelphia, whose 

membership was made up largely of artists, not of laymen.4 Latrobe, towards the end of his 

speech, said that 

the most effectual patronage which in their infancy the fine arts can receive, is the 
certainty of employment. The enthusiasm which belongs to genius will do much, 
but without this inducement to the young who possess superior talents to devote 
themselves to their cultivation as a profession, we shall ever remain mere 
occasional and unskilful copyists.5 

For the fine arts to exceed the activity of repeating the same, professionalism had to be 

cultivated. The professional’s practice was not of bookish copying, it was expert thought—a 

theoretical knowledge applied to the particulars. This sort of practice and its attendant knowledge 

required financial freedom. The Society’s “Constitution,” echoed this desire, declaring its aims 

of promoting education in artistic practices, improving public taste, and, importantly, funding 

artists so that they could pursue their “profession.”6 In particular, it was to run a drawing school 

and an annual exhibition, and the income from these ventures would be used to support 

professional artists in their labor of elevating the nation’s taste, morals, and politics. 

                                                
4 The Society was renamed the Columbian Society of Artists in 1813. See Sarah Burns and John Davis, American 
Art to 1900: A Documentary History (Berkeley: University of California Press, 2009), 15–151. 
5 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 3:78-79. 
6 Reprinted in Burns and Davis, American Art to 1900, 153–54. 
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Five years prior to the formation of the Society of Artists, the Pennsylvania Academy of 

Fine Arts was formed.7 It was founded not by professional artists, but by a group composed 

mostly of merchants and lawyers. Its aim was to cultivate public appreciation for the arts, but its 

“lay president and directors ran the institution for the benefit of the predominantly wealthy 

shareholders rather than of the artists.”8 The Painter Charles Willson Peale asked Latrobe to 

participate in the Academy, but he showed little interest in working with this band of amateurs 

(although he was technically a member), saying that they had no “taste for, or knowledge for any 

Arts but that of bookkeeping or cookery.”9 He did, however, appreciate that they were putting 

forth “that most essential support of all Art: Money.” It enraged Latrobe when the Academy 

hired the merchant and amateur architect John Dorsey in 1805 to design its home. The affront to 

expertise in taste and architectural science of hiring a man who had been a grocer, a silver and 

plate merchant, a sugar refiner, and a state senator but never a regularly trained architect was not 

only an example of ignorance, it was also a way of undermining professional authority. Latrobe 

complained, as he had before and would again, that this confusion about the architect’s 

knowledge was also crossed with a lack of understanding about the financial value of the activity 

of design: “John Dorsey has no less than 15 plans now in progress of execution, because he 

charges nothing for them.”10 The Academy, unless it was providing financial support to the 

proper people, did not in fact represent professionalism or true advancement of the arts; it 

undermined them. 

                                                
7 See Laura Patricia Brugger, “Constructing Taste: Athenaeums and Academies of Art in the United States, 1805-
1865” (Columbia University, 2003), 53–94. 
8 See notes on Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:256. 
9 Benjamin Henry Latrobe to Charles Willson Peale, July 17, 1805, Latrobe, 2:105. Also see Brugger, “Constructing 
Taste: Athenaeums and Academies of Art in the United States, 1805-1865,” 60. 
10 Benjamin Henry Latrobe to Isaac Hazlehurst, July 21,1806, Latrobe, The Correspondence and Miscellaneous 
Papers of Benjamin Henry Latrobe, 2:254. 
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Figure 20. The Pennsylvania Academy of the Fine Arts designed by John 
Dorsey, 1805. From Lippincott’s monthly magazine, a popular journal of 
general literature, vol. 9, iss. (Jan-June 1872),  p. 144. 

Deskilling and the Emerging Professional Identity 

The economic pressure put on those, like Latrobe, who attempted to protect the title of 

architect and to find financial stability in it were not unique. Early nineteenth-century Americans 

saw the effects of intensifying capitalism and enterprise restructure the division of labor in 

multiple ways. Through early forms of speculative, large-scale production like the ‘putting-out 

system’ (first implemented in textiles, clothing, and shoes), manual labor was increasingly 

divided and “deskilled.”11 Highly skilled labor in growing American cities in many trades was 

replaced by semiskilled labor, and the relation between the master and apprentice was pushed 

                                                
11 Watson, Liberty and Power: The Politics of Jacksonian America, 30; Charles Grier. Sellers, The Market 
Revolution: Jacksonian America, 1815-1846 (New York: Oxford University Press, 1991), 24. 
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towards restructuring as one between management and wage labor.12 Only a minority of master 

craftsmen in any field were able to move into the newly forming business class; the majority 

wound up working as common laborers who no longer owned their own shops or tools.13 In 

addition to this restructured division, a stronger social distinction between manual and non-

manual work, which echoed eighteenth-century conceptions of gentlemanly professionalism, 

developed. As Paul E. Johnson writes:  

Lowly clerks and wealthy merchants prided themselves on the fact that they 
worked with their heads and not their hands. They fancied that it was their 
entrepreneurial and managerial skills that were making the market revolution 
happen, whereas manual workers simply performed tasks thought up by the 
middle class. The old distinction between proprietorship and dependence—a 
distinction that had placed master craftsmen and independent tradesmen, along 
with farm-owning yeomen, among the respectable ‘middling sort’—
disappeared.14  

The market revolution of the early nineteenth century thus “had inaugurated an irreversible 

proletarianization of the mechanic class.”15 The distinction between master-craftsman and 

journeyman, which also acted as a distinction between employer and employee and between 

‘upper middle class’ and ‘lower middle class,’ became increasingly adversarial. 16 The world of 

the independent, skilled, and honorable mechanic was fading away. The increasing tension in 

disputes amongst the classes of mechanics, which were most acute in trades like carpentry where 

                                                
12 Watson, Liberty and Power: The Politics of Jacksonian America, 28–32; Johnson, The Early American Republic, 
1789-1829, 113; Rock, Artisans of the New Republic: The Tradesmen of New York City in the Age of Jefferson, 264–
94. 
13 Johnson, The Early American Republic, 1789-1829, 63; James F. O’Gorman, ed., Drawing toward Building : 
Philadelphia Architectural Graphics, 1732-1986 (Philadelphia: University of Pennsylvania Press, 1986), 5; Woods, 
From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 18; Rock, Artisans of the 
New Republic: The Tradesmen of New York City in the Age of Jefferson, 9. 
14 Johnson, The Early American Republic, 1789-1829, 82. 
15 Sellers, The Market Revolution: Jacksonian America, 1815-1846, 25. 
16 Rock, Artisans of the New Republic: The Tradesmen of New York City in the Age of Jefferson, 288; Rorabaugh, 
The Craft Apprentice: From Franklin to the Machine Age in America. 
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the potential for advancement was often low, led to strikes, but also to a growing disdain 

between labor and the professionalizing middle class.17  

In part in response to this reworking of the division of labor, master builders like Ithiel 

Town, Solomon Willard, and Alexander Parris assumed the title of “architect,” pushing back 

against Latrobe’s attempts to protect the term from them, to establish their social position as 

above the wage-laboring mechanic.18 Asher Benjamin made the transition slowly, identifying 

himself as “carpenter and architect” in his second book The American Builder’s Companion 

(1806). At stake in this text was not simply a change in title, but further the way this new title 

was bound up with the systematizing aim of the text itself, an intention made equally clear in 

Benjamin’s next volume (which was essentially an abridgement of the previous): The Rudiments 

of Architecture (1814).19 Like the early work of Benjamin and Biddle, both volumes began with 

geometry, followed by the classical orders (now including all five), proceeded through other 

building elements, and finally arrived at complete architectural drawings. They also included 

more complete elevation and plans than Benjamin’s earlier work.  

 Benjamin, by 1830, was fully identifying himself as an architect and was clearly 

separating the work of the architect and of the builder-mechanic into two separate practices.20 He 

wrote from the authoritative and paternal position of the architect in The Practical House 

Carpenter (1830), subtitled a complete development of the Grecian orders of architecture, 

                                                
17 Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 29. 
18 Jack Quinan, “Some Aspects of the Development of the Architectural Profession in Boston Between 1800 and 
1830,” Old-Time New England 68, no. 249 (Summer/Fall 1977): 32–37. On Parris, also see Edward Francis 
Zimmer, “The Architectural Career of Alexander Parris (1780-1852)” (Ph.D., Boston University, 1984). In 
particular see Chapter 3 “Emergence of a Profession and a Professional” for an overview of Parris’s place in the 
Boston architectural scene and of Parris’s working procedures. 
19 Upton, “Pattern Books and Professionalism,” 129. 
20 Upton, “Pattern Books and Professionalism”; Woods, From Craft to Profession: The Practice of Architecture in 
Nineteenth-Century America, 29. 
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methodised and arranged in such a simple, plain, and comprehensive manner, as to be easily 

understood.21 Again, the text was methodized, not by construction but rather as a systematic and 

complete presentation of a style of architecture. It was also organized so to be easily understood, 

as Benjamin said. But understood by whom? In The Practice of Architecture (1833), which like 

Rudiments was essentially a revision of the previous book, Benjamin provided an answer to this 

question at the end of the subtitle: for the use of carpenters and practical men. The architect 

wrote in order to guide the builder. Benjamin would go on to produce variations on these two 

publications over the next decade.22 All of these publications, he would write in their prefaces, 

aimed to acquaint practical house carpenters with the fundamentals of architecture, particular 

those that were more rural and did not have the opportunity to consult the guidance of a proper 

architect. These texts, by presenting a systematic body of knowledge, did the work of the 

architect in his absence. 

Minard Lafever, like Benjamin, trained via apprenticeship as a carpenter and draftsman 

and, around the same time as Benjamin, began to likewise refer to himself in his publications as 

an architect rather than a craftsman.23 While in his first work The Young Builder’s General 

Instructor (1829) he addressed his “fellow carpenters,” in his second The Modern Builder’s 

Guide (1833) and third The Beauties of Modern Architecture (1835), he referred to himself as an 

architect. Again, like Benjamin, Lafever said The Modern Builder’s Guide was designed for 

carpenters and builders, not for the experienced architect. Divided into three sections—an 

explanatory text, glossary, and plates—the book roughly proceeded from geometry as applied to 

practical carpentry, through architectural elements (vaults, stairs, railings), and Grecian 

                                                
21 Asher Benjamin, The Practical House Carpenter (Boston: Author, 1830). 
22 such as The Architect, or Practical House Carpenter (1844). 
23 Jacob Landy, The Architecture of Minard Lafever (New York: Columbia University Press, 1970), 17. 
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architecture (borrowing heavily from Stuart and Revett), to several plates representing complete 

projects (in plan, elevation, and section).24 In particular, Lafever aimed to educate novice 

carpenters and builders about the art of building and to provide “a valuable auxiliary to those 

builders, who, though well versed, perhaps, in the practical part of their profession, have little or 

no acquaintance with its theory, or with the scientific principles which lie at its foundation.”25 

Likewise, The Beauties of Modern Architecture, he said, was intended to provide the “operative 

workman” with a systematic (and scientific) knowledge that would allow him to master his 

practical pursuits. 

Lafever and Benjamin both positioned the emerging identity of the architect as one of 

intellectual authority. The architect, they both said, gave guidance to the less theoretically-

informed craftsman. The architect as a designer had the archi-technê to guide the craftsman’s 

technê. They had authority to produce designs and superintended construction.26 The drawing 

(and the text), following Latrobe, acted as a technical device of control and instruction. 

Importantly, to protect the professionalism of design, it had to be made clear that its total 

production was not something that could be deskilled. Architectural design could not be seen as 

something that could be reduced to repetition or proto-Fordist modes of production. Thus, in the 

search for architectural authority in the early Republic, it had to be made clear that the 

scaffolding of professional design knowledge would need to be in a type of elevated and unique 

                                                
24 Lafever, like many others of the time, relied heavily on Peter Nicholson—he mentions Peter Nicholson’s The 
Carpenter’s New Guide (1792) and The New Practical Builder (1823)—for guidance in practical issues of geometry 
and construction. 
25 Minard Lafever, The Modern Builder’s Guide (New York: Paine & Burgess, 1846), 4. 
26 This conception of the architect marked the way Lafever carried out his own work in the 1930s; see Landy, The 
Architecture of Minard Lafever, 36–46. 
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expertise. This elevation would take shape through discussion of architectural science and taste, 

and access to these discussions would require a certain mental constitution. 

The Middle Class and the Whole Design 

As with the eighteenth-century concept of disinterestedness, the emerging nineteenth-

century conception of professional architectural authority worked in concert with distinctions of 

class and labor. However, the socioeconomic identity of the professional was bound up not with 

the upper-class gentleman, but rather with that of the developing middle class.27 This emerging 

middle class understood itself as the class of Yankee Protestantism, of autonomy, and of moral 

accountability. It was the class of lawyers, doctors and other professionals and the class from and 

for which progressive calls for formalized education would arise later in the century. 

The developing middle class pursued refinement, a quest that extended the aesthetic 

authority of upper-class planters and wealthy merchants by shifting the line that had divided the 

gentry from all those below down to the divide between the middle and working classes. 28 As 

Bushman puts it, “in the refining process, Americans were preoccupied with an aristocratic past 

at the same time as they were rushing into a democratic and capitalistic future.”29 Refinement 

was deeply connected to the idea of republican virtue, an idea that “flourished in a middling state 

of civilization, when men were cultured enough to understand morality and reason, but not so 

sophisticated that luxury, commerce, and exploitation had enabled the few to corrupt or dominate 

                                                
27 This is a central premise of Burton J. Bledstein, The Culture of Professionalism: The Middle Class and the 
Development of Higher Education in America (New York: Norton, 1976). See also Painter, Standing at 
Armageddon : The United States, 1877-1919, xxiii–xxvi. And, on the role of mechanics in developing middle class 
identity, see chapters two, twelve, and thirteen of Gary John Kornblith, “From Artisans to Businessmen: Master 
Mechanics in New England, 1789-1850” (Ph.D., Princeton University, 1983). 
28 Bushman, The Refinement of America: Persons, Houses, Cities, xiii–xv. 
29 Bushman, xix. 
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the many. Americans identified themselves with just such a middling state.”30 Refinement was 

appropriated and normalized by defining itself as a sort of middling, perhaps of averaging and 

normalizing. 

The pursuit of refinement over the first half of the nineteenth century took on the 

character of holistic thinking and the production of unified taste. In the rapidly expanding body 

of architectural books, whose authorship and possession were a key marker of the architect, this 

holistic project can be seen in the shift away from the partial, fragmented, and even pedagogical 

systems of earlier texts. Architectural books were increasingly published and written by self-

identifying professionals, as the evolution of written theorization and professionalization worked 

hand in hand. By the 1840s and 50s, texts were “play[ing] down architectural details” showing 

instead “elevations and floor plans with virtually no attention to the detail that so preoccupied 

their predecessors.”31 Rather than facades or even just elements of the facades, works like those 

of A. J. Downing began to illustrate architecture as picturesquely situated in the landscape. The 

consideration of total aesthetics took on a more prominent role.32 As Bushman writes, “as taste 

beautified the rural environment, it also implanted gentility’s anxieties. In the hands of the 

architect, the farm became a performance. It was no longer sufficient to ask how well it worked; 

also of concern was how well it looked.”33  

                                                
30 Sellers, The Market Revolution: Jacksonian America, 1815-1846, 46. 
31 Bushman, The Refinement of America: Persons, Houses, Cities, 244–45. 
32 On Downing, see Kenneth Hafertepe, “Downing’s Readings-And Readings of Downing,” in American Architects 
and Their Books, 1840-1915, ed. Kenneth Hafertepe and James F. O’Gorman (Amherst: University of 
Massachusetts Press, 2007), 1–30. 
33 Bushman, The Refinement of America: Persons, Houses, Cities, 248–49. 
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Figure 21. Frontispiece for A. J. Downing, Cottage Residences, Or a series of 
designs for rural cottages and cottage-villas, and their gardens and grounds. 
adopted to North America, 1842. 

The design as a whole, architecture as a complete object, became a key mode through 

which to work out this refinement. And further, design began to extend itself to the 

environmental surrounds of the house, as the architectural object as a whole was understood as a 

fragment in the world. That is, as the environment became the purview of the architect’s design; 
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the part-whole relation of the designed object and its background was rethought. (Of course, 

these pattern books that now treated the architectural object as a whole as the commodity would 

themselves eventually cause problems for the architectural profession, as the work of design 

could once again be packaged and sold as a standardized object. This is a trend one could follow 

on into twentieth-century mail order catalogues and eventually suburban developments.)34 

The shift towards the design as whole, one produced from a position of refinement and 

for the refinement of its occupants and the citizenry at large, was a way of asserting a sort of 

totalizing authority. The design could not be pursued in a piecemeal fashion, its labor could not 

be divided or replicated in mere repetition. The builder and the client, the architect asserted, were 

dependent on the expertise that produced the design. This expertise, in turn, was produced by 

having access to architecture’s intellectual grounds, a discourse described in terms of science and 

taste. 

2. Architectural Science and the Scientific Mechanic 

Vitruvius began Book I of De Architectura by saying “architectura est scientia,” that is 

“architecture is a science” (of course, properly qualifying that scientia, like epistêmê, is not 

modern science), or at least that is according to several sixteenth-century editions.35 But earlier 

(and some later editions) read differently—“architecti est scientia.” If this is right, there is a 

mismatch between subject and predicate—“the architect is a science.”36 This disagreement raises 

a question that proved an interesting one for architectural discourse in the Early American 

                                                
34 One could follow the development of pattern books down a more vernacular route through the turn of the century, 
eventually through mail order house catalogues into like those of Sears; Reiff, Houses from Books: Treatises, 
Pattern Books, and Catalogs in American Architecture, 1738-1950: A History and Guide, 3. 
35 See Vitruvius Pollio, De Architectura, ed. F. Krohn (Leipzig: Teubner, 1912). 
36 English translations tend to choose to render the sentence as personal; see Vitruvius, The Ten Books on 
Architecture, trans. Ingrid D. Rowland and Thomas Noble Howe (Cambridge: Cambridge University Press, 1999); 
Vitruvius Pollio, The Ten Books on Architecture. 
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Republic—the question of how architecture could be or have a “science.” More specifically, was 

architectural science defined in term of the object or the approach, that of which it talks or the 

one who does the talking? 

Claude Perrault, in his famous translation of Vitruvius (1673), which was abridged and 

translated into English in 1692 (without most of Perrault’s notes), translated this initial passage 

as “L’architecture est une science” but noted that the definition Vitruvius went on to give is itself 

vague.37 While he adapted architecture to the Greek notion of the architekton, one who gives 

direction to those employed in building crafts (tecton), Vitruvius also defined architecture as the 

science which requires knowledge of all the other sciences. Vitruvius, Perrault said, was trying to 

exaggerate the merit and dignity of the science of architecture by claiming that the architect must 

have theoretical and practical knowledge of many other fields. For Vitruvius architecture was the 

science of sciences.38 This doubling of the term science—architecture as science versus 

architecture as a type of knowledge that involves many sciences—points towards a tension that 

recurred through many of the early nineteenth century discussions of architecture we address 

here.39 Architecture was, in a sense, an archi-technê but also an archi-archi-technê, the theory of 

a theory of practices. That is, architectural science functioned as a term for both design and the 

theory of design. 

                                                
37 Vitruvius Pollio, Les Dix Livres d’architecture de Vitruve: Avec Les Notes de Perrault, 3, fn. 2. 
38 There is a clear parallel here with Aristotle’s definition of metaphysics as both ontology being qua being 
(1003a20, 1025b3-18) and metaphysics as theology, the highest of the theoretical sciences (1026a15-33, 1064a29-
b7).  See also Derrida on the architecture of architecture in Derrida, “No (Point of) Madness--Maintaining 
Architecture.” 
39 For example compare Thomas Ustick Walter, Thomas U. Walter: The Lectures on Architecture, 1841-53, ed. 
Jhennifer A. Amundson (Philadelphia: Athenaeum of Philadelphia, 2006), 41, 96. While the Egyptians were the first 
to attain “architectural science,” the Greeks, who picked up on the Egyptians “show a profound knowledge of every 
branch of science connected with Architecture.” These branches include in particular geometry, perspective and 
optics, and anatomy. 
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The American Institution of Architects 

As the title of architect had begun to take on some cultural authority in the second and 

third decades of the nineteenth-century, on December 7, 1836 eleven architects—most based in 

New York or Philadelphia—met at the Astor House Hotel in New York to form an organization 

that would begin to provide the title some professional protection and standards. Initiated by 

Thomas U. Walter, A. J. Davis, and William Strickland, the American Institution of Architects, a 

“National Association for the Advancement of Architectural Science,” was formed.40 After the 

founding meeting, Strickland was appointed as the Institution’s President and Walter as its 

Secretary. A constitution was drafted, and some of the twenty-three architects who initially 

agreed to form the organization gathered again on May 2, 1837 at the Philadelphia Academy of 

Fine Arts.  

The makeup of this American Institution of Architects included former Latrobe 

apprentices (Strickland and Mills), their students (Walter and John Trautwine), other trained 

architects that had immigrated to the United States (Haviland, William P. Elliott, and Karl 

Reichardt), and those who had originally identified as craftsmen (including Benjamin, Lafever, 

Davis, Parris, and Town). The union of these various figures into a professional organization 

marked a clear reworking of the line Latrobe had drawn in the sand between architects and 

craftsmen. Several expressed that they had long held a desire to form some sort of professional 

organization. Robert Cary Long, for example, wrote to Walter in 1836 saying that “the 

Establishment of a general Architectural Association in our country, like the British Institute of 

                                                
40 See A. J. Davis, John Haviland, and Thomas U. Walter to American Institution of Architects prospective 
members, March 23, 1837, Box 20, Folder 122-M-286, Thomas U. Walter Collection, The Athenaeum of 
Philadelphia (hereafter TUW); On the American Institution of Architects, see also Woods, From Craft to 
Profession: The Practice of Architecture in Nineteenth-Century America, 28–30. 
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Architects has been for some time . . . a cherished desire of mine, and the near prospect of seeing 

it accomplished is most gratifying, and ought to be to Every man who loves the Art.”41 And 

James Dakin wrote from New Orleans the following year that “I am much elated to hear that 

something is doing for Architecture besides drawing & executing, which until now has been the 

only public demonstration of its existance in our country.”42 These twenty-three men hoped that 

a professional organization that would be able to protect and leverage the expertise of the 

architectonic knowledge of design had finally been formed. 

The institution attempted to construct guild power through a mode of knowledge that 

could establish a professional institution based on merit rather than a disinterested, aristocratic, 

gentlemanly privilege. It strove to form an authority through the legitimization of the design as a 

type of expert work to which only they would have access. In the organization’s 1836 

constitution and by-laws, a distinction was drawn between professors who were full members of 

the organization and had practiced no less than five years, associates who were stringently vetted 

and on their way to becoming professors, and honorary members who simply had some taste for 

architecture but were not fully professionals. Of the latter two categories, the institution reported 

two associates and twenty-five honorary members were named at the 1837 meeting.43 

Importantly, at the initial gathering, professors were to “be furnished with a signet of 

membership, an impression of which he shall affix to each of his original drawings.”44 Authority 

over the drawing was a way of establishing the design as expert work. 

                                                
41 Cited in Rhodri Windsor Liscombe, Altogether American: Robert Mills, Architect and Engineer, 1781-1855 (New 
York: Oxford University Press, 1994), 189. Town and Haviland were also members of the British Institute of 
Architects, which had been founded in 1834. 
42 Cited in Liscombe, 189. 
43 Liscombe, 189. 
44 See Constitution and By-Laws of the American Institution of Architects (Philadelphia: Lydia R. Bailey, 1837). A 
copy is reprinted in Louisa Hall, “Artificer to Architect in America” (Ph.D., Harvard University, 1954). 
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If the Institution was the tool for defining the workplace, membership in the Institution 

was the tool of gatekeeping. But how would architects differentiate those that were true 

professors that would be allowed to stamp drawings? If one was an architect with an “established 

reputation” the Constitution said, then entrance to the institution as a professor could be gained 

by undergoing an examination given by at least five existing professors. The more common 

route, though, would be to enter as an associate before moving on to professor. The candidate for 

associate was to be proposed by two professors and unanimously approved by the institution, 

also after taking an exam. He then could advance to a professor after gaining experience and 

another round of nominations and unanimous approval. 

The exam required for professors and associates was to cover five topics to make sure 

one was “regularly educated for the profession”: architectural history, the principles of design 

and composition in Architecture, the principles of construction, the nature and property of 

materials, and professional etiquette. Rather than the shop or tools, they attempted to control the 

domain of expertise—to establish a sheltered marketplace through epistemic privilege. The 

Institution strove to control the legitimization of the design by creating stamps in the form of 

rings with which the architect would mark original drawings. They also attempted to limit 

authoritative participation in the work place through a proposed examination for membership 

that would cover architectural history, the principles of design and composition, principles of 

construction, the nature and property of materials, and professional etiquette.45 

                                                
45 Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 28–32. 
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Architectural Science and Systematic Study  

“Science” was a broadly used concept in the Early American Republic that intended, as 

Bruce Sinclair writes, “systematic learning about nature, pursued in a rational manner and 

transmitted openly.”46 This definition of knowledge, echoing the modern epistemologies of 

philosophers like Descartes and Bacon, was connected with the rapid expansion of publication in 

the nineteenth century. Literacy rates among Americans, and in particular northern whites rose 

substantially in the first decades of the nineteenth century.47 The dramatic shift in access to the 

printed word from public readings by authority figures (ministers, teachers, fathers) to private, 

silent reading reinforced the scientific ideal of intellectual independence. Following 

Enlightenment ideals, science was meant to refuse tradition and strike out on an unrelenting and 

uncompromising path towards truth, as Immanuel Kant famously said: “Have the courage to use 

your own understanding!”48 The scientific ideal was manifest in the development of many types 

of institutions, from lyceum to libraries, and mechanic institutes to professional organizations, as 

Americans saw echoes between scientific ideals and their political ideals of democracy and 

meritocracy.49 

Science named a body of rational knowledge but also the intellectual style and mode of 

communication by which this body was formed and transmitted. It could thus be understood as a 

way of describing both an account of the world and the practices of the individuals who 

constructed these accounts. While democratic and populist attitudes resisted the perceived 

aristocratic privilege of the professions, all but dismantling formalized systems of exclusivity in 

                                                
46 Sinclair, Philadelphia’s Philosopher Mechanics; a History of the Franklin Institute, 1824-1865, 2. 
47 Johnson, The Early American Republic, 1789-1829, 69. 
48 Immanuel Kant, “An Answer to the Question: What Is Enlightenment?,” in Perpetual Peace and Other Essays, 
trans. Ted Humphrey (Indianapolis: Hackett, 1983), 41. 
49 Sinclair, Philadelphia’s Philosopher Mechanics; a History of the Franklin Institute, 1824-1865, 2. 
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the medical and legal professions by the end of the Civil War, the conviction that there existed a 

type of knowledge that was both democratic yet rigorous, accessible yet fundamental, was 

nevertheless strong.50 Professions, struggling in the first-half of the nineteenth century to define a 

body of theoretical knowledge thus often turned to science for its authority. As Haber writes: 

A profession’s science bridged the character and dispositional training of the 
classics and the practical working knowledge of the professions’ day-to-day tasks. 
It was a systemized knowledge based upon theoretical understanding. Though it 
might be acquired in an informal way, it was nevertheless a source of 
considerable pride for the profession. It was the profession’s science, as well as its 
classical education, that lifted it above the menial occupations like surgery and 
attorneyship. Those occupations lacked theoretical understanding, and their 
practitioners learned their skills through apprenticeship.51 

Science had the potential to provide “a rational and egalitarian basis for privilege and 

distinction,” rather than an aristocratic one.52 

In addition to meritocracy and individual agency, science promised answers. For 

example, Latrobe characterized the misinformed attempt to widen his foundation walls at the 

Baltimore Cathedral as “happy fancy” because it derived from the “knack of guessing improved 

by experience” rather than the “scientific principles” that underwrote his three-week study of the 

size and shape of the foundations.53 His work was not an “opinion formed by guess or habit” but 

rather founded in “theory confirmed by practice.” Latrobe’s professional knowledge was not 

simply know-how developed in the field but rather principled theory that approaches the reasons 

why something is the way it is. Burton Bledstein, in his account of the intertwining of 

professionalism with development of the American middle class and higher education, describes 

this self-understanding of the professional in terms of a methodological practice that “excavated 

                                                
50 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 9, 104–5. 
51 Haber, 6. 
52 Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 31. 
53 Woods, 18; Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:210-214. 
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nature for its principles, its theoretical rules, thus transcending mechanical producedures, 

individual cases, miscellaneous facts, technical information, and instrumental applications.”54 

The professional understands his knowledge to be different from that of craft. It is not developed 

through working with a series of similar objects and slowly adjusting habit to some general rule 

of thumb, it is knowledge that goes through theory to the universal in order to inform the 

particulars of practice. 

Latrobe said his scientific practice led to an architecture that “admits neither superfluity 

nor want ether in its strength, or its extents, or in its decoration.”55 Scientific principles could 

guide not only structure and economy but also decoration and style; architectural science was a 

project of rationalizing structure, function, and taste. While Latrobe never published a systematic 

treatise on architecture, his fellow British-trained architect John Haviland, who had been a 

student of the architect and intellectual James Elmes, did. Haviland’s three-volume Builders’ 

Assistant (1818-21) carried the idea of an architectural scientific project as theoretical 

systematization further than most.56 Organized as a series of seemingly systematic sets of 

“problems” or “propositions” and combining issues of history, drafting, and construction, 

Haviland’s volumes aimed to provide practical guidance for “the builder and practical 

workman.” The arrangement of these propositions was not simply divided up between necessity 

and aesthetics but rather was meant to provide “standards of taste” and “principles” to guide and 

elevate the craftsman’s understanding of building.57 For example, discussions of the classical 

orders were mixed in with discussions of construction and geometry. Discussion of the Ionic 

                                                
54 Bledstein, The Culture of Professionalism: The Middle Class and the Development of Higher Education in 
America, 88. 
55 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:210. 
56 Upton, “Pattern Books and Professionalism,” 117. 
57 John Haviland and Hugh Bridgeport, The Builders’ Assistant (Philadelphia: John Bioren, 1818), 1:i-x. 
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order fell between “definitions of spiral lines” and “dog-legged stairs,” the Corinthian between  

“boarding for slating” and “bracketing,” the Tuscan between “house painting” and “niches,” and 

the Composite between “envelopes of solids” and “ section of cylinders.”58 The effect was a 

conception of architectural science that does not distinguish between function and aesthetic. The 

entire architectural project was shot through with the same form of rational justification. 

Developing a proper disposition towards architecture’s “science,” Haviland said, would allow 

professionals to “determine with certainty” the answer to any architectural question.59 

The idea of an architectural science did not only develop through professionals, like 

Latrobe or Haviland, looking for a way to defend their practice that would be acceptable to the 

general public in the Early Republic. It also developed in the writings of the craftsmen that 

would join up with Latrobe’s professional lineage in the American Institution of Architects. 

Terms that invoked the conception of scientific thought that developed in the seventeenth and 

eighteenth-centuries like “system,” “principles,” “fundamentals,” and “rudiments,” repeatedly 

appeared in antebellum pattern books.60 The science of architecture was often described through 

the division of basic “elements" and “terms," and dictionaries of architectural terminology were 

appended to some pattern books as an additional way of giving the appearance of systematic 

order.61 For example, Benjamin’s 1806 American Builder’s Companion was subtitled as “a 

system of architecture” and his later The Practice of Architecture (1833) claimed to develop “the 

                                                
58 Haviland and Bridgeport, The Builders’ Assistant. 
59 Haviland and Bridgeport, 2:14, 122. 
60 On the deep history of this terminology, seem for example Steven Shapin, Leviathan and the Air-Pump: Hobbes, 
Boyle, and the Experimental Life (Princeton: Princeton University Press, 2011); Walter J. Ong, Ramus, Method, and 
the Decay of Dialogue: From the Art of Discourse to the Art of Reason (Chicago: University of Chicago Press, 
2004). 
61 See for example Minard Lafever, The Architectural Instructor, Containing a History of Architecture from the 
Earliest Ages to the Present Time (New York: G.P. Putnam & Co., 1856). 
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principles and practices of the science . . . in a detailed and systematic manner.”62 Lafever 

described the “scientific principles which lie at [the builder’s professional] foundation” in The 

Modern Builder’s Guide.63  

Edward Shaw, in his Civil Architecture (1831), forcefully stated the case for an 

architectural science based in method: 

It is obvious that most writers on Civil Architecture have not entered into those 
Principles, on which this noble art ultimately rests, and from which it derives its 
very existence. They may rather be said to consider it merely as an art, than as a 
science also; and are more calculated to instruct the student in drawing 
Architectural Plans, than to point out and elucidate those unalterable rules, and 
first principles, which, however unperceived . . . , must enter into the very essence 
of every plan that is correct and practicable.64 

According to Shaw, for the student to learn architecture properly, he must begin not from 

copying great existing works and collaging them back together (“superadding the invention of 

our own imagination”) but rather should retrace the ground that the great architects have already 

covered. He must begin from the simplest elements and then proceed “scientifically” through the 

“clear, distinct, and intelligible” principles of architecture to produce works of true beauty. 

Borrowing the early modern epistemological language that Descartes famously wrestled with, 

architectural science gave the profession a clear foundation, and the student of architecture was 

to become privy to this foundation through systematic study. Science both defined the objects 

and the methods, ends and pedagogy; it was a mode of thought that shaped both the individual 

and the system. 

                                                
62 Benjamin, Practice of Architecture, iv. 
63  Lafever, The Modern Builder’s Guide, 4. 
64 Edward Shaw, Civil Architecture: Or a Complete Theoretical and Practical System of Building, 2nd ed. (Boston: 
Marsh, Capen & Lyon, 1832), iii. 
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Figure 22. Geometrical exercises from Edward Shaw, Civil Architecture, 1831; 
plate 14 

The Scientific Mechanic 

Architectural science was bound up in the 1820s with the emerging notion of the  

“scientific mechanic”—the ideal member of newly forming mechanic institutes such as The New 

York Mechanic and Scientific Institution, established in 1822, and the Franklin Institute of the 

State of Pennsylvania for the Promotion of Mechanic Art, established in 1824.65 Often cheap and 

sometimes free to attend, mechanic institutes were neither protectionist guilds nor welfare 

                                                
65 Sinclair, Philadelphia’s Philosopher Mechanics; a History of the Franklin Institute, 1824-1865; Bender, New 
York Intellect: A History of Intellectual Life in New York City, from 1750 to the Beginnings of Our Own Time, 78–
86. The background of mechanic institutes is particularly necessary if we are to understand the state and land-grant 
schools at hand in this study. 
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organizations but rather “centers for lectures, evening classes, libraries, drawings and model 

collections, and trade exhibitions” that aimed at the improvement of mechanics through 

education.66 The philosophy was decidedly methodical and inductive. It was Francis Bacon that 

was most often referred to in describing the philosophy of the Franklin Institute, which was 

established '”to promote the useful arts by diffusing a knowledge of mechanical science” and “to 

improve condition and elevate the character of the operative class of society, by affording them 

the only effectual means for this purpose, education.”67 The learned mechanic knew the science 

behind his craft, the theory behind his practice.68 As Sinclair describes him, he was a “workman 

directed by theory and experience rather than solely by craft tradition or blind empiricism. . . . 

Jefferson’s idealized yeoman farmer—the repository of virtue, fount of wisdom, and bulwark of 

democracy—had his counterpart in America’s workshops in the form of the scientific 

mechanic.”69 

Objections to the protected, secret craft-knowledge of the guilds and the division of 

theory and practice so common to eighteenth-century conceptions of professionalism were at the 

heart of the mechanic institutes movement.70 Of course, the quest for this open, applied and pure 

knowledge was not unique to these institutes. The American Philosophical Society (to which 

architects like William Strickland and John Haviland belonged) had been pursuing a combination 

of theory and practice since 1743 and libraries and lyceums that provided access to knowledge, 

                                                
66 Woods, From Craft to Profession: The Practice of Architecture in Nineteenth-Century America, 58; Cohen, 
“Building a Discipline: Early Institutional Settings for Architectural Education in Philadelphia, 1804-1890,” 142. 
67 Cohen, “Building a Discipline: Early Institutional Settings for Architectural Education in Philadelphia, 1804-
1890,” 141–42; Sinclair, Philadelphia’s Philosopher Mechanics; a History of the Franklin Institute, 1824-1865, 5.  
68 Bruce Sinclair, “Science, Technology, and the Franklin Institute,” in The Pursuit of Knowledge in the Early 
American Republic: American Scientific and Learned Societies from Colonial Times to the Civil War, ed. Alexandra 
Oleson and Sanborn Conner Brown (Baltimore: Johns Hopkins University Press, 1976), 194–95. 
69 Sinclair, Philadelphia’s Philosopher Mechanics; a History of the Franklin Institute, 1824-1865, 5, 15. 
70 Sinclair, 6. 
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many with a small membership fee, were springing up across the US in the first decades of the 

nineteenth century.71 The first architectural library, established in Boston in 1809 around the 

same time as doctors and lawyers were also establishing their own libraries, was supported by a 

combination of aristocratic architects like Bulfinch and master builders like Benjamin and 

contained texts ranging from theoretical treatises to pattern books.72 As Martha J. McNamara 

describes this library’s collection, it “articulated both a body of knowledge to be mastered and a 

more elusive quality, taste, that would distinguish professional architects not only from clients 

but also from other builders.”73 Nonetheless, it would be at the Franklin Institute, where the 

notion of science was broad and access to public lectures was open (the Boston architectural 

library required membership), where some of the more sustained efforts at developing 

architectural science would be made. In addition to popular courses on architectural drafting, it 

was here that two members of the American Institution of Architects gave some of the first sets 

of lectures on architecture as a fine art: William Strickland in 1824-5 and Thomas Ustick Walter 

in the 1840s (lectures to which we will return in the following chapters).74 

At the core of the idea of architectural science was a retuning of the notion of aristocratic 

disinterestedness introduced in chapter one. Scientific knowledge was to be useful, not idealized 

gentlemanly knowledge, but it nonetheless maintained a form of disinterestedness enabled by 

principled foundations and rational methods. The intertwining of ideas of occupational 

professionalism with methodical science created a different form of disinterestedness, no longer 
                                                
71 John C. Greene, “Science, Learning, and Utility: Patterns of Organization in the Early American Republic,” in 
The Pursuit of Knowledge in the Early American Republic: American Scientific and Learned Societies from 
Colonial Times to the Civil War, ed. Alexandra Oleson and Sanborn Conner Brown (Baltimore: Johns Hopkins 
University Press, 1976), 3–5. 
72 McNamara, From Tavern to Courthouse: Architecture and Ritual in American Law, 1658-1860, 90–93. 
73 McNamara, 93. 
74 Cohen, “Building a Discipline: Early Institutional Settings for Architectural Education in Philadelphia, 1804-
1890.” 
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the financial and aesthetic disinterestedness of the wealthy gentry but rather that of expertise 

driven by method. This is precisely the configuration of the functionalist ideology of modern 

professionalism: a trustworthy body of practitioners with objectively (methodically) verifiable 

competence. Architectural science provided a way for professionals to describe their position of 

mediation between client and builder not only as one of neutral, financial fairness to both but 

also as a mode of mediation grounded in knowledge that was rational and unbiased. 

Disinterested applied science allowed architects to present their judgment as grounded in a 

discourse excepted from the pressures of the market, while nonetheless participating in it.75 

Architectural science also provided a mode of organization that did not draw clear 

distinctions between the functional object and aesthetic ornament. Latrobe’s principled approach 

applied equally to structure, function, and appearance, or, said in a way that echoes earlier 

pattern books, to frame and decoration. Architectural science was a mode of organizing 

knowledge that intertwined designing and building, the form of mediation and the form of craft, 

in the same epistemic structure.  

Education and Embodied Reason 

While it would ultimately be lyceums more than mechanic institutes like the Franklin 

institute that would see widespread success through the Early Republic, their missions were 

closely related: education in the progress of science was closely related to individual character 

and success. A vision of improvement of the self through systematic study and work was shot 

through many Early Republican educational institutions. For example, in his will, the banker and 

                                                
75 As Plato has Socrates and Thraysmachus discuss in The Republic, one must differentiate between the aim of an art 
and the art of making profit from that art (341b-347a). Using the example to which Aristotle would often turn, there 
is a difference in doctoring aiming at health versus the art of aiming to make profit from producing health—i.e., the 
business of doctoring, we might say. Importantly, in this discussion, the aim of an art is always external—medicine 
does not serve medicine but rather the body of the sick. 
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philanthropist Stephen Girard described his namesake college that one of the founders of the 

American Institution of Architects Thomas Ustick Walter would design in 1832 in these terms: 

my desire is, that all the instructors and teachers in the College, shall take pains to 
instill into the minds of the scholars, the purest principles of morality, so that, on 
their entrance into active life, they may from inclination and habit, evince 
benevolence towards their fellow creatures, and a love of truth, sobriety, and 
industry, adopting at the same time, such religious tenets as their matured reason 
may enable them to prefer.76 

Modeled on the polytechnical curriculum of the United States Military Academy West Point 

(founded 1802) to which we will return in chapter three, the aim of Girard College was as much 

at remodeling the self as the external world.77 The development and elevation of the scientific 

mechanic was a moral issue.  

Different from many of the institutions of the progressivist paternalism and moralism that 

would develop in the late nineteenth century, these antebellum mechanic institutes saw 

themselves as working towards the elimination of class distinction rather than reinforcing it.78 

Ralph Waldo Emerson, in an address to mechanics in Boston in 1841, captured this desire. He 

lamented the way the alienation of products for consumption from the labor that produced them 

has produced an economic system grounded in selfishness.79 The freedom from manual work 

afforded to upper classes by the division of labor and the accumulation of wealth produced a sort 

of moral weakness; it led to the formation of individuals that could not conceive of themselves as 

                                                
76 Reprinted in Henry W. Arey, The Girard College and Its Founder (Philadelphia: C. Sherman, 1854), 75. 
77 Michele Taillon Taylor, “Nicholas Biddle and Greek Architecture in the Age of Jackson,” in Monument to 
Philanthropy: The Design and Building of Girard College, 1832-1848, ed. Bruce Laverty, Michael J. Lewis, and 
Michele Taillon Taylor (Philadelphia: Girard College, 1998), 66. 
78 Sinclair, Philadelphia’s Philosopher Mechanics; a History of the Franklin Institute, 1824-1865, 12–13; Painter, 
Standing at Armageddon : The United States, 1877-1919, 269. 
79 Ralph Waldo Emerson, “Man the Reformer,” 1841, http://www.emersoncentral.com/manreform.htm. Emerson 
was a part of the 1840s development of the religious movement of transcendentalism, which would come to have an 
effect in architectural culture at the turn of the twentieth century through the writings of Louis Sullivan and Frank 
Lloyd Wright. 
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“called to act for man, but only as a fraction of man.” Studying only the highest callings of 

poetry and philosophy could not wholly improve a person in the material world. To rectify the 

situation, he said,  

We must have a basis for our higher accomplishments, our delicate entertainments 
of poetry and philosophy, in the work of our hands. We must have an antagonism 
in the tough world for all the variety of our spiritual faculties, or they will not be 
born. 

It would be through manual labor, which was “God’s education,” that humans could situate 

themselves in the work of the world and improve themselves in all dimensions. 

Emerson did not suggest abandoning discursive pursuits for only manual labor, but rather 

that, in our terms, any archi-technê was fundamentally rooted in a technê. Theoretical pursuits 

are bound by the hand (indeed, the whole body) to the world that they theorize. The work of the 

enlightened body, Emerson said, was the true exercise of man as a “reformer” in a religious, 

political, and social sense. Manual education bound man’s thoughts to the labor of the world. 

The scientific mechanic—the one that acts and knows the reasons why he acts—was the one who 

can truly embody Christian love. 

While Emerson’s Transcendentalist version of religious individualism may have marked 

a certain extreme, his placement of mechanical education within a moral, Christian project was 

certainly not.80 The character and purpose of the mechanical arts was often set into a larger 

historical, theological conception of human fallenness and the necessity and restorative value of 

                                                
80 In particular, drawing occupied a key position in the account of manual education; see Johnston, Drafting Culture: 
A Social History of Architectural Graphic Standards, 15–19. It should also be pointed out that many of the main 
figures of New England Transcendentalism were educated in Scottish common sense philosophy, at Harvard in 
particular, that underpinned the republican theology of several of the architectural figureheads discussed here; 
Benjamin W. Redekop, “Reid’s Influence in Britain, Germany, France, and America,” in The Cambridge 
Companion to Thomas Reid, ed. Terence Cuneo and René van Woudenberg (Cambridge: Cambridge University 
Press, 2004), 332. 
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theoretically informed manual labor.81 Take, for example, the concluding remark of Emerson’s 

second cousin George B. Emerson in an address before the Boston Mechanic’s Institution 

fourteen years earlier: 

It was the praise of the best of the sages of Heathen antiquity, that antiquity that 
he brought Philosophy down from Heaven to dwell among men. And she has 
always had some chosen heart for her habitation. We would give her a home in 
every breast. We are not among those who dread that she may be contaminated by 
dwelling in the tents of labour or the poor man’s cottage. We would send her into 
every cottage in the land; to guide the steps of infancy, to cheer the lonely 
thoughts of the suffering, to stand a ministering angel at the altar of God.82 

While access to the “principles of science” had historically only been afforded those pursuing the 

liberal professions, George Emerson said, mechanic institutes had thrown open the gates that had 

separated them.83 The scientific education of the mechanic enables him to go beyond a mere 

animal relationship to labor and rest to form a reasoned relationship to both the power of labor 

and free exercise the life of mind: “he takes a wider view of his relations with the beings about 

and above him.”84 Reason, developed as both material ability and abstract knowledge, ultimately 

allows the mechanic to glory “in the consciousness and the hope of immortality.” This higher 

hope, enabled by personal improvement through education, was one that set the individual’s 

work on the earth in relationship to a temporal and historical whole.85 The scientific mechanic 

embodied applied theoretical knowledge. 

                                                
81 Kornblith, “From Artisans to Businessmen: Master Mechanics in New England, 1789-1850,” 132–37, 456–68. 
82 George Barrell Emerson, An Address Delivered at the Opening of the Boston Mechanics’ Institution, 1827, 15. 
83 Emerson, 14. 
84 Emerson, 13. 
85 The Journal of the Franklin Institute proclaimed, the aim of educating mechanics was to improve individual 
opportunity and contribute to national progress, Fisher, Industrial Education, 23. However, while drafting classes at 
the Franklin Institute were well attended, the position of architecture within Institute’s mission of humanistic 
improvement and progress was always tenuous.  
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The Dialectic of Architectural Science 

There was a paradox at the heart of Baconian science with which architectural science 

had to contend.86 On the one hand disinterested methodism democratizes. It makes thought, and 

in the case of architecture, a particular practice, accessible to all who are willing to follow the 

steps of rationality.87 It is not a coincidence then that “individual” entered into American 

vocabulary in the 1820s.88 The scientific mechanic, unlike his non-theoretical predecessors, 

accessed the fundamentals of his craft through an individually-guided rationality that was, at 

least in principle, available to all.  But, on the other hand, methodism also de-individualizes. 

Everyone who proceeds with proper method, who follows the proper rules, will arrive at the 

same result. The builder and aspiring architect who retraced with precision and clarity the logical 

steps that led to great architecture, said Shaw, would arrive at the scientific practice of 

architecture. Almost literarily mirroring Descartes’ geometric method, Benjamin, Lafever, Shaw, 

and others organized the body of architectural knowledge into one that proceeds from geometric 

exercises to complete projects.89 Each professional was his own authority, but at the same time 

the methodism that shaped epistemic authority would result in each professional having the same 

body of principles. As I phrased it, following Foucault, in chapter one, the discursive 

construction of professionalism converts the individual into an appearance of a field of 

knowledge.90 

                                                
86 On this paradox in methodism, see Lynn Holt and Bryan E. Norwood, “Virtuoso Epistemology,” Philosophical 
Forum 44, no. 1 (2013): 49–67. 
87 See Francis Bacon, The New Organon (Cambridge [U.K.]: Cambridge University Press, 2000), book 1, aphorism 
61.  
88 Johnson, The Early American Republic, 1789-1829, 119. 
89 Rene Descartes, “Rules for the Direction of the Mind,” in The Philosophical Writings of Descartes, ed. John 
Cottingham, Robert Stoothoff, and Dugald Murdoch (Cambridge: Cambridge University Press, 1985), 7–78. 
90 See pp. 30. 
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3. The Dialectic of Taste and Science 

For a profession to claim exclusive authority in the design as a whole, a ground for 

professional judgment has to be offered. Science, as just discussed provided one way into this 

discussion in the Early Republic. Taste provided another. The discourse on taste in the Early 

Republic was extensive, and examining its relationship to architecture will occupy much of the 

discussion in the remaining chapters. Here, I will prepare the ground for this coming discussion 

by setting taste in a dialectic with science. 

Architectural Taste 

In his 1814 essay “On Architecture” in the American literary magazine Port Folio, the 

prominent writer, lawyer, and politician George Tucker defended classicism, and in particular 

that of the Greek Revival, as America’s appropriate architectural style.91 However, while he 

began with a strong statement of Grecian classicism’s “absolute dominion over human taste,” his 

defense became convoluted as it intertwined absolute justifications based on “intrinsic utility and 

beauty” with relative justifications of the “adventitious influence” of “habit and authority.”92 By 

the end of the essay, it’s unclear whether Tucker set out to defend his chosen style as an absolute 

principle or to argue that the apparent absoluteness of this style is the result of habit. If his aim 

was to defend the latter, then it would further appear his claim was that one must find a proper 

moderation between tradition and invention in the habits one develops, for he both critiques the 

“licentious innovation” of Latrobe in his corncob capitals in the U.S. Capitol (even though, he 

said, they were perfectly tasteful in terms of natural precedent) and the “blind admiration” of 

Jefferson in the design of the Virginia State Capitol for hewing so carefully to the order of the 
                                                
91 George Tucker, Essays on Various Subjects of Taste, Morals, and National Policy (J. Milligan, 1822), 109–26. 
Originally published in Port Folio IV (1814): 559, 566-9. 
92 Tucker, 124. 
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Maison Carrée.93 If architectural design resulted from and responded to habit, it was the control 

of these habits that was the professional’s domain. 

According to Tucker, it was the vicissitudes of the profession that produced the dilemma 

of habits and absolutes: 

It is this pride of art which excites and keeps alive much of the pedantry of all 
professional men, who are content to be thought ostentatious of their learning, 
rather than be supposed not to have acquired it: and in like manner, architects 
scrupulously conform to the rules of Vitruvius or Palladio, as well to show their 
acquaintance with those rules, as from a sense of their superior merit.94 

While one might decide, Tucker concluded, that Grecian form is arbitrary, its existence as a set 

of principles nonetheless remained necessary. One could only imagine the sweeping away of 

classicism if one also imagined a “moral convulsion” that reduces to ruin “civilized man” and his 

creation. Thus, even if a modern architect had as pure a taste and as great a skill in invention as 

the Greeks, they were condemned, by the habitual constitution of tradition, to remain a slavish 

imitator of the past. The choice was between the repetitive continuity of classicism and the 

revaluation of all architectural values—professional architectural practice or apocalyptic 

revolution. 

Like science, taste is itself a fraught category, but for different reasons. Either it is a 

neutral term that can be qualified as bad or good (or as mass or cultivated), or it is a term that 

calls out a particular virtue to be developed—taste as the product of refinement (as in ‘she has 

                                                
93 Tucker, 122–23. A Jefferson had used the Maison Carrée as a prototype for the Virginia State Capitol (1785-
1788), a building that the Abbé Laugier had praised as a perfect embodiment of “the true principles of architecture,” 
although Jefferson switched out the Maison Carrée’s Corinthian order for an Ionic order and made the portico 
shallower by one bay. As Whiffen and Koeper point out, Jefferson was almost certainly aware of Laugier’s 
appraisal, as he described his design’s basis in “the most perfect and precious remains of antiquity,” nearly the same 
words as Laugier’s description of the Maison Carrée. The pursuit of an American architecture here converged with a 
neoclassical conception of primitivity; Marcus Whiffen, American Architecture, 1607-1976 (Cambridge, Mass.: 
MIT Press, 1981), 104. 
94 Tucker, Essays on Various Subjects of Taste, Morals, and National Policy, 124. 
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taste’). Beyond this terminological issue, there is a real question as to how one even gives taste a 

ground, particularly outside of directly binding it to class. If taste is a (or the) theoretical 

foundation or principle of architecture’s theory, and one gives an account of taste as socially 

constructed, a functionalist definition of the profession may be called into question. If taste is 

relative and arbitrary, how can the architect claim the necessity of their services?95 Is the 

production of taste not, as Tucker said, in part a vanity and a self-preservation tactic of the 

architect? If so, then the charges of monopolism might be true—the architect is in the business of 

taking something relative and arbitrary and acting as if it has real absolute foundations that only 

they can access. The architect is simply re-forming what protectionist guild power did based on a 

new set of groundless mysteries and secrets. In fact, this seemingly returns to the class-based 

constitution of architecture’s ground that occupational professionalism hoped to overcome and 

opens up architecture as a profession to the Jacksonian populist critiques of privilege and 

unwarranted elitism.96 

Tucker never explicitly constructed a dualistic theory of beauty that divided out qualities 

that were positive and qualities that were arbitrary, such as those of Claude Perrault or 

Christopher Wren. These dualistic theories attempted to resolve the dilemma of principles and 

habit by affirming both. Some aspects of architectural appearance were positive—they were 

fundamentally beautiful—while others, particularly those related to style were arbitrary or 

contingent—they were the products of custom or habit. The American theorists of architecture I 

will discuss here did not turn to this sort of systematic answer. Rather, as will be noted 

throughout the coming chapters, they sought to find a way of thought that rode a knife’s edge 

                                                
95 On the relation of taste and arbitrariness in Alison, see Steven A. Jauss, “Associationism and Taste Theory in 
Archibald Alison’s Essays,” The Journal of Aesthetics and Art Criticism 64, no. 4 (2006): 415–28. 
96 Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, 113–33. 
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between the absolute and the contingent, the positive and arbitrary. Taste, like science was 

treated as an archi-archi-technê, an abstract medium that could be particularized in the activity of 

design. 

Tucker’s answer to the troubling question of taste’s contingency, which would become 

increasingly popular in the first decades of the nineteenth-century, came in the form of an 

associationist account of taste. Taste may be contingent, but it is nonetheless definite. This 

aesthetic philosophy, which would deeply influence essentially all of the American architectural 

theorists I will discuss in the remaining chapters, understood the relationship between something 

that appears and the emotions or ideas it excites to be not one of necessity, but of the process of 

those things becoming associated.97 

Taste generated a conceptual problem for professional justification—especially if its 

conditions were ultimately arbitrary rather than absolute. But there was another problematic 

aspect to taste for the profession architect: the client may also have it and in fact needs it to some 

extent if they were to believe in its reality and were to have faith in the necessity of the 

professional architect for anything beyond technical matters. Jefferson had at the beginning of 

the Republic already put emphasis on the role of architecture in shaping the taste of the general 

populous and producing ethical subjects.98 At the University of Virginia, the pedagogical role of 

the design of the pavilions that dotted the lawn made this explicit. Architecture, in this view, has 

the normative function of producing citizens that appreciate, have a taste for, good architecture. 

                                                
97 Benjamin in the Elements of Architecture (1843) and Downing in multiple of his publications both appealing to 
one of the key texts in this aesthetic philosophy: Archibald Alison’s Essay on the Nature and Principle of Taste 
(1790). Hafertepe, “The Country Builder’s Assistant: Text and Context,” 146; Upton, “Pattern Books and 
Professionalism,” 125. 
98 Roth, A Concise History of American Architecture, 73–75, 95; Wilson, “Thomas Jefferson’s Classical 
Architecture: An American Agenda,” 101–2. 
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To convince a citizenry of the necessity of a profession grounded in taste, taste needed to have a 

purpose with some bite. 

Many pattern books produced closer to mid-century, beginning with A. J. Davis’s Rural 

Residences, followed this lead by taking aim at the client rather than the builder. They went 

about organizing their regimes of representation around a complete design, shown through the 

triad of perspective, floor plan, and theoretical commentary.99 As Dell Upton describes the case 

of Davis and others in the 1840s: “having failed to demonstrate the distinctive character of 

architectural science and taste—in essence, having failed to make architecture seem sufficiently 

abstruse—it was necessary to let the public in on the secret, to educate that taste so it could 

appreciate the desirability of the architect’s contribution.”100 The goal was in part to provide 

clients with the necessary amount of taste to realize the importance of it as a medium, yet to still 

assert the exclusive authority of the architect in determining the particulars of tasteful 

architecture.  

While taste had largely been assumed to be a fixed category in earlier pattern books (a 

view that was grounded in the eighteenth-century concept of disinterestedness), the 

proletarianization of taste and refinement undermined its authority by introducing variability. 

This undermining occurred at the same time architectural science began to arise as a common 

mode of conceiving of architecture as grounded in first principles. Thus, rather than taste simply 

falling under the domain of architectural science, we can say, it was in dialectic with it. 

                                                
99 Upton, “Pattern Books and Professionalism,” 122. 
100 Upton, 123. 
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Towards a Historical Dialectic  

In the extended extracts from Elmes’s General and Biographical Dictionary of the Fine 

Arts (1824) with which Lafever began The Beauties of Modern Architecture, the relationship 

between scientific principles and individual practice was recounted in a common way, as one of 

science and art: 

Architecture is both a science and an art, and has been cultivated in either way 
with great but doubtful success; the aimer at mere science often degenerating into 
a skilful artizan, and the boaster of picturesque skill into a pictorial theorist. 
     Without science, architecture is an effeminate and useless pastime; and without 
the higher feelings of art, a mere constructor of huts and cabins. 
     The scientific part of the art embraces and requires geometry, arithmetic, and 
every branch of the mathematics, mechanics, chemistry, mineralogy, practical 
philosophy in general; which are to be applied with judgment to composition, 
construction, design, and execution. 
     The artist-like part of architecture soars to the sublimest heaven of human 
invention. To the skill of the practical mathematician, mechanic, chymist, 
philosopher, must be added the genius and feelings of the artist, to go towards the 
composition of a Palladio or a Wren.101 

Architecture’s relation to science and taste was fraught. Science on its own produced only the 

skillful artisan—perhaps the ‘scientific mechanic’—and taste on its own only the disinterested 

producer of appearance. While professing to be grounded in fixed principles, architecture also 

appealed to the role of the pure individuality and feeling of the individual artist-genius.102 

Both science and taste provided intellectual grounds for design that were ostensibly able 

to mediate between general principles and their particular application, but the mediation between 

these modes of justification itself posed challenges, ones that historical discourse would attempt 

to resolve. Texts as early as Biddle’s 1805 The Young Carpenter’s Assistant included historical 
                                                
101 Minard Lafever, The Beauties of Modern Architecture (New York: D. Appleton, 1835), 6. 
102 The re-integration of these aspects of architecture—thinking and feeling (the engineer and the artist)—is 
precisely the concern of Sigfried Giedion, Space, Time, and Architecture: The Growth of a New Tradition 
(Cambridge, Mass.: Harvard University Press, 1967). The historiographic discourse of architectural modernity, as it 
is constructed by Giedion and others, is deeply connected with the theoretical project of the early-nineteenth century 
in which history emerges as a primary vein of architectural justification. 
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information in their description of particular plates, and, as already mentioned, Benjamin’s 1811 

edition of The American Builder’s Companion excerpted a partial history of architecture that 

connected these foundational elements to a long history traced back to the origins of building, a 

history which was copied from William Chambers’s A Treatise on the Decorative Part of Civil 

Architecture (1759).103 The inclusion of general histories of architecture in pattern books began 

to proliferate in the 1830s.104 Often, as with Lafever and Shaw, these histories and discussions of 

the origin and development of different styles would be situated at the beginning of the texts, 

rather than the geometrical exercises as had been more common in earlier pattern books.  

Lafever gave a semi-biographical apologia for beginning The Beauties of Modern 

Architecture with extracts from Elmes’s Dictionary on the history of architecture:  

At the commencement of this publication, historical matter was deemed 
unimportant; but, after a more mature consideration, it is estimated as being of 
utility to the practical workman, in giving him more magnified and pleasing ideas 
of his profession, as well as to discover that architecture is more than a mere 
mechanical art or profession, and to prove to him that the art of design requires an 
exclusive and thorough study.105 

History provided architecture a wider aperture through which to see itself; it grounded 

architecture in a body accessible through “exclusive” and extensive study. This construction of 

                                                
103 Mallgrave suggests that Benjamin’s account of the origin of architecture is derived entirely from Laugier, but it 
seems he was the source only indirectly via Chambers; Mallgrave, Modern Architectural Theory: A Historical 
Survey, 1673-1968, 145. 
104 Haviland, likewise, copied from Chambers without any acknowledgment. 
105 Lafever, The Beauties of Modern Architecture, 5; James Elmes, A General and Bibliographical Dictionary of the 
Fine Arts (Chiswick: C. and C. Whirtingham, 1824). Following the English Greek Revival, Lafever drew on James 
Elmes, Metropolitan Improvements; or London in the Nineteenth Century; John Soane, Sketches in Architecture and 
Designs for Public and Private Buildings; and John Britton and Augustus Pugin’s Illustrations of the Public 
Buildings of London. While Lafever’s first book had relied heavily on English precedents, his later publications, 
which he said followed from “increased experience as an architect,” drew more directly on Grecian architecture via 
the archaeology of Stuart and Revett’s Antiquities of Athens (vol. 1 in 1762). See Landy, The Architecture of Minard 
Lafever, 29. In addition, Lafever appears to have copied from John S. Memes, History of Sculpture, Painting, and 
Architecture (1829) for parts of The Beauties of Modern Architecture. 
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this history would occupy much of the discourse on the character and extents of architectural 

knowledge from the 1820 forward. 

Towards Heautonomy 

While I have suggested that claiming professional status through science was a way of 

asserting the autonomy of professional judgment, when one understands this judgment as in fact 

constituted by a dialectic between science and taste, then a more precise description of the 

discursive foundation to which Early Republican architecture appealed can be formed. This 

foundation took on the form of heautonomy, a self-legislated autonomy in which the source of 

judgment and what was judged were the same.106 The term comes from Immanuel Kant, who in 

the introduction to The Critique of the Power of Judgment said the self-legislating power of 

judgment must be described as “heautonomy,” because 

the power of judgment does not give the law to nature nor to freedom, but solely 
to itself, and it is not a faculty for producing concepts of objects, but only for 
comparing present cases to others that have been given to it and thereby 
indicating the subjective condition of the possibility of this combination a 
priori.107 

Kant used heautonomy to describe the faculty of judgment, which is a cognitive faculty for 

“thinking the particular as contained under the universal.”108 This faculty does not create 

universal concepts or particular intuitions but rather mediates between them either by 

“determining” (moving from universal to particular) or “reflecting” (moving from particular to 

universal).109 Reflectively judging beauty (judgments about taste) or purpose in nature 

(judgments about teleology) is not an imposition of laws onto something external, but rather a 

                                                
106Heauton means oneself, in-itself. It is a reflective pronoun acting as both subject and object. 
107 Immanuel Kant, Critique of the Power of Judgment (Cambridge, UK: Cambridge University Press, 2000), 26, 72. 
108 Kant, 66. 
109 The later form of mediation is the focus of the Third Critique. 
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subject’s prescription to itself. That is, heautonomy describes a condition in which autonomy is 

achieved by a mode of thought that is neither derived from external given principles nor through 

characteristics of the particulars but rather through rules internally given to oneself—it is to say 

that judgment is both “the source and referent of its own normativity.”110 It is a judgment that 

relies on sovereignty over oneself. 

Regardless of whether we maintain a Kantian psychology of faculties or a Kantian 

account of the universality of aesthetic judgments, the term is useful in conceptualizing the way 

in which professional architecture established its authority. Professional authority requires the 

formation of a field of expertise that only experts can themselves judge. Deleuze, in Foucault, 

uses heautonomy to describe the foundation of the discursive (which he alternately calls the 

articulable) in relationship to the material (which he alternately calls the visible) world: 

The statement has primacy only because the visible has its own laws, an 
autonomy that links it to the dominant, the heautonomy of the statement. It is 
because the articulable has primacy that the visible contests it with its own form, 
which allows itself to be determined without being reduced.111 

The professional’s self-legislated autonomy is enabled because the material world, the world of 

nature, has its own principles. That is, architectural autonomy is established through a contested 

relationship with world. Thus, even through architectural knowledge may be knowledge of a 

practice that has an object external to itself, the discourse of architecture, throughout the 

practice’s history of professionalization, has acted to justify architecture internally. 

                                                
110 Henry E. Allison, Kant’s Theory of Taste: A Reading of the Critique of Aesthetic Judgment (Cambridge: 
Cambridge University Press, 2001), 41. 
111 Deleuze, Foucault, 50. Deleuze also uses the concept of Heautonomy in his Cinema studies to characterize the 
relationship between the two sides of the audiovisual image; Gilles Deleuze, Cinema 2: The Time-Image 
(Minneapolis: University of Minnesota Press, 1989), 243. 
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The title of Shaw’s The Modern Architect, or Every Carpenter His Own Master (1855) 

captures this self-legislating heautonomy perfectly. The architect’s mode of production—

designing in advance for the craftsman—is a technique of autonomously judging, and the object 

the architect produces—the design—is what is judged. While the client and the non-architect 

builder (i.e., laborer) may understand certain inputs and outputs (and perhaps even aspects of 

design practice), it is a holistic, architectonic understanding of the middle to which the architect 

lays exclusive claim—i.e., the right to judge. The architect creates heautonomy by remaining in 

the middle.112 Architecture, understood this way, needs a mode of knowledge that is neither 

idealist nor empiricist, but rather one in which the repetitions of habit are constitutive of 

architecture itself.113 

 

                                                
112 Collins, The Credential Society: An Historical Sociology of Education and Stratification, 135.  
113 see Jay Conway, Gilles Deleuze: Affirmation in Philosophy (Houndmills: Palgrave Macmillan, 2010), 173–75, 
214–17. 
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3. Composition: Principles and the Historical Narrative 

Whoever has applied to the study of Architecture will readily 
grant, that there is no pursuit more perplexing. The vague 
foundation on which the more refined parts of the Art are built, 
hath given rise to such a multiplicity of contradictory opinions, all 
of them supported by plausible arguments, that it is difficult to 
make a choice, or to distinguish the real from that which is merely 
specious. 

Sir William Chambers, A Treatise on Civil Architecture, 1759 

The inquiry is often made, what architecture must a nation, 
situated as ours, adopt? It has no indigenous architecture; it is not, 
therefore, a matter of religion with us, but a matter of taste. We 
may and must have all the architecture of the world, but we may 
ennoble them all by an attention to truth.1 

Minard Lafever, The Architectural Instructor, 1856 

 

1. Composition and Revival: Strickland and the Franklin Institute 

The settler colonialism leaps off the page in Lafever’s posthumously published mid-

nineteenth-century description of architectural practice in the United States. On his view, North 

America was an undeveloped domain, a territory open for the tasteful work of the architect. This 

openness was liberating, but also potentially destabilizing. How could the architect pursue truth, 

if the entire world was available? How could one study architecture in a way that was grounded 

in what was real, rather than specious? 

In the first two chapters, I laid out a context for the search for an architectonic 

knowledge—a theoretical knowledge of purposeful making—of architecture in the Early 

American Republic. The difficulty in establishing the discursive and institutional necessity of 

professional architecture arose from trouble in defining the service architects provided as 
                                                
1 Lafever, The Architectural Instructor, Containing a History of Architecture from the Earliest Ages to the Present 
Time, 15.  
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exclusive and necessary. Because the work of design was often hidden within that of 

construction by the builder, the work of architectural design was often not seen as an 

independent service. By defining the architect as a disinterested middleman between client and 

builder, early professionals attempted to form an occupational domain that would secure their 

activity as work by presenting the design as an independent, neutral medium.  

 

Figure 23. The carpenter-architect William Buckland painted by Charles 
Willson Peale, 1774, Garvan Collection, Yale University. 

Defining the shape and necessity of professional knowledge was key to the survival of a 

profession through the withering attacks of Jacksonian populism.2 No doubt, one of the key 

symbols of the professional authority of the architect was drafting tools and their drawn 

                                                
2 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 103–15. 
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products, but the design had to be more than the technê of drafting if it was to answer challenges 

like Lafever. It needed a body of exclusive, meaningful knowledge that could say why something 

was designed the way it was. If the design was the archi-technê of building, then it needed its 

own architectonic, an archi-archi-technê. Architectural science provided a way to define this 

knowledge in the form of stable principles and taste provided another in the form of the more 

elusive concept of refinement. It was the dialectic between these two modes of justification that 

framed the discursive core of the architectural profession as a kind of heautonomy—self-

legislating judgment. That is, while designs were produced to mediate between others and even 

to guide nations, the ultimate judgment of their quality was to remain internal to architecture’s 

own discourse. 

 

Figure 24. Thomas Cole, The Architect’s Dream, 1840, painted for Ithiel Town. 
Toledo Museum of Art, Toledo, OH. 

In this chapter, I will recount an intersection of professionalization, education, and 

history that developed in the first decades of the nineteenth-century. Thomas Cole’s 1840 
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painting for Ithiel Town, The Architect’s Dream captured the deep history which American 

architectural authority sought. Surrounded by a past that progressed to Grecian profession, 

resting on texts, and holding a plan, the architect’s authority was not simply in the ability to 

draft, but in his education in the discourse of the discipline. The historical form of justifying and 

defending the practice that this discourse took on depended on lectures on architecture as well as 

publications. While apprenticeship and drafting training at mechanic institutes formed key parts 

of the educational background of many of the first professional architects in America, lectures on 

architectural history served to both flesh out the discourse of architecture and act as ways to 

intersect the heautonomous definition of the discipline with its public justification. Here, I will 

recount two of the earliest sets of lectures, the first by William Strickland at the Franklin Institute 

in 1824-25 and the other by David Bates Douglass given at West Point from 1823-1830 and later 

at NYU in 1836-7 (and potentially in 1840). The first, while given at an institute identified with 

mechanics (but as evidenced by the student notes available also attended by the gentlemanly 

class), was without a doubt aimed at the formation of architecture as a profession. The second, 

given within the course on architectural engineering, was nonetheless invested in forming a 

holistic conception of architecture. 

Drafting Classes and Early Formal Education 

The members of the American Institution of Architects claimed in their founding 

documents to be “regularly educated architects,” although there was little consistency amongst 

the group in how they were educated.3 The term regularly educated, which appeared often in 

early nineteenth-century discussions of higher education and professionalization (and, similarly, 

                                                
3 Pledge, November, 1836, Thomas U. Walter Collection, The Athenaeum of Philadelphia (hereafter TUW), Box 20, 
Folder 286. 
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in physical exercise spoken of in terms of a regular system), had been used by Latrobe in his 

famous letter to Mills to define the attainment of scientific knowledge in “what has been done 

before in the Same line.”4 Regular education was acquired during office apprenticeship, both 

through the office’s library of books and designs and through participation with the office 

principal, learning from his “intelligence, candor” and business acumen. The professional had a 

“regular mode of conducting” work, and regular education established these patterns and habits 

in the pupil through the repetitions of practice. Thus, what was attained was a body of knowledge 

but also a way of being, an archi-technê and habitual kind of self-knowledge. That is to say, 

regular education guided the architect towards not only an abstract body of knowledge, but also 

towards character (a term which could describe both the architect and architecture). 

Biddle and Benjamin’s first texts issued from a concern with how to teach architecture, as 

they both, along with many others as early as 1735, advertised for and ran private drafting 

schools.5 Benjamin aimed for his texts to be able to teach the practical house carpenter, even 

without the presence of an instructor.6 For example, the arrangement of the Rudiments of 

Architecture (1814) was one of linearly compounding knowledge, such that a student should 

                                                
4 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 2:242; Woods, From Craft 
to Profession: The Practice of Architecture in Nineteenth-Century America, 32. Latrobe also uses the phrase 
“regularly educated professional men”; Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry 
Latrobe, 2:305. On other usages of the term see, for example the description of “an association which separates the 
regularly educated physician from the ignorant intruder” in “Letter to the Editor of the Edinburgh Medical and 
Surgical Journal, Explaining the Object of the Society of Physicians of the United Kingdom,” Edinburgh Medical 
and Surgical Journal 25, no. 87 (April 1826): 323–26. On the regular system of physical fitness, see Robert H 
Abzug, Cosmos Crumbling: American Reform and the Religious Imagination (New York: Oxford University Press, 
1994), 121. 
5 On early drafting courses see Upton, “Pattern Books and Professionalism,” 114–15; Quinan, “Some Aspects of the 
Development of the Architectural Profession in Boston Between 1800 and 1830”; Turpin C. Bannister and Francis 
Rufus Bellamy, The Architect at Mid-Century (New York: Reinhold, 1954), 94; Elliott, The American Architect 
from the Colonial Era to the Present, 14–15; Lewis, “Owen Biddle and The Young Carpenter’s Assistant,” 150–52. 
6 Asher Benjamin, The Architect, or Practical House Carpenter (Boston: L. Coffin, 1844), v–vi. 
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proceed from plate to plate, he said, with the next built on an understanding of the previous.7 His 

drafting school curriculum described in an 1802 advertisement, several years after the 

publication of The Country Builder’s Assistant, almost exactly reflected that book’s table of 

contents.8 Biddle proposed the formation of a school of architecture run by the Carpenters’ 

Company of Philadelphia in 1804, a year before publishing The Young Carpenter’s Assistant 

(although it would not actually be established until 1839).9 And, as already discussed, Shaw’s 

Civil Architecture was organized so as to move the student of architecture from basic principles 

of geometry to complex and refined architectural form. 

The conception of science was bound up with a particular pedagogy at mechanic 

institutes in the antebellum US, as scientific knowledge was understood as a form of knowledge 

that was to be accessible through the systematically ordered direction of books and the 

classroom.10 William Strickland, a former apprentice of Latrobe, was appointed as Professor of 

Architecture at the Franklin Institute upon its founding in 1824, and he delivered a set of 

lectures, reportedly well attended, in the winter of 1824-5.11 In addition to Strickland’s lectures, 

the architect John Haviland and the artist Hugh Bridgeport ran an architectural drafting program 

at the Institute, with William Strickland’s brother George taking over in 1827 after Haviland left. 

This course largely reaffirmed the grounding of architecture in the geometric principles of 

                                                
7 Asher Benjamin, The Rudiments of Architecture (Boston: Author, Munroe and Francis, 1814), preface. 
8 Elliott, The American Architect from the Colonial Era to the Present, 15; Florence Thompson Howe, “More about 
Asher Benjamin,” Journal of the Society of Architectural Historians 13, no. 3 (1954): 16–19. 
9 For a detailed account of the Carpenters’ Company school, which was initially headed up by Theodore Theirry 
who was trained in Germany, presumably at the Karlsruhe and who had been Haviland’s Chief assistant, see Cohen, 
“Building a Discipline: Early Institutional Settings for Architectural Education in Philadelphia, 1804-1890,” 158–
69; O’Gorman, Drawing toward Building : Philadelphia Architectural Graphics, 1732-1986, 4. 
10 Sinclair, Philadelphia’s Philosopher Mechanics; a History of the Franklin Institute, 1824-1865, 3. The 
constitution of the Institution called for the formation of a library in which this knowledge could be gained (in 
addition to office and craft apprenticeship). 
11 Cohen, “Building a Discipline: Early Institutional Settings for Architectural Education in Philadelphia, 1804-
1890,” 143. 
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drafting and a primary concern for immediate application that was common to many early 

pattern books.12 

Drawing courses like Benjamin’s and those at the Franklin Institute and the Carpenters’ 

Company began a tradition of treating drawing as a craft (technê) itself, and thus reduced the 

material form of mediation to a trade. In this framework, the drafted design potentially becomes 

an object of craft—both quite literarily as a drawing but also as a unified object represented 

through drawings—rather than a manifestation of higher discourse (archi-archi-technê). This 

potential is evidenced by the proliferation of drawing schools up through the early twentieth 

century, their transformation into manual training and mechanical drafting courses, and the 

consequential development of a divide in the drafting room of the architectural office between 

draftsmen and university-trained architects.13 

In addition to the efforts of the American Institution of Architects and early drafting 

courses, attempts were made before the Civil War to establish architecture schools at several 

universities. Famously, Jefferson had proposed a path for architectural education under the 

School of Mathematics at the University of Virginia, a move that indicated the influence not only 

of the organization of schools like the École Polytechnique but also the tradition of the 

metaphysics of Christian Wolff, but it was never established.14 Less famously, Columbia 

University discussed establishing a course even earlier, in 1784.15 Latrobe himself had been 

appointed professor of architecture at the Pennsylvania Academy of Fine Arts (founded in 1805) 
                                                
12 Cohen, 145–58. 
13 See Johnston, Drafting Culture: A Social History of Architectural Graphic Standards. 
14 Bannister and Bellamy, The Architect at Mid-Century, 94. In Wolff’s metaphysics, architecture, deeply bound up 
with military defensive structures, is treated as a division of mathematics; see Stefanie Buchenau, The Founding of 
Aesthetics in the German Enlightenment: The Art of Invention and the Invention of Art (Cambridge University Press, 
2013), 48–51. 
15 Richard Oliver, The Making of an Architect, 1881-1981: Columbia University in the City of New York (New 
York: Rizzoli, 1981), 5. 
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and was shortly followed by his apprentice Mills in the role, but little in terms of structured 

classes came of either’s position.16 Maximillian Godefroy held a position at St. Mary’s College 

in Baltimore from 1805-1817, where he taught drawing, architecture, and fortification.17 Ithiel 

Town had written a detailed proposal for an academy of fine arts in New York in 1835, which 

included education in architecture, but the plan was not put into action.18 Schools such as the 

University of Pennsylvania, New York University, University of Michigan, and Yale University 

had architectural drawing courses in the 1850s with the University of Pennsylvania making plans 

for creating a full-fledged architectural program. But perhaps the closest any school came to a 

stable architectural curriculum before the Civil War was the independent, two-year program at 

The Polytechnic College of Pennsylvania, established in 1860, months before the Civil War 

broke out.19  

As Jeffrey Cohen has pointed out, if we take these schools and proposals, as well as early 

drafting courses, mechanic institutes, and architecturally-invested engineering education into 

account, there was actually a substantial amount of classroom-based training for architects in the 

US prior to the Civil War, particularly in larger cities.20 The shift in the grounds of architectural 

discourse with the early formalizing of architectural education was substantial. Moving from 

geometry or the simple repetition of historically-determined principles, the discourse on 

architectural design that developed in the first decades of the nineteenth century sought a way to 

                                                
16 Bannister and Bellamy, The Architect at Mid-Century, 94. O’Gorman, Drawing toward Building : Philadelphia 
Architectural Graphics, 1732-1986, preface.  
17 Alexander, The Architecture of Maximilian Godefroy, 6. 
18 Ithiel Town, The Outlines of a Plan for Establishing in New York, an Academy and Institution of the Fine Arts 
(New York: George F. Hopkins & Sons, 835). 
19 Bannister and Bellamy, The Architect at Mid-Century, 95; Cohen, “Building a Discipline: Early Institutional 
Settings for Architectural Education in Philadelphia, 1804-1890,” 171–75. 
20 Cohen, “Building a Discipline: Early Institutional Settings for Architectural Education in Philadelphia, 1804-
1890,” 139. 
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understand and say why the United States should take on a particular appearance. The mode of 

justification moved towards a historical discourse that would wind up positioning the United 

States with a classical, and even divine, heritage. Wrapped up in this shift are a number of issues, 

including the justification of settler colonialism, the relationship of architectural and engineering 

professionalism, and the operativity of architecture in a nationalist project.  

Composition 

William Strickland’s 1824-5 lectures at the Franklin Institute, eight documented in total 

in a student’s notes that appear to be directly transcribed (or copied directly from Strickland’s 

manuscript), argued for a compositionally revivalist theory of architecture in the form of a 

selective historical narrative running from the prehistorical to the American present.21 While, like 

Latrobe, Strickland lamented how in early nineteenth-century Philadelphia taste in civil 

construction was guided primarily by master carpenters, when he gave his lectures at the 

Franklin Institute, he, alongside the Englishman John Haviland, was in fact already cemented as 

one of the most important architects in the city. Strickland had won the prominent design 

competition and constructed the Second Bank of the United States (1818-1824), a project that 

marked, he said, “my commencement in the profession of my early study and delight.”22 While 

volumetrically an echo of Latrobe’s Bank of Pennsylvania (1798), its facade drew directly from 

a plate of the Parthenon’s façade in Stuart and Revett’s The Antiquities of Athens (1762-1816). 

                                                
21 Reuben Haines III, notes on William Strickland's architectural lectures at the Franklin Institute, 1824-25, box 90, 
folder 65, Wyck Association Collection, American Philosophical Society (hereafter APS). In what follows 
references are to lecture and page as the manuscript is not paginated. I say that these notes appear to be directly 
transcribed from Strickland’s because there are a number of uncited moments of plagiarism of English sources with 
which Strickland would have been familiar in the text itself. It seems reasonable to assume that the direct word-for-
word integration of passages from English sources into notes on Strickland’s lecture would not occur in loose 
paraphrasing. 
22 Strickland, William, 1788-1854, autobiographical sketch, series I, Kane Family Papers, American Philosophical 
Society, 4.  
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This literal act of historical revival was a project often referenced by Strickland’s peers as a 

paradigmatic example of American civic architecture, and it would become, along with the 

Girard College by Strickland’s student Thomas U. Walter, a key representation of the oppressive, 

overreaching Hydra of the federal government for Jacksonian democrats in the 1830s (discussed 

in chapter six). 

   

Figure 25. Strickland's Second Bank of the United States (1818-1824) and the 
Parthenon, Plate 24 from Stuart and Revett’s The Antiquities of Athens (1762-
1816) on which it’s facade was based. 

Strickland, like Latrobe, was in favor of professionalization and aimed to produce it 

through not only technical prowess but also, more importantly, the formation of taste and 

aesthetic judgment as real categories of exclusive, professional judgment. While his knowledge 

of architecture was rooted as much in craft training with his carpenter father and training in 

mathematics and surveying as it was in his apprenticeship with Latrobe, his conception of 

professional architectural knowledge was deeply discursive. It is this mode of knowledge, and 

particularly one constructed through architectural history understood as the history of styles, that 

shaped Strickland’s view of the architectural profession as the learned practice of design. As he 

mentioned in his autobiography, while working in Latrobe’s office, where he was placed because 

of his early showings of “genius,” he came to understand the difference between the artistically 
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and archaeologically refined studies of Stuart and Revett’s Antiquities of Athens and Revett, 

Chandler, and Pars’s Ionian Antiquities and the practical texts of craftsmen like Batty Langley 

and Abraham Swan that had been used by his craftsman father.23 The former were texts of 

historically grounded refinement, texts that provided not only direction to building but rather 

direction for design itself. 

Design knowledge and craft knowledge, while certainly related, were not the same. If one 

wanted to direct the activities of craft, one needed a design (an archi-technê). But if one wanted 

to design, then one needed a theory of design itself (an archi-archi-technê). It was this kind of 

knowledge that Strickland’s teaching on architecture at the Franklin Institute pursued. A brief 

outline of his eight lectures on architecture makes this clear: 

1. A historical narrative of columnar architecture; beginning with India, Persia, and Egypt, 

briefly discussing the Greeks and Romans and the concept of an order, and jumping to 

contemporary America, which is set in contrast to the greater achievements of Europe, 

2. The Tuscan order; preceded by a discussion of what constitutes an architectural order and 

the geometrical construction of regular moldings, which is necessary to understand the 

construction of architectural orders, 

3. The Doric order; its elements and the contrast between Greek and Roman examples, 

4. The Greek temple; expansion of the concept of the order to the whole building; the 

elements of the temple and their relationships established with a focus on the relation of 

the plan and individual elements, 

5. The Ionic order; its elements, origin, and variations, contrast between Greek and Roman 

examples, 
                                                
23 Ibid., 2. 
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6. The Ionic order (2); further variations and modern implementations, 

7. The Corinthian order; its elements, Roman usage, and a critique of its implementation on 

Girard’s Bank in Philadelphia, 

8. The Composite order and the arch; other column types such as caryatids, termini, 

balusters, and pilasters, also a discussion of colonnades and arcades. 

It is at the level of a theory of design that history and the revival of styles were invoked. Also, as 

we will follow through second half of this dissertation, it was at the level of a theory of design 

that architectural expertise and the necessary knowledge of the general public intersected. 

Strickland began his first lecture with a definition: architecture is the “composition” and 

“execution” of all public and private buildings.24 This initial definition held open the division of 

design and construction that was so important to a Latrobian model of professionalism. 

Execution, which was clearly the subservient of the two practices, was the administration of the 

carrying out of the product of the primary activity of design. Composition was a term that 

theoretically functions both actively and passively. It was a way into both projective design and 

historical analysis. As Quatremère de Quincy, whose theories of design and architectural history 

worked their way into American architectural discourse through James Elmes’s publications, 

wrote, composition was “either the act of composing (we say, to be in the heat of composition) or 

the object that has been composed itself (we say, it is a good or bad composition).”25 A way to 

discuss the activities and products of composition was what Strickland pursued in his lectures. 

                                                
24 Haines-Strickland, APS, 1:1. 
25 Quatremére de Quincy, Dictionnaire I, 428; cited in Jacques Lucan, Composition, Non-Composition: Architecture 
and Theory in the Nineteenth and Twentieth Centuries (Lausanne: EPFL Press, 2012), 23. 
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Figure 26. Reuben Haines III, notes on William Strickland’s architectural 
lectures at the Franklin Institute, 1824-25, Wyck Association Collection, 
American Philosophical Society. 

On the side of the passive product, architectural compositions were, for Strickland, 

various; they could be classified and subdivided into many historical styles, and each of these 

styles themselves could be classified in term of their variations and modifications. His primary 

device for classifying compositional types was the column, echoing much of the eighteenth- and 

nineteenth-century theory on which he drew.26 Even in his initial historical discussion of the 

origins of architecture in India, Persia, and Egypt, a substantial portion of the focus was on the 

                                                
26 Strickland, “Lectures,” 3:3. Strickland makes references to Vitruvius, to Renaissance treatises (such as those of 
Palladio, Scammozzi, Vignola), and to the work of more modern English and French authors including Stuart and 
Revett, Wyatt, Denon, LeBrun, Wren, Chambers, and Elmes. Most of these works were known to other trained 
American architects of the time. For example, Godefroy had used Denon’s publication for the mastaba base to the 
Baltimore Battle Monument (1815). On the column see also Antoine Picon, “The Freestanding Column in 
Eighteenth-Century Religious Architecture,” in Things That Talk: Object Lessons from Art and Science, ed. Loraine 
Daston (New York: Zone Books, 2004), 67–99.  



134 

isolated vertical support (and on their capitals in particular).27 Strickland referred to the 

distinctions of the “character and proportion” of the architecture of these three people groups as 

“separate schools” of “architectural knowledge,” so much so that one cannot say if one was the 

origin of the others.28 “Character” and “proportion” described the architectural manifestations of 

nationalistic difference.  

While proportion was a well-trodden concept in architectural theory, composition and 

character were relatively unused in architectural discourse at the beginning of the eighteenth 

century. However, they began to occur with frequency at the turn of the nineteenth.29 The 

introduction of composition into French architectural theory was as much a matter of analytical 

methodology as it was of the fine arts of design, and thus there was not a substantial contrast 

between the engineer at the École Polytechnique and the architect at the École des Beaux-Arts on 

the analytical and synthetic natures of this concept.30 As Colin Rowe points out, it seems that the 

increased presence of the concept of “composition” in English architectural theory at the turn of 

the century was due to its usage in the rapidly proliferating field of treatises on houses, and 

particularly rural cottages, in the last decades of the eighteenth and early decades of the 

nineteenth centuries.31 The idea of composition in English discourse, he suggests, was thus tied 

                                                
27 Haines-Strickland, APS, 1:3-6. 
28 Haines-Strickland, APS, 1:7. 
29 Lucan, Composition, Non-Composition: Architecture and Theory in the Nineteenth and Twentieth Centuries. 
30 See Antoine Picon, “From ‘Poetry of Art’ to Method: The Theory of Jean-Nicolas-Louis Durand,” in Précis of the 
Lectures on Architecture: With Graphic Portion of the Lectures on Architecture, by Jean-Nicolas-Louis Durand, 
trans. David Britt (Los Angeles: Getty Publications, 2000), 36–44. 
31 Colin Rowe, “Character and Composition; or Some Vicissitudes of Architectural Vocabulary in the Nineteenth 
Century,” in The Mathematics of the Ideal Villa, and Other Essays (Cambridge, Mass.: MIT Press, 1976), 65. 
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to the asymmetrical “formal innovations of the picturesque.” However, as he also points out, the 

continental usage of the term was more related to romantic classicism than the picturesque.32  

Composition and character appeared sporadically and unsystematically in American 

pattern books in first two decades of the nineteenth century, but they featured heavily in 

Strickland’s lectures and in the architectural writing of the next several decades, as they were 

closely linked to the concepts of the refinement and improvement of the fine arts and the nation 

itself.33 While British discourse certainly laid groundwork for the discussion of composition 

through its influence on American pattern books and early lectures like Strickland’s, in the 

historical framework of Strickland’s lectures we can see a much stronger affinity with the order 

of romantic classicism than the picturesque, a consequence in part of the Jeffersonian conception 

of civil classicism.  

Character and Proportion 

Like composition, “character” can be both a descriptive and a evaluative term. One could 

describe not only the particular character of something, but also could say whether a character is 

suitable or not, or even whether something has or lacks it. In the first mode, one could say that 

the character of a building expresses a particular function. For example, it was common in the 

Early Republic to use an Egyptian composition to mark a grave or a cemetery, in part because 

that mode of composition was said to express the character of the people of ancient Egypt, a 

                                                
32 Romantic Classicism was a term first introduced by Sigfried Giedion and, in English, Fiske Kimball; see Henry 
Russell Hitchcock, Architecture, Nineteenth and Twentieth Centuries (Harmondsworth, England: Penguin Books, 
1977), 13. 
33 For example, Biddle did not use the term. Benjamin mentions composition in The Rudiments of Architecture 
(1811) and The Practice of Architecture (1833), which also paraphrased Elmes in parts of its discussion of the 
column. 
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people who were associated by nineteenth-century white Americans with a concern for death. 34 

One could say a building has an Egyptian character, and through a series of other associations 

say it has character in the second sense, one proper to a built environment for the dead. In this 

second sense of character, character understood in terms of suitability or of even ‘having 

character’ at all, the ethical implications are hard to miss. Just as Latrobe described the character 

of the architect (his virtues), one might describe architecture that flourishes or that leads to the 

flourishing of a people that occupy it as having character. Character, thus, in Strickland’s usage, 

acted as a tool not only for discussing particular forms, but for analyzing a culture through their 

particular architectural and artistic forms and for making explicit their associated meanings. 

Character was a way of judging suitability, and even of the quality of suitable forms—their 

suitableness. 

Echoing the Grecophile James Elmes’s Lectures on Architecture (1821; second edition, 

1823), which deeply influenced Strickland and other Early Republican architects’ organization of 

their discipline’s history, Strickland divided up compositional types into styles based on peoples 

and epochs. 35 This approach to the classification of composition and character based on styles 

that were bound to particular peoples and epochs was particularly useful for Strickland’s focus 

on civil architecture, the edifices “appropriated to the purposes of civil life.”36 As he said, 

“buildings of a public nature ought to express in their design the uses and purposes for which 

                                                
34 Soane perhaps is one the first to use the concept of character in order to suggest aligning particular styles with 
particular functions; see Rowe, “Character and Composition; or Some Vicissitudes of Architectural Vocabulary in 
the Nineteenth Century,” 67–68. 
35 The lectures were given 1819-20. Strickland likely learned of them through Haviland; see Amundson’s 
introduction in Walter, Lectures on Architecture, 4–7. On the roots of Elmes’s theory of style, see Peter Collins, 
Changing Ideals in Modern Architecture, 1750-1950 (Montreal: McGill-Queen’s University Press, 1978), 64–66. 
36 Haines-Strickland, APS, 1:2. The focus of Strickland’s lectures are indeed on public projects, although his origin 
story began with a remark on the first habitation in caves and his initial definition of architecture included all works 
public and private. 



137 

they are erected: so that when we behold a church, bank, courthouse, prison, etc. we may 

understand them to be such from external characters in the design without the aid of a painted 

sign or inscribed tablet.”37 Examining the character of an architectural composition was a way to 

understand how architecture has meaning, one that, while relative to culture and function, could 

still be designed in a way that was definite. 

Proportion was likewise fundamental to architectural composition and, also like 

character, was also a descriptive and normative term. Proportion could describe any set of 

relations (i.e., the building’s proportions), or it could be the normative term itself (i.e., that 

building has good or bad proportion). In his fourth lecture, Strickland put proportion at the center 

of the architectural project: “proportion and symmetry constitute the soul of architecture.”38 In 

his lectures, he treated proportion as a basic set of mathematical ratios between building 

elements, the rules for which were laid out in relation to an architectural order that unifies 

elements in the whole. His second lecture, where the concepts of proportion and an architectural 

order were introduced, mirrored the organization of Asher Benjamin and Owen Biddle’s early 

texts; a discussion of moldings precedes a turn of attention to the column as a whole, as a study 

of moldings provides a basis from which the geometrical principles put to work in the columns 

can be described. 

Strickland’s initial definition of the architectural order was structural: “one or more 

columns placed perpendicularly to the horizon supporting an entablature.”39 An order exhibits 

the relationship of architecture and gravity, and between architecture and the horizon of the 

earth. The definition is cribbed without credit from Elmes’s Lectures on Architecture (1821), and 

                                                
37 Haines-Strickland, APS, 1:17. 
38 Haines-Strickland, APS, 4:14. 
39 Haines-Strickland, APS, 2:1; 1:4. 
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is followed by several pages of description that lay out the basic parts of the orders of 

architecture, also lifted from Elmes. 40 Two lectures later, Strickland extends the concept of the 

order to an account of the whole design (in a predictable way): the order organizes the 

proportions of the design through the methodic and “regular disposition of the several members 

of the whole building or mass . . . so as to form one beautiful whole.”41 

While he discussed the basic rules of proportion, Strickland, as quoted above paired it 

with symmetry in his initial definition of architecture’s soul. However, in the next lecture, he 

modified this claim slightly, saying “proportion and simplicity constitute the soul of 

architecture.” This latter version echoed the claim to the priority of simplicity used by a number 

of Early Republican architects, such as Latrobe, who said “a graceful and refined simplicity is 

the highest achievement of taste and of art.”42 Simplicity, like symmetry, was a basic 

architectural virtue. Thus, amongst composition, character, and proportion, a host of additional 

terms like symmetry and simplicity, but also beauty and regularity, lent normativity to the 

discussion of architectural order. 

Judgment, Sensation, and Taste 

If architecture was a series of particulars organized into stylistic, compositional 

categories based on character and proportion, how could one unify these categories? To put it a 

                                                
40 Haines-Strickland, APS, 2:4ff; Benjamin likewise cribs Elmes in his discussion architectural orders in Benjamin, 
Practice of Architecture, 23ff. This definition of the column as perpendicular to the horizon is certainly related to 
Grecian cosmology, but also to the tools of measurement themselves; see for example the translations of Alberti’s 
discussion of the horizon, style, and plumb in relation to statuary in John Evelyn, A Parallel of the Antient 
Architecture with the Modern: In a Collection of Ten Principal Authors Who Have Written Upon the Five Orders, 
Viz. Palladio and Scamozzi, Serlio and Vignola, D. Barbaro and Cataneo, L. B. Alberti and Viola, Bullant and De 
Lorme, Compared with One Another (London: D. Brown, J. Walthoe, B. Took, and D. Midwinter, 1707), 68–72.. 
Thank you to Erika Naginski for pointing out this connection. 
41 Haines-Strickland, APS, 4:1. 
42 Haines-Strickland, APS, 5:16; Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry 
Latrobe, 2:306. 
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slightly different way, could one approach such a massive body of differences in a way that 

allowed for some generalization? Strickland described the challenge: 

If to understand architecture it should be required to study each variety separately 
and under all the circumstances of their modification, such a study, supposing it 
were possible would not only be very laborious, but extremely imperfect. 
Certainly we would gain nothing but detached ideas of an overwhelming mass 
which has been changing with the habits and prejudices of the world in every 
age.43 

If one understood the study of architectural composition to be the classification of all the 

particulars of style, beyond the challenge of encompassing all particulars into a complete system, 

the question of why would still remain. How would a neutral classification of what has existed 

contribute to professional judgment? A catalog of all composition types would not yet give any 

guide for action and thus does not provide a theory or ethics of practice. Professional knowledge 

thus was not merely that of knowing what has been done but also of knowing what to do. Having 

a theory of design, was not a design itself, but while not yet applied it must be applicable if it 

was to guide a professional. How one orders the study of past compositions influences how one 

ascribes value to composition in order to provide a ground for applicability. 

In order to make normative distinctions amongst compositions—to justify why terms like 

simplicity, symmetry, beauty, and regularity had teeth—Strickland turned to a psychology of 

experience: “the sensations of pleasure which are felt from the observance of an object well-

proportioned must owe their existence to the proper distribution of all its parts, combined in 

unison to the expression of a decided character.” This claim was copied without reference from 

                                                
43 Haines-Strickland, APS, 1:1. 
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Peter Nicholson’s entry on architecture in William Nicholson’s British Encyclopedia.44 As 

Strickland continued, following Nicholson, “beautiful” architecture was found in the 

correspondence of well-proportioned form and properly expressive character with its “end” or 

“use.” Importantly, for Strickland beauty—in character and proportion—was in fact self-evident. 

The amateur would react to a beautiful composition, even if they did not know the principles 

behind it. The classical orders manifested the way they carried weight, a condition which even 

the untrained eye finds pleasing. Likewise, architecture “must inevitably excite pleasurable 

ideas,” he said, when proportions of simplicity create masses that can receive light and shadow 

and create strong impressions, or an allegorical decoration that shapes a building’s character 

would be “a source through which we . . . always derive pleasure.”45  

The difference in the professional and the amateur then was not the immediacy of the 

experience of good composition or proper character, but a knowledge of why these experiences 

took place. In one sense, then, Strickland’s account of immediacy sought to solve the problem of 

taste of the client with which Downing, Davis and other pattern book authors and professionals 

were confronted. Theoretically, according to Strickland, the client should react positively to 

properly composed architecture, regardless of their level of training. But this does not mean the 

client could act as an architect. The professional, functionally defined, was the one who knows 

the reasons why that lie behind what everyone else takes for granted. Even if the client doesn’t 

know they need taste, they should react in a way to tasteful architecture that causes them to at the 

very least emotionally see its importance. The professional architect was one who makes proper 

                                                
44 Haines-Strickland, APS, 1:8. See the 1819 American edition of William Nicholson, British Encyclopedia: Or, 
Dictionary of Arts and Sciences, Comprising an Accurate and Popular View of the Present Improved State of 
Human Knowledge, vol. 1 (Philadelphia: Mitchell, Ames, and White, 1819). PAGE 
45 Haines-Strickland, APS, 4:14, 1:17. 
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judgment about how to create that which was necessarily and immediately visible once it was 

done. 

On the one hand, compositional order was scientific (i.e., principled) because it was 

“regulated by proportions fixed with such certainty as to preclude all attempts at change or 

innovation.”46 And further, Strickland said, “[t]he constituent principles of architecture are 

ordained in a code of Five Orders termed Tuscan-Doric-Ionic-Corinthian and Composite, being a 

Roman or modern Italian system which embraces all the elements of the Science.”47 In fact, he 

called Vitruvius the most systematic author and said the decline of architecture since classical 

antiquity was the result of his "chaste and sound laws of architectural taste . . . deteriorat[ing] 

into irregular and fantastic forms.” Character was, like proportion, absolute and principled. Thus, 

it makes perfect sense that he went on to repeat the by then common sense idea that the three 

Greek orders each in their perfected simplicity embodied a particular character, the Doric 

strength, the Iconic grace, and the Corinthian richness.48 But, on the other hand, Strickland, as 

already mentioned, acknowledged that style, as historical study revealed, was formed by habits 

and prejudices.49 And, at times, he relied on this definition of style to explain proportional 

variance in the particular occurrences of architectural orders. For example, when discussing the 

Corinthian order as implemented by the Romans, Strickland concluded that “the choice of the 

orders of Architecture, was altogether governed by national taste.”50 While we might see 

particular architectural richness in a building such as the Pantheon, or even a suitability in the 

                                                
46 Haines-Strickland, APS, 1:8. 
47 Haines-Strickland, APS, 2:1. 
48 Haines-Strickland, APS, 3:3. 
49 Haines-Strickland, APS, 1:1. 
50 Haines-Strickland, APS, 7:12. 
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relationship between style and function, the choice was ultimately relative to the habits of a 

group of people. 

 

Figure 27. Sketch of the Pantheon, William Strickland, 1838, Tennessee State 
Library and Archives, William Strickland Sketchbook 

Strickland’s theory, like Tucker’s discussed in the previous chapter, rode an uneasy line 

between composition as a set of absolute principles or as the contingent result of a culture’s 

habits, between a principled science and a theory of relative taste. He said in lecture one that the 

beauty of Grecian form may be due to “architecture alone” or it may be “the associations . . .  

which calls forth our admiration, knowing them to be reared on Classic ground, and the work of 

a brave enlightened people.”51 He noted rather paradoxically that Perrault’s “splendid” south 

facade at the Louvre is “decidedly false as to the principles of good taste, but nevertheless 

produces a grand effect being extended upon so great a scale.”52 It was wrong in terms of good 

taste, but it nonetheless produces a sensation of pleasure. A dualistic theory of beauty, like 

                                                
51 Haines-Strickland, APS, 1:10. 
52 Haines-Strickland, APS, 7:13 
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Perrault’s own, would resolve this type tension, especially if one treated certain aspects of 

architectural order as proportionally perfectible and others as relative to the habits produced set 

of cultural associations. But Strickland’s undivided account of experience prevented a divided 

account of representation. 

Thus, Strickland’s theoretical solution to the application of judgment works through a 

tension maintained between absolutes and habit, a tension that reflected that between convenance 

and bienséance, “composition” and “character,” in J. F. Blondel’s Cours d’Architecture. This 

tension was one that Blondel thought only the architect could navigate.53 The architect was 

positioned as one who knows a paradoxically variable absolute. His study of composition and its 

application was not one of knowing all the particulars, but rather one of knowing the universals 

that ultimately could only be thought in dialectic with the particularizing force of a people’s 

habits and prejudices. Strickland’s professional architect had dirty hands, sitting with his 

principles above the sullying power of habit yet nonetheless beholden to the fallenness of the 

world and the particularities of a people when they compose architectural form. 

 Revival and the Historical Arc  

If civil architecture expressed a collective body of people through character and 

proportion, what sort of architectural composition was right for the American Republic? Asking 

this question, of course, is predicated on being able to delimit who makes up this collective body 

and thus also on the power to exclude. Strickland’s introductory lecture traced a historical arc 

from architecture’s beginnings in subterranean caves to the present day. As the narrative 

progressed and as it expanded in the next lectures, we see that it is one of birth, flowering, and 

                                                
53 Jacques-François Blondel, Cours d’architecture (Paris, 1771); Antoine Picon, French Architects and Engineers in 
the Age of Enlightenment (Cambridge: Cambridge University Press, 2009), 47–98. 
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decay. Like Elmes, on whom he so heavily drew, and mirroring a narratival tool used extensively 

by Winckelmann and Hegel, Strickland places the pinnacle of the narrative in the middle with 

the Ancient Greeks. 54 Grecian architecture had never been surpassed in Strickland’s mind. From 

the Greeks, he said, “we have discovered the true principles and canons of the art” of 

architecture.55 It is in the Grecian example of “simplicity of invention” that the United States 

should found its “taste, beauty and refinement." Roman excess and caprice were due not so much 

to complete untethered invention but rather to invention exceeding the balancing force of 

simplicity. The degeneration of taste in Rome and in any other time period was due to the 

proliferation of the “irregular” and the “fantastic.”56  

If Grecian form was the pinnacle of architectural composition, then it would seem 

reasonable to assume that it is what should be revived and copied. After all, in an 1848 essay 

(one of his few publications on theory), Strickland wrote that “All the civilized world 

acknowledges the existence of permanent principles established by the wisdom, strength, and 

beauty of the proportions and symmetry of the Grecian temples.”57 But, in Strickland’s practice, 

                                                
54 “Architecture, like poetry, like painting, and all other excellencies that exalt our nature has had its rise, its 
progress, its perfection, and decline; and is closely connected with the progress of intellect and the philosophy of the 
human mind. Its rise took place in the very infancy of the world; its progress was made among the Egyptians and 
the early inhabitants of Greece; it reached perfection among the Greeks in the age of Pericles; declined and 
scintillated among the Romans; became torpid in the middle ages; and was revived, with literature and other arts, by 
the great and illustrious people of modern Italy” James Elmes, Lectures on Architecture (London: Priestley and 
Weale, 1823), 5–6. Compare with Hegel: "“the products of all the arts are works of the spirit and therefore are not, 
like natural productions, complete all at once within their specific sphere; on the contrary, they have a beginning, a 
progress, a perfection, and an end, a growth, blossoming, and decay;” Georg Wilhelm Friedrich Hegel, Aesthetics: 
Lectures on Fine Art, vol. 2 (Oxford: Clarendon Press, 1998), 614. Johann Joachim Winckelmann and Alois Hirt, 
whom Hegel relied on heavily, also used this narratival arc. The root of this idea is perhaps Giorgio Vasari, who in 
the Lives of the Most Excellent Painters, Sculptors, and Architects says that the arts resemble nature in that they 
have a birth, growth, and decay. 
55 Haines-Strickland, APS, 2:2; 1:11. Like Elmes, Strickland believed the Parthenon to be the greatest temple ever 
designed—praising in particular its proportions and quality of construction. (1:10) 
56 Haines-Strickland, APS, 2:1. 
57 See Strickland, William, “The Three Orders of Architecture--Wisdom, Strength, and Beauty,” Port Folio 1 
(1848): 321–23. 
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the relationship to revival was more complex. Agnes Addison Gilchrist documents nine different 

revival styles used by Strickland, one of the most notable being his Egyptian revival treatment of 

the Downtown Presbyterian Church in Nashville, Tennessee (1849-1851). 58 Replacing what in 

an earlier design were single-story Doric order columns with grand Egyptian columns with palm 

leaf capitals and framing the three main doors with battered outlines, Strickland extended 

revivalism not only to another style in general, but specifically he extended it in a structure not 

usually associated with this style. 

  

Figure 28. Early sketch and constructed version of main entrance to William 
Strickland’s Downtown (First) Presbyterian Church, Nashville, Tennessee, 
1849-1851; William Strickland Drawings, Tennessee State Library and 
Archives, Plate 31; Library of Congress, Historic American Buildings Survey, 
HABS TN-17 

                                                
58 Gilchrist documents nine different revival styles used by Strickland; Agnes Addison Gilchrist, William Strickland, 
Architect and Engineer, 1788-1854. (Philadelphia: University of Pennsylvania Press, 1950), 35ff. The Egyptian 
revival was substantial. Writing on Egyptian architecture at this time was influenced by Denon, the Napoleonic 
Descriptions, and Quatremère de Quincy’s essay on Egyptian architecture. In the English context, Thomas Hope had 
traveled the Nile and wrote about Egyptian architecture, and Loudon had two essays on Egyptian architecture in his 
Architectural Magazine. Also, important in the American context was Robert Cary Long, The Ancient Architecture 
of America, Its Historical Value and Parallelism of Development with the Architecture of the Old World (New York: 
Bartlett & Welford, 1849). 
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Revivalism depended on a particular image of history in which the historically developed 

meaning of forms could be used in the present. But this backwards looking way of defining 

architectural meaning—as something received—put the professional architect in a bind, 

especially when it was combined with a narrative of rise and decline.  Peter Collins has captured 

the bind in which early nineteenth-century classicists like Strickland found themselves: “whether 

they liked it or not, the Classicists were obliged to choose between deliberate progress and 

deliberate retrogression; between the search for a new architecture or the return to a recognized 

‘golden age.’”59 Strickland’s revivalist image of history aimed to allow him to affirm the desire 

for progress by looking backwards—to see retrogression as a kind of progress. Although the 

Greeks marked the historical pinnacle of architecture, Strickland nevertheless says the “science 

of architecture” had “fully evinced” itself in the cities of North America.60 Latrobe’s Bank of 

Pennsylvania and Strickland’s Second Bank of the United States in Philadelphia were “faithful 

copies of Greek originals and such they may truly be said to be the most beautiful buildings on 

the continent.”61 Architectural perfection was rooted in a certain mode of compositional order, 

one that was found at a particular point in history and that could adequately be revived in the 

hands of the architect. The judgment of the past was used to project a refined future. 

In a sense, then, Strickland’s lectures attempted to elevate the discourse on composition 

and character already being carried out in pattern books by situating these concerns squarely 

within gentlemanly discourse. Strickland did not reckon there to be a significant tension between 

the historical recognition of the habitual construction of national styles and absolute 

                                                
59 Collins, Changing Ideals in Modern Architecture, 1750-1950, 68. 
60 Haines-Strickland, APS, 1:18. 
61 Haines-Strickland, APS, 1:19. 
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compositional rules.62 Rather, composition was the pre-historical limit against which the 

historical project was set. There was, underlying any history of architecture, a set of “true 

principles of natural and artificial beauty” that allowed Strickland to permanently and 

definitively categorize and hierarchize the past.63 

2. Composition and Construction: Douglass at West Point 

Strickland departed for England in March 1825 on behalf of the recently founded 

Pennsylvania Society for the Promotion of Internal Improvement to study “canals, roads, 

railways, bridges, and all other information calculated to promote the objects of the Society.”64 

In his report, published in 1826, Strickland, like Latrobe before him, referred to himself as an 

architect and engineer.65 The freedom with which Latrobe, Strickland, and others that followed 

like T. U. Walter alternated between these two titles reveals how the distinction of engineer and 

architect remained unclear in the United States throughout the early nineteenth century. This was 

true for both those trained in the United States and for foreign-trained immigrants like 

Maximillian Godefroy. For example, the Frenchman Joseph François Mangin, who was a 

military engineer on New York harbor fortifications in the 1790s, later practiced as an 

“architect” in New York.66  

                                                
62 Collins, Changing Ideals in Modern Architecture, 1750-1950, 63. 
63 Haines-Strickland, APS, 2:13. 
64 William Strickland, Reports on Canal, Railways, Roads, and Other Subjects (Philadelphia: H.C. Carey & I. Lea, 
1826), vi. The Society for Promoting the Improvement of Roads and Inland Navigation had been founded in 1789. 
65 See Strickland, Reports on Canal, Railways, Roads, and Other Subjects; William Strickland, Edward H. Gill, and 
Campell, Henry R., Reports, Specifications, and Estimates of Public Works in the United States of America 
(London: John Weale, 1841). 
66 Daniel Calhoun, The American Civil Engineer: Origins and Conflict. (Cambridge: Technology Press, 
Massachusetts Institute of Technology, 1960), 9. Importantly the line of engineer and architect was also blurred with 
that of the builder mechanic. As Calhoun notes: “Mangin . . . advertised his willingness to execute works either by 
‘inspection’—that is, as an independent professional—or by ‘undertaking’—that is, as a contractor.” 
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The potential for the disjunction of engineering and architecture, which would only truly 

begin to realize itself in the second half on the nineteenth century, was linked to the 

establishment of separate intellectual foundations: engineering in science and calculation and 

architecture in something that appears more qualitative and historical, and consequently also less 

certain.67 This disjunction had begun to be articulated in Europe at the end of the eighteenth 

century, but the divide was slower to develop in the new Republic.68 While architecture and 

engineering may have begun to denote separate domains of practice—the former dealing with 

buildings and the latter with canals, roads, railways, bridges, and other “internal 

improvements”—a division of separate and distinct practitioners was rarely, if ever, articulated. 

Rather the single practitioner engaged in multiple practices. The continuing combination of these 

practices in one practitioner (the “architect and engineer”) was in part due to the term ‘civil 

engineer’ beginning its rise to prominence. It developed as way of denoting the non-military 

application of engineering knowledge, and in a sense, the term ‘civil’ became a more substantial 

signifier than architect or engineer. 69 This was made clear in the founding of one of the first 

professional societies for both practices: the American Society of Civil Engineers and Architects, 

which was established in 1852 (and dropped “and architects” in 1869).70 Civil architecture and 

civil engineering both served a collective of people. 

A Note on Engineering Education  

The second set of lectures on architecture from the 1820s that I will discuss here were 

given within the context of engineering education at The United States Military Academy at 

                                                
67 Picon, French Architects and Engineers in the Age of Enlightenment, 134–37. 
68 Picon, 99ff. 
69 See Calhoun, The American Civil Engineer: Origins and Conflict. 
70 See Elliott, The American Architect from the Colonial Era to the Present, 43; Saint, Architect and Engineer: A 
Study in Sibling Rivalry. 
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West Point. Formal engineering education in the United States was ahead of architectural 

training by the middle of the nineteenth century due primarily to the influence of West Point, but 

it still lagged behind that of Europe, in particular the French Êcole des Ponts et Chaussées 

(founded 1747) and the Êcole Polytechnique (1794).  While those identifying as engineers in the 

Early Republic were trained primarily through apprenticeship in mills, canals, railroads, and 

mines and in practice were deeply dependent on the know-how of shop culture and so-called 

Yankee ingenuity, those formally educated as engineers nonetheless had the potential to access 

forms of applied scientific knowledge that could ground practice in a principled foundation.71 

With a focus on utility and economy, in a word on “efficiency,” engineering education had an 

external end, a well-formed problem, at which it could concretely aim (although, the real trouble 

for privately employed engineers in nineteenth-century America would come when material and 

economic efficiency did not align).72 

Early intellectual institutes like the Franklin Institute and the American Philosophical 

Society focused a substantial amount of their energy on the applied sciences. But it was West 

Point that would most substantially impact engineering education. West Point had been 

established in 1802 by Jefferson in the Military Peace Establishment Act, which authorized “a 

peacetime military.” Teaching in engineering was ineffective in the first decade.73 However, the 

experience of War of 1812 taught the military a particularly important lesson in the importance 

of trained military engineers, and, with Major Sylvanus Thayer hiring Claude Crozet (a graduate 

                                                
71 See Picon, French Architects and Engineers in the Age of Enlightenment, 99ff; Ulrich Pfammatter, The Making of 
the Modern Architect and Engineer: The Origins and Development of a Scientific and Industrially Oriented 
Education (Basel: Birkhauser, 2000), 17ff. 
72 Haber, The Quest for Authority and Honor in the American Professions, 1750-1900, 295–301. 
73 Anderson, “The Architectural Education of Nineteenth-Century American Engineers: Dennis Hart Mahan at West 
Point,” 223. 
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of the École Polytechnique) in 1816, the school’s orientation towards theoretically-informed 

engineering education was well established.74 From the start, the school had been based on the 

model of the Êcole Polytechnique in Paris, and Crozet’s theoretically-oriented teaching using the 

works by Gaspard Monge, Joseph-Mathieu Sganzin, Jean-Nicolas-Louis Durand, and Jean-

Baptiste Rondelet would reinforce the intellectual underpinnings of this model.75 When Crozet 

departed in 1823, David Bates Douglass was appointed as his successor and quickly built up the 

role of civil engineering in the overall educational program. The education at West Point 

provided a profoundly unique and lasting introduction of the theory of the École Polytechnique 

into the American educational environment. 

Four-year college programs in engineering would soon develop following the model of 

West Point (a number of these schools would even use one of Crozet’s successors Dennis Hart 

Mahan’s An Elementary Course of Civil Engineering (1837) as one of their textbooks).76 

Rennselaer Institute was founded in 1824 under the direction of Amos Eaton (who had briefly 

taught at West Point), and it granted its first civil engineering degrees in 1835.  David Douglass, 

whose lectures at West Point we will examine here, was listed as a professor of Natural 

Philosophy at New York University beginning in 1832 and delivered lectures on civil 

architecture and engineering in 1836-7 (and potentially also in 1840), and in 1853 NYU 

                                                
74 Anderson, 223–24; Marvin J. Anderson, “Architectural Education in American Schools of Engineering, 1800-
1860” (M. A., University of Washington, 2003), 105. 
75 Saint, Architect and Engineer: A Study in Sibling Rivalry, 449; Bannister and Bellamy, The Architect at Mid-
Century, 94; Pfammatter, The Making of the Modern Architect and Engineer: The Origins and Development of a 
Scientific and Industrially Oriented Education, 269. The student’s first years at West Point were consumed with 
mathematics and French, as this was the native language of most engineering texts. 
76 On these early schools see Anderson, “Architectural Education in American Schools of Engineering, 1800-1860,” 
164–85; Bannister and Bellamy, The Architect at Mid-Century, 94; Anderson, “The Architectural Education of 
Nineteenth-Century American Engineers: Dennis Hart Mahan at West Point,” 239–40; Pfammatter, The Making of 
the Modern Architect and Engineer: The Origins and Development of a Scientific and Industrially Oriented 
Education, 268–79. 
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established a School of Civil Engineering and Architecture. In 1836, the University of Virginia 

began offering courses in civil engineering, and Union College in 1845. Even at some traditional 

colleges resistant to applied education, technical education in some form developed. Harvard 

established the Lawrence Technical School in 1847, with its first professor being a graduate of 

Rensselaer. Yale's School of Engineering opened its doors in 1852, also offering a course on the 

principles of architecture. Dartmouth’s Chandler School of Science and the Arts was established 

the same year and aimed to teach civil engineering and architecture, among other topics. In 1853, 

the Polytechnic College of the State of Pennsylvania was founded on "the necessity of 

establishing upon our own soil an Institution similar to those, to which Continental Europe owes 

so much of her progress and her present perfection in the Industrial Arts," with offerings in civil 

and mining engineering.77 Beyond serving as a curricular model for many of these schools, West 

Point also provided many of the first professors of engineering at non-military universities.78 For 

example, H. L. Eustis, who graduated from West Point in 1842, ran the Lawrence Scientific 

School at Harvard from 1849 to 1885. Following the Morrill Land Grant Act in 1862, 

University-based engineering education would expand at an increasingly rapid rate.  

The roots of university-based civil engineering programs in West Point’s teaching are an 

important part of the development of American architectural education for several reasons. For 

one, most of the first university-based architecture schools were founded inside of or connected 

with engineering departments (for example, at University of Michigan, The Ohio State 

University, University of Illinois, Harvard University, Columbia University, Georgia Institute of 

Technology, and Auburn Polytechnic Institute). Secondly, several key figures in early 

                                                
77 Quotation cited in Cohen, “Building a Discipline: Early Institutional Settings for Architectural Education in 
Philadelphia, 1804-1890,” 171–72. 
78 Saint, Architect and Engineer: A Study in Sibling Rivalry, 449–51. 
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architectural education were trained by West Point graduates. Eustis, for example, at Harvard’s 

Lawrence Scientific taught William Robert Ware, who would go on to found the architecture 

schools at MIT and Columbia, as well as William Le Baron Jenney, who ran the first, shortly 

lived architectural program at University of Michigan, and Charles Follen McKim, who exerted 

great influence on the architectural program at Columbia. In addition, engineering education 

served as a prerequisite for studying in Europe, and in particular for attending the Beaux-Arts, 

for some of the first well-known architects in America, such as H. H. Richardson. Also, key 

figures in the development of the tall building trained in engineering programs: George B. Post 

trained in engineering at City College, NY, John Wellborn Root studied civil engineering at 

NYU, and William Holabird studied at West Point. Even the famously negative Frank Lloyd 

Wright completed some training at University of Wisconsin in civil engineering. As Marvin 

Anderson points out, "13 percent of the men who were members of the American Institute of 

Architects in 1870 . . . had studied in engineering schools; twenty years later, 10 percent of the 

members had received such training.”79 

A History of Construction and Composition 

David B. Douglass, who was educated at Yale and West Point, began teaching at the 

latter in 1816. 80 In 1823 he was appointed professor of Civil Engineering, taking over for the 

departing Crozet. Douglass’s theoretical and pedagogical model largely followed in Crozet’s 

footsteps and continued the already established tradition of teaching classical architectural 

                                                
79 Anderson, “The Architectural Education of Nineteenth-Century American Engineers: Dennis Hart Mahan at West 
Point,” 240. 
80 Anderson, 224.While an extremely valuable article, I think Anderson makes two mistakes in relation to Douglass: 
1) his claim that Douglass’s lectures largely mirrored Strickland’s is inaccurate—while they share common sources 
they do not share the same principles—and 2) He insists that Douglass’s successor Mahan must have gotten his 
theory of character from Quatremère de Quincy, overlooking the fact that Douglass (as well as many other English 
writers by the time Mahan was teaching) are also referred to the concept character.  
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elements in the civil engineering curriculum. The remaining outlines for his courses at West 

Point and his course at NYU (1836-37) show a substantial concern for the history of architecture 

and for the relationship of civil architecture and civil engineering.81 

Douglass, like Strickland, articulated a basic division of design and execution, of 

composition and construction, but Douglass established a different historical relationship 

between the two. If we think about architecture in terms of the order of its application to an 

individual project, the process indeed goes from design to construction. But if we consider the 

historical development of architectural principles themselves, Douglass suggested, construction 

in fact precedes design. For him, the historical and theoretical study of architecture revealed that 

design was dependent on the material and epistemic conditions of construction. There was an 

inverse relationship between the application of the architectural knowledge of composition and 

its historical development. Douglass wrote in notes for a lecture on prehistorical and Egyptian 

architecture that " the essential character and forms of all fine arch[itecture] has grown out of 

modes of construction.”82 The study of the past revealed the dependence of composition on the 

modes of construction, rather than of construction on the compositional mind.  

Douglass course outline for his 1836-37 NYU course outlined a way of thinking that 

began from construction: 

1. Elements of Construction - comprising an examination of the nature, preparation, & 

uses of materials, and the theory of construction of foundations, walls, piers, 

abutments, arches, vaults, roofs, carpentry-frames, etc. 

                                                
81 The below account is constructed from three hand-written documents: 1) a four-page, undated “synopsis of 
course,” 2) a single-page, undated note on architecture, and  3) one-page notes made for a course on Civil 
Architecture and Engineering at NYU in 1840. All are in Box 14, folder misc 4 5 6, Douglass-Hale Papers, Hobart 
and William Smith Colleges Archives and Special Collections. Hereafter DHP 
82 Douglass, note on architecture, DHP. 
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2. The principles of design - discriminating the various styles & periods of the art of 

architecture and showing the dependence of those styles in all cases upon principles 

of construction. 

3. Application and use of these elements / of design & construction in the composition 

& execution of various modern edifices; and 

4. the theory, construction, location, & economy, of public works, or elements of civil 

engineering. 

Architectural history is treated second, following an examination of the materials, the structure, 

and the basic non-ornamental features of buildings. It is these basic elements that should precede 

history in the student’s process of discovery and that could be used to organize a historical 

examination of form and composition.  

In a more extended outline of lectures on the “elements of construction,” Douglass 

further anticipated a fundamental division between materials and construction systems. Materials 

were divided up by crafts: masonry, carpentry, and iron working, and copper and lead working. 

Each of these crafts were further broken down into their constituent materials and techniques, 

activities such as making mortar; stereotomy; growing, felling, and cutting timber; cast and 

wrought iron; and channeling water. Construction systems were divided into three sequential 

activities: preparation of the site, constructing the foundations, and the building of the 

superstructure. And like materials, each of these divisions was further articulated by specific 

techniques and assemblies. 

The influence of Rondelet’s Traité théorique et pratique de l’art de bâtir on Douglass’s 

model of architectural knowledge clear. The Traité, arranged into eight volumes by materials and 

techniques of construction and calculation, defined architecture as “a science whose essential 
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aim is to construct sound and convenient buildings that unite, in the most beautiful forms, all the 

parts requisite to their purpose.”83 Construction was thus made primary in the systematic account 

of architecture, and, importantly, for Douglass, this systematization could also be made 

historical. Decades before Auguste Choisy’s Histoire de L'Architecture (1899) organized history 

around civilizations and their methods of construction, Douglass was using the prioritization of 

construction over composition to shape an image of architectural history as construction history.  

Douglass, like Strickland, looked towards English texts, like James Elmes’s Lectures on 

Architecture, for the main narrative of his historical content.84 Douglass’s narrative, which he 

called “a sketch of the history of the science and profession,” attempted to give a global history 

of architecture periodized into seven phases:85 

1. Cyclopean Construction: early Chaldea/Babylon, India, Egypt, and Cyclopean remains of 

Greece, Etrusca, England, and America; characterized by the massive scale of its material 

elements and the accuracy of its joinery without cement 

2. Columnar Style: Late Egypt and Greece; characterized by the development of “classical 

refinement and delicacy” and the “elements of modern architectural composition”; 

3. Excess: The Romans; characterized by noble scale and the wealth and luxury of empire; 

4. Early Japan and the Early Gothic (Lombardic and Saxon, 400-1200AD) 

                                                
83 See Robin Middleton, Jean Rondelet: The Architect as Technician (New Haven: Yale University Press, 2007), 
212–32. The quote is from Book I of the traité, cited in Middleton, 213. 
84 Anderson points out Douglass’s repeated use of West Point library’s copy of Elmes’s Lectures; Anderson, “The 
Architectural Education of Nineteenth-Century American Engineers: Dennis Hart Mahan at West Point,” 242, fn. 
39.  
85 The short, two-page outline of this narrative is extraordinarily difficult to read. While trying to stick as close to 
Douglass as I can, I am attempting to give each phase some conceptual order. This narrative reflects Elmes’s to 
certain degree, who divided architectural history into eight epochs, but the divisions are not entirely the same; see 
Elmes, Lectures on Architecture, 431–32. 
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5. Perfection of Construction and Craft: Christian (Gothic) Architecture of the early, 

middle, and late periods 

6. The Revival of Letters: Cinquecento architecture of Italy, as well as France and England, 

including works up through St. Paul’s in London; Characterized in particular by the dome 

7. The Present Day: feels the strong “influence of the cinquecento invention of order,” “a 

revived study of the Grecian architecture,” and a “prejudice” against the gothic amongst 

“professional architects.” 

Architecture, for Douglass begins from the careful stacking of large elements and proceeds 

through the invention and perfection of the column. Like many other Americans and English 

historians and theorists, he had a compositional preference for the Greeks (and early Republican 

Rome). The Romans carried to excess what had been previously refined. This excess was 

followed by a seeming loss of a particular mode of order, but a loss which allowed the 

development of the advanced construction techniques of the Gothic period. The revival of 

Vitruvius and the ancients in the fifteenth century laid the groundwork for the present day, which 

combined the Renaissance tradition with developments in archaeology and a preference for a 

particular style of the past. 

Civil Architecture and the City 

After considering the elements of construction and their grounding role in establishing 

the historical development of various modes of architectural order, Douglass turned to an 

account of application. In describing the application of the elements of architectural design (not 

elements of construction), Douglass made passing reference to a theory of character much like 

that of Strickland, a way of describing the “composition and arrangement of edifices according 
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to the purpose for which they are intended.” Buildings should exhibit their function—domestic, 

education, health, commerce, civic, and worship. 

Making the particular functions of buildings appear was, as Douglass turned to his fourth 

and final module, an issue of the city. It was at the urban scale that one could find the “reunion of 

architectural elements.” While the modes of materials and construction underlay the 

development of particular architectural form, it was the notion of “civil” that held architecture 

and engineering together and that acted as an operative concept in determining the unity of 

architectural history. The final focus of his outline was on “the plan, arrangement, distribution 

and architecture of cities.” It was infrastructure—roads, railroads, rivers and canals, aqueducts, 

docks and shipyards, and interconnected works of architecture themselves—that brought 

architecture and engineering together in a civil organization.86 

Douglass was eventually succeeded by his student Dennis H. Mahan, whose architectural 

theory Marvin Anderson has recently well documented. While Mahan’s widely used Elementary 

Course in Civil Engineering (1837) covered materials, masonry, carpentry, roads, bridges, 

railroads, canals, rivers, and seacoast improvements, it said little about architecture as a 

discipline, only making brief remarks on the general appearance of strength necessary in the 

architectural style of bridges.87 However, his less known Note on Architecture (1834) outlined 

the organization of his teaching on architecture.88 It was divided into four sections: 

1. The Greek and Roman Orders 

2. “Elements of Edifices” 

                                                
86 Anderson, “The Architectural Education of Nineteenth-Century American Engineers: Dennis Hart Mahan at West 
Point.” 
87 Dennis Hart Mahan, An Elementary Course of Civil Engineering (New York: Wiley and Putnam, 1838), 149–50. 
88 Dennis Hart Mahan, “Notes on Architecture,” Library of the United State Military Academy, West Point, New 
York. A copy is reprinted in Anderson, “Architectural Education in American Schools of Engineering, 1800-1860.” 
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3. “general principles of composition or design in architecture” 

4. “composition or design.” 

Drawing on many of the same texts as Douglass (and on Douglass’s work) Mahan started from 

the idea, like Strickland, that architectural style indicated “the manner of building to a particular 

people.” An architectural order was variation in one of these styles that organized columns and 

entablatures. As sections two through four discussed, the fundamental issue at work in 

architectural composition was the distribution and relationship of the basic elements of 

architecture.89 The analytical practice Durand’s Précis des Leçons d’Architecture données à 

l’École Polytechnique, certainly used by Douglass, had particular bearing on Mahan’s teaching 

as the outline bears out. He starts section four by saying that “composition supposes an accurate 

acquaintance with the elementary principles of architecture, and the various combinations of 

which the elementary parts of a structure” are composed. In addition, he, like Durand, taught his 

students to use a grid to organize plan, section, and elevation. For Mahan, the application of the 

classical orders and the specifics of architectural form to this grid were an issue of character—a 

far ranging issue that covered the “expression of function, structure and context.”90 

3. Towards History 

As architectural education began to formalize in the lecture halls and classrooms at the 

Franklin Institute and West Point, the distinction of design and construction sought by Latrobe, 

and covered up by his builder-mechanic adversaries, was consistently articulated as a 

                                                
89 According to Anderson, Mahan’s theory of character is derivative of Quatremère de Quincy’s article on the matter 
in the Encyclopédie Méthodique. This certainly seems reasonable, but it also seems likely that he picked up much of 
it from Douglass.  
90 Anderson, “The Architectural Education of Nineteenth-Century American Engineers: Dennis Hart Mahan at West 
Point,” 235. 
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foundational principle of the profession. Echoing the pattern books’ trend towards historical 

foundations, the early lectures of Strickland and of Douglass defined the activity of drafting not 

as the foundation of architecture but rather as a mode of representation related to the pursuit of 

historically-generated principles. The distinction between Douglass’s and Strickland’s histories 

then was not one of craft versus profession, of technê or archi-technê. Both were promoting an 

elevated discourse, an archi-archi-technê in which history played a central role in guiding the 

work of architectural design. Rather, their difference was one of whether architectural 

composition was rooted in a history of construction or a history of aesthetic sensibility. In either 

case, the history of composition provided a gateway for the Early Republican architect to 

participate in the civil project of building a virtuous nation. 

When giving an account of the education of the professional architect in his letter to 

Mills, Latrobe both appealed to the acquisition of the knowledge of an impersonal science that 

directed design and construction and to the development of the architect’s character—his 

intelligence, candor, and business acumen to be precise. These virtues were part and parcel to a 

common nineteenth-century conception of professionalism: the modern professional was to be 

self-reliant, intellectually independent, monetarily honest, and morally and socially responsible. 

The professional was to be above the mere pursuit of financial or political gain, instead 

disinterestedly pursuing truth, fairness, and the public good. Professionalism thus was thought to 

require both the theoretical knowledge of a technical practice and moral knowledge of how to 

carry out that practice. While professionals certainly produced worldly goods, professionalism 
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itself was also something to be produced. Professional education, as Larson describes, is “the 

production of producers.”91 

Architecture understood as a system of objects demands analysis in terms of its products, 

but architecture understood in the terms of an ethical practice requires an analysis in terms of its 

producers.92 Professional education, in fact, aims at shaping both. That is, professions define a 

body of knowledge and the character of individuals who have access to that body. If professional 

education is directed both at the principles of architecture and the virtues of the architect, then a 

question, which Hans-Georg Gadamer states clearly, should arise: “does man learn to make 

himself what he ought to be, in the same way that the craftsman learns to make things according 

to his plan and will?”93 In the process of moral education, does a human put herself at her own or 

another’s disposal in the same way that wood is put to the disposal of the carpenter, or graphite 

and paper to that of the architect? It is in the bind of this type of question that history stepped in 

as a third mode of knowledge. History was a way of giving a theory of designer and design, of 

intertwining a nation and its architecture. It is to this intertwining, one that in the United States 

was deeply marked by the influences of religion and racialized thinking, that I now turn in Part 

II. 

                                                
91 Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, 14–17, 34, 44–45. 
92 Hans Georg Gadamer, Truth and Method (New York: Continuum, 1993), 310–21. 
93 Gadamer, 313. 
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PART II. GROUNDING THE PROFESSIONAL BODY 

4. Origins of a National Protestant Architectural History 

In humble imitation of the Almighty Artificer, man becomes the 
creator of beauty; he decorates his earthly habitation, and his final 
resting-place. The sense of the beautiful, and the power to produce 
it, are among the gifts of his higher nature, to be perfected when 
the ‘mortal shall put on immortality.1 

Louisa C. Tuthill, History of Architecture, 1848 

Man is distinguished from the brute creation by his progressive 
faculties;—the Beaver builds his dam, and the bird his nest far 
better than we could do it; but they build as they did in Eden, while 
the course of man is onward—always unsatisfied with past 
attainments—always pressing on to higher, and still higher 
achievements in human knowledge.2 

Thomas Ustick Walter, “The Creation,” 1856 

 

What if contra Minard Lafever, as quoted at the beginning of chapter three, the ground of 

architecture is, in fact, a matter of religion? Lafever juxtaposed the contingency of taste with the 

absoluteness of religion, suggesting that because the United States has no “indigenous 

architecture,” style is a matter of free choice.3 “We are not,” he continued, “bound to build in this 

or that particular way, but all ways are before us to choose.” But what if taste and religion are not 

oppositional terms? What if an account of taste is an account of the divine? This is the 

suggestion of the writer Louisa C. Tuthill (1798-1879) and the architect Thomas Ustick Walter 

(1804-1887). It is a suggestion that shapes a Protestant image of architectural history, an image 

                                                
1 Louisa C. Tuthill, History of Architecture, from the Earliest Times; Its Present Condition in Europe and the United 
States; with a Biography of Eminent Architects, and a Glossary of Architectural Terms (Philadelphia: Lindsay and 
Blakiston, 1848), 338.   
2 TUW, Box 23, Folder 407, “The Creation.” This description is very similar to the one Walter uses in his lectures, 
Walter, Lectures on Architecture, 34–35. 
3 Lafever, The Architectural Instructor, Containing a History of Architecture from the Earliest Ages to the Present 
Time, 15. 
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that played a foundational role in the formation of the architectural profession in the Early 

American Republic. 

1. The Protestant’s Progress 

By the 1840s, the pace of architectural publications in the United States had accelerated 

and systematic teaching was beginning to taking shape.4 As discussed in chapter three, classes in 

architectural drawing and the principles of architecture took shape in several Atlantic Coast cities 

in the first decades of the nineteenth-century, and several early colleges, most notably West Point 

and St. Mary’s, offered courses in architecture. History was already an important part of 

architectural discourse. David B. Douglass’s courses at West Point and NYU in the 1820s and 

1830s relied on a historical narrative that privileged construction technologies, and Strickland’s 

1824-25 lectures at the Franklin Institute, while historically less sophisticated, nonetheless 

proceeded with a sense of progress and revival. In the decades that followed these lectures, 

architectural discourse became increasingly robust and several attempts at building sustained, 

holistic accounts of architecture through a grand narratival history that included the United States 

were put forth. It is towards these grand narratives that include the US that I now turn. 

Strickland’s lectures, in contrast to Douglass’s, were aimed at the education of a learned 

public rather than the professional training of engineers. This difference is key in the formation 

of historical discourse about architecture, as it established a clear difference between the history 

lecture and the technical course. History acted as a bridge between the exclusive profession and 

its clients; it was a medium in which the professional had authority but also in which the amateur 

could still partake. Antebellum lectures and writing situated in this gap between the expert and 
                                                
4 See Henry Russell Hitchcock, American Architectural Books: A List of Books, Portfolios, and Pamphlets on 
Architecture and Related Subjects Published in America before 1895, expanded edition (New York: Da Capo Press, 
1976). 



163 

the layman were not uncommon. In 1844-45, the Boston architect Arthur D. Gilman gave a 

series of twelve lecture on architecture at the Lowell Institute in Boston that began with a 

resolutely negative assessment of the situation of the Early American Republic: “It will scarcely 

be denied that architecture is the oldest and most impressive of all the fine arts, while at the same 

time its rules are more frequently violated in practice than those of any other—and in no 

civilized country are they less regarded than in our own.”5 The architect Robert Cary Long, Jr., 

who had trained in Ithiel Town’s office, was lecturing in Maryland as early as 1841, potentially 

teaching a course at the Maryland Institute for the Promotion of Mechanic Arts, and was widely 

known in the city.6  

Here, I will focus on two grand narratival histories, the lectures of Thomas Ustick Walter 

and writings of Louisa Caroline Tuthill. Walter and Tuthill will serve as exemplars because of 

the completeness of their grand historical narratives that, because of Tuthill’s extensive body of 

other writings and Walter’s collection of Sunday School teaching materials, can be 

contextualized within their larger worldviews. What I will attempt to show over the next three 

chapters is the central role of Protestant faith, which manifested itself in a sort of Republican 

                                                
5 Portions of these lectures were reprinted later in a series of articles; Arthur Gilman, “Lectures on Architecture. I,” 
The American Architect and Building News 14, no. 400 (August 25, 1883): 87–89; Arthur Gilman, “Lectures on 
Architecture, II,” The American Architect and Building News 14, no. 402 (September 8, 1883): 111–14; Arthur 
Gilman, “Lectures on Architecture, III,” The American Architect and Building News 14, no. 407 (October 13, 1883): 
174–81; Arthur Gilman, “Lectures on Architecture, IV,” The American Architect and Building News 14, no. 408 
(October 20, 1883): 186–93; Arthur Gilman, “Lectures on Architecture, V,” The American Architect and Building 
News 14, no. 410 (November 3, 1883): 209–10; Arthur Gilman, “Lectures on Architecture, VI,” The American 
Architect and Building News 14, no. 412 (November 17, 1883): 235–36; Arthur Gilman, “Lectures on Architecture, 
VII,” The American Architect and Building News 14, no. 413 (November 24, 1883): 245–46; Arthur Gilman, 
“Lectures on Architecture, VIII,” The American Architect and Building News 14, no. 417 (December 22, 1883): 
295–96; Arthur Gilman, “Lectures on Architecture, IX,” The American Architect and Building News 14, no. 418 
(December 29, 1883): 303–9. 
6  See Cohen, “Building a Discipline: Early Institutional Settings for Architectural Education in Philadelphia, 1804-
1890,” 153–54; Mary Ellen Hayward and Frank R. Shivers, Jr, “The Reign of the Romantics, 1829-1878,” in The 
Architecture of Baltimore: An Illustrated History, ed. Mary Ellen Hayward and Frank R. Shivers, Jr (Baltimore: 
Johns Hopkins University Press, 2004), 106–18. 
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Theology, to Tuthill and Walter’s understandings of architecture, and in turn, to the dominant 

conception of the intellectual grounds of the profession. Many other architects in the nineteenth-

century, especially in the Early Republic, also expressed the centrality of Christianity to their 

conceptual frameworks. Robert Mills, for example, offered a theological account of the origin of 

architecture in which “the great Architect divine” inspired in humanity the ability to transcend 

“the exigencies of his nature”—a theme recurrent in Walter and Tuthill’s worldviews as will be 

discussed.7 A. J. Davis in a late-life 1876 address to a body that gathered for scientific discussion 

entitled “Of the Earth and its Elements. Fire” spoke at length of the compatibility of science and 

religion, beginning from the role of Noah, the first post-diluvian architect: 

Our great progenitor, who was also a great artificer,—a naval architect, who 
contrived to stow a vast assemblage, animate or inanimate, within restricted 
space, and who attained the highest eminence, as did all of his family, in the anti-
diluvian world,—and in coming out of the ark built an altar, or temple to his 
protecting Deity.8 

Noah, the “great forefather,” emerged from the ark a great architect, the forerunner of people of 

science and religion. This diluvian rupture acted as a crucial turning point in the narrative of 

history, and of architecture in particular, for Tuthill and Walter as well. Robert Cary Long, Jr., 

just mentioned above and to whom we will return below, also explicitly conceived of the grand, 

progress narrative of architectural history as a divinely informed pursuit of refinement.9 The 

divine inspiration of global progress, both in architecture and civilization, was, as I will show, a 

primary metaphysical commitment for both Walter and Tuthill. 

                                                
7 Liscombe, Altogether American, 150–51. 
8 “Of the earth and its elements. Fire,” 1876, Avery Drawings and Archives, Columbia University, “Alexander 
Jackson Davis architectural drawings and papers,” Alexander Jackson Davis II, 58-2.  
9 Long, The Ancient Architecture of America. 
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 Walter and Tuthill explicitly and precisely commit to a series of intellectual themes 

common to many in the Early American Republic. Among the many early nineteenth-century 

advocates of professionalism and Republican Theology,  they will serve as an example of a voice 

from within and a voice from without the practice of architecture. Fundamentally for both of 

them, architectural history is part of the narrative of divinely-inspired progress. Of course, faith 

in historical progress was not an uncommon sentiment to the nineteenth century in Europe or 

North America, whether religious or secular. What I will attempt to explicitly bring out here is 

the deeply religious nature of this commitment for Walter and Tuthill. I do this to point to the 

ways that religion was inscribed into the architectural profession at its beginning. More 

specifically, I will bring out how this progressivist thought crossed religion and nationalism in 

the United States with racialized thought, and I will thus attend in particular to the ways in which 

racialism and racism inform the intellectual framework of professional architecture.  

Thomas Ustick Walter and Louisa C. Tuthill as Protestant Exemplars 

Tuthill’s History of Architecture was published in 1848 and Walter’s Lectures on 

Architecture were first given at the Franklin Institute in 1841 and likely last given in 1860 at the 

Columbian College in Washington, D.C.10 Both Walter and Tuthill constructed grand narratives 

that trace from the origins of architecture up through contemporary work in the United States, 

tying the past to the nation’s present and future. The intended audience of both was the lay 

                                                
10 See Jhennifer A. Amundson’s editor’s preface in Walter, Lectures on Architecture, ix–xi; Michael J. Lewis, 
“Book Review: Thomas U. Walter: The Lectures on Architecture, 1841-1853,” Journal of the Society of 
Architectural Historians 67, no. 4 (December 2008): 608–10; William Cathcart, ed., The Baptist Encyclopaedia: A 
Dictionary of the Doctrines, Ordinances ... of the General History of the Baptist Denomination in All Lands 
(Philadelphia: L. H. Everts, 1883), 1208. All citations here of Walter’s lectures are from Amundson’s edited 
publication of the manuscripts, except where otherwise noted. Amundson is forced to make a decision about how to 
move from manuscripts that were worked over several times to a complete product. Her editorial decisions eliminate 
chunks of text that are sometimes but not always crossed out. When I refer to the original manuscripts, this will be 
noted. 
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public, although they also aimed to encourage young men to enter the architecture profession. 

Walter spoke as an architect giving interpretative access to the medium of his profession: 

Architecture is an art that must be understood to be enjoyed. The pleasure arising 
from a just perception of its beauties, can only be experienced by those who have 
obtained some knowledge of its principles, and its historical associations. An 
architectural object may, it is true, affect to a limited extent, almost every 
observer; but the refining and ennobling influences to which its peculiar imagery 
is addressed, are realized by those only who have cultivated a taste for its 
enjoyment.11 

Tuthill, prevented from joining the ranks of the professions by nineteenth-century gender 

roles, approached the practice of architecture from the outside, but she recognized a key way to 

influence and enable the American architectural profession was, beyond guiding young men into 

the practice of architecture, to properly educate architects’ clients and their public.12 Her History 

of Architecture—dedicated to “the Ladies of the United States of America, the acknowledged 

arbiters of taste”—aimed at the general formation of the medium of taste, a necessary 

precondition for progressive architectural creation to occur in a society. As she said in an 1841 

letter to the publishers Carey and Hart, her volume on architecture aimed to “improve public 

taste by bringing the topic before readers of all classes.”13 After all, she said in 1848, “in an 

enlightened and refined nation, every man and woman should know enough of the principles of 

                                                
11 Walter, Lectures on Architecture, 33. As he often is in matters of theory, Walter is close to John C. Loudon in his 
claim: “the more an amateur or architectural critic stores his mind with ideas on architecture, the greater will be his 
enjoyment when examining architectural designs”; The Conductor (John C. Loudon), “Architecture Considered as 
an Art of Imagination,” Architectural Magazine 1, no. 4 (June 1834): 145–47. (This article is attributed as “by the 
Conductor.”) 
12 Tuthill, History of Architecture, viii–ix.  Tuthill encouraged young men to join the ranks of the various 
mechanical and learned professions; see, for example, from her Success in Life series: Louisa C. Tuthill, Success in 
Life: The Lawyer (New York: George P. Putnam, 1850); Louisa C. Tuthill, Success in Life: The Mechanic (New 
York: George P. Putnam, 1850); Louisa C. Tuthill, Success in Life. The Merchant (New York: George P. Putnam, 
1850); Louisa C. Tuthill, Success in Life: The Artist (Cincinnati: Derby, 1854). 
13 Lamia Doumato, “Introduction,” in History of Architecture from the Earliest Times: Its Present Condition in 
Europe and the United States, by Louisa C. Tuthill (New York: Garland, 1988), v. 
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architecture to enable them to order their houses to be built with due reference to comfort and 

good taste.”14 

Walter began his own independent practice of architecture in 1830 and picked up his 

most important early commission two years later: The Girard College for Orphans. Like his 

teacher William Strickland, Walter first learned the art of building through his father’s work as a 

master craftsman.15 This craft training led to pupilage in Strickland’s office in Philadelphia 

starting in 1819 and then to time as a student at the Franklin Institute under the tutelage of John 

Haviland in drawing and where he almost certainly also attended Strickland’s 1824-5 lectures on 

architectural history (discussed in chapter three). Winning the 1832 Girard competition—beating 

out the efforts of many of the most prominent architects of the time, including his teachers—

brought Walter national fame and increased opportunities.16 In 1840 he was appointed as 

Professor of Architecture at the Franklin Institute, where he immediately gave a series of lectures 

on the technical aspects of building and, in 1841, delivered his six Lectures on Architecture, 

which treated architecture as an art that could be discussed through a culturally-situated history 

of style and taste.17 

                                                
14 Tuthill, History of Architecture, 225–26. 
15 On Walter’s life, see Amundson’s introduction, “The Context and Character of America’s First Architectural 
Theory” in Walter, Lectures on Architecture, 1–29. Walter’s father was mason rather than carpenter like 
Strickland’s. 
16 Girard died in 1831, and the parameters of the competition were laid out in his will. On the Girard competition, 
see Michael J. Lewis, “The Architectural Competition for Girard College,” in Monument to Philanthropy: The 
Design and Building of Girard College, 1832-1848, ed. Bruce Laverty, Michael J. Lewis, and Michele Taillon 
Taylor (Philadelphia: Girard College, 1998), 24–48. Strickland received second place. Haviland did not place. Other 
entrants included Isaiah Rogers (third place); Town, Davis and Dakin; Rogers and Higham; Edward Shaw; and at 
least ten other entrants (three of which were, like Walter, Strickland pupils). 
17 While the notes for his 1840 lectures appear to be lost, at least one of Walter’s articles in the Journal of the 
Franklin Institute (hereafter JFI) is an extract from his first set of lectures: “On Glass as Applied to Architecture.—
Extract from a Lecture on the Architecture of the Middle Ages, Delivered before the Franklin Institute, by T. U. 
WALTER, Professor of Architecture, December 10, 1840,” Journal of the Franklin Institute 1, no. 4 (April 1841): 
266–67. Walter published six other articles in the JFI in 1841 that were perhaps developed from this series, 
including “Architecture” (1:1, January 1841), “Street Architecture” (1:2, February 1841), “The Orders” (1:3, April 
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Figure 29. Frontispiece to Tuthill's History of Architecture (1848), Thomas 
Ustick Walter's Girard College, Philadelphia, PA 

The frontispiece for Louisa Tuthill’s 1848 History of Architecture, the first general 

history of architecture written and published in the United States, is a perspectival view of 

Walter’s Girard College.18 Tuthill, born Louisa Huggins, was a daughter of a wealthy New 

Haven merchant and likely attended the Litchfield Female Academy, one of the first institutions 

in the United States focused on the academic education of women, in 1814.19 “The Belle of New 

Haven,” she married the well-connected and legally and theologically trained editor Cornelius 

                                                                                                                                                       
1841), and “On Chromatics as Pertaining to Architecture” (2:1, July 1841). See Cohen, “Building a Discipline: 
Early Institutional Settings for Architectural Education in Philadelphia, 1804-1890,” 153–54. 
18 Tuthill probably would have seen Walter’s work such as Girard College in person though—the preface to her 
History of Architecture is signed “Philadelphia, November, 1847). On Girard College see, Tuthill, History of 
Architecture, 252, 264–66. In addition, Tuthill discusses and reproduces two other Walter projects in her text: the 
James Dundas mansion (Plate XXXI, p. 288) and the Matthew Newkirk mansion (Plate XXXII, p. 300), both in 
Philadelphia. In addition to Walter, Tuthill mentions several other contemporaries, including Minard Lafever (who 
she spells as “Le Fevre”), John Notman, Richard Upjohn, James Renwick, Ithiel Town and A. J. Davis, Henry 
Austin, and Benjamin Henry Latrobe. She describes other buildings without naming their architects in Boston, New 
York, Philadelphia, Washington, Baltimore, Indianapolis, Hartford, New Haven, and New Orleans in Chapter 22, 
which is on the present state of architecture in the United States (257-273).  
19 The Litchfield Female Academy was founded in 1792 and ran until 1833; see Catherine E. Kelly, Republic of 
Taste: Art, Politics, and Everyday Life in Early America (Philadelphia: University of Pennsylvania Press, 2016). 
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Tuthill in 1817.20 His untimely death in 1825 left her with four children and the need to produce 

an income, so she turned to publishing moral and practical guidebooks for young adults, and in 

particular young women, a task in which other well-educated women writers were likewise 

engaged and one in which Tuthill had substantial success.21 Her body of fictional and non-

fictional publications—forty volumes in total, with some going into as many as forty editions—

began with James Somers: The Pilgrim’s Son in 1827, and expanded through The Young Lady at 

Home and in Society in 1869 (a republication of her 1839 The Young Lady’s Home) .22 She also 

produced a number of edited volumes, including the first collections of John Ruskin’s work 

published in America, which all went through multiple editions and reprintings.23 

                                                
20 William H. Tuthill, “Address by the Hon. William H. Tuthill, of Tipton, Iowa,” The New England Historical & 
Genealogical Register 22, no. 3 (July 1868): 328. Tuthill was educated in New Haven and Litchfield, the histories 
say, but there seems to be no evidence of exactly which schools. On Tuthill’s life, see Lisa Koenigsberg, “Arbiter of 
Taste: Mrs. L.C. Tuthill and a Tradition of American Woman Writers on Architecture, 1848-1913,” Women’s 
Studies 14, no. 4 (February 1988): 339; Sarah Allaback, “The Writings of Louisa Tuthill: Cultivating Architectural 
Taste in Nineteenth-Century America” (Ph.D., Massachusetts Institute of Technology, 1993); Sarah Allaback, 
“Louisa Tuthill, Ithiel Town, and the Beginnings of Architectural History Writing in America,” in American 
Architects and Their Books to 1848, ed. Kenneth Hafertepe and James F. O’Gorman (Amherst: University of 
Massachusetts Press, 2001), 199–215; Doumato, “Introduction”; Lamia Doumato, “Louisa Tuthill’s Unique 
Achievement: First History of Architecture in the U.S.,” in Architecture: A Place for Women, ed. Ellen Perry 
Berkeley (Washington, DC: Smithsonian Institution Press, 1989), 5–13; Sarah Allaback, The First American Women 
Architects (Urbana: University of Illinois Press, 2008); John Seely Hart, The Female Prose Writers of America (E. 
H. Butler, 1857), 111–13. 
21 See Janet Carey Eldred and Peter Moretensen, Imagining Rhetoric: Composing Women of the Early United States 
(Pittsburgh: University of Pittsburgh Press, 2002); Etsuko Taketani, U.S. Women Writers and the Discourses of 
Colonialism, 1825-1861 (Knoxville: University of Tennessee Press, 2003). In relationship to architecture, see in 
particular the slightly later Catharine E Beecher and Harriet Beecher Stowe, The American Woman’s Home, Or, 
Principles of Domestic Science: Being a Guide to the Formation and Maintenance of Economical, Healthful, 
Beautiful, and Christian Homes (New York: J.B. Ford & Co., 1869). 
22 see Doumato, “Introduction,” v. For a list of publications see Doumato, xvi–xix; Allaback, “The Writings of 
Louisa Tuthill,” 189–91. 
23 See John Ruskin, The True and the Beautiful: In Nature, Art, Morals, and Religion, ed. Louisa Caroline Tuthill 
(New York: Wiley and Sons, 1858); John Ruskin, Precious Thoughts, ed. Louisa C. Tuthill (New York: Wiley and 
Sons, 1866); John Ruskin, Pearls for Young Ladies, ed. Louisa C. Tuthill (New York: Wiley and Sons, 1878). See 
also Allaback, “Louisa Tuthill, Ithiel Town, and the Beginnings of Architectural History Writing in America,” 285, 
fn. 33. 



170 

While there appears to be no documented direct encounter of Tuthill and Walter, the 

similarities in structure and content of her History and his Lectures are striking.24 In New Haven, 

Tuthill was well connected with the emerging professional architectural community as indicated 

by the breadth of contemporary content in History of Architecture, and specifically by the 

inclusion of works such as those of Henry Austin, a prominent New Haven architect.25 Most 

importantly, she had come into contact with Ithiel Town and studied in his New Haven library in 

the preparation of her architectural texts.26 

 

Figure 30. Engraving of Henry Austin’s Athenaeum of Hartford from Tuthill, A 
History of Architecture, plate 28 

                                                
24 These similarities extend to Tuthill and Walter contemporaries’ histories of art, such as Dunlap, History of the 
Rise and Progress of the Arts of Design in the United States; Benson J. Lossing, Outline History of the Fine Arts 
(New York: Harper and Brothers, 1840). See Elisabeth B. MacDougall, “Before 1870: Founding Fathers and 
Amateur Historians,” in The Architectural Historian in America: A Symposium in Celebration of the Fiftieth 
Anniversary of the Founding of the Society of Architectural Historians, ed. Elisabeth B. MacDougall (Washington: 
National Gallery of Art, 1990), 15–20. 
25 James F. O’Gorman, Henry Austin (Middletown: Wesleyan University Press, 2008), 18–20. 
26 Allaback, “Louisa Tuthill, Ithiel Town, and the Beginnings of Architectural History Writing in America”; Lydia 
H. Sigourney, “Residence of Ithiel Town, Esq.,” Ladies Companion 10 (January 1839): 123–26. 
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Walter had likewise come into contact with Ithiel Town (and his partner A. J. Davis) in 

the mid-1830s. His 1834-36 journal records several trips to New York to see their office and 

work (as well as that of Minard Lafever, James Dakin, and Isaiah Rogers), including hours spent 

“examining Mr. Town’s extensive library.”27 In addition to their similar bodies of accessible 

texts, it seems Walter was aware of Tuthill’s earlier 1831 Architecture. Part I. Ancient 

Architecture, which would serve as the basis for the first six chapters for her History of 

Architecture seventeen years later, as he paraphrases parts of it in his lectures without 

acknowledgement.28 

                                                
27 Walter’s 1834-36 Journal in TUW, Box 19, Folder 263. 
28 While there are citations to an 1830 version of Ancient Architecture (such as in Allaback’s list and in earlier 
biographical dictionaries), I can only find evidence of the anonymously published edition from a year later, which 
was intended as part of a series of volumes: Louisa C. Tuthill, Architecture. Part I. Ancient Architecture (New 
Haven: Hezekiah Howe, 1831). Compare their discussion of the carved cave at Elephanta. Tuthill (1831): 

Along the sides of the cavern are about fifty colossal statues, from twelve to fifteen feet high, 
having their heads ornamented with crowns, helmets and other decorations. Most of them are 
hideous looking creatures with shockingly unnatural countenances. Some of them have four 
hands, others six or eight. The face of the great three-headed bust, is five feet long, and the breadth 
across the shoulders is twenty feet. (32-33) 

Walter (1841): 
The sides of this subterraneous temple are decorated with about fifty colossal statues, from twelve 
to fifteen feet in height; some of which have four hands, and others six, holding sceptres, shields, 
symbols of justice and religion, warlike weapons, and trophies of peace: some have an expression 
of horror, while others exhibit an aspect of benignity. 
The largest and most extraordinary specimen of sculpture belonging to this cave is an immense 
bust, the face of which measures five feet, and the width across the shoulders twenty feet. (49) 

These similarities continue in their following descriptions of the caves at Salsette. Tuthill (1831):  
Thirty five octagonal (eight-sided) columns support the roof of this temple, which is not flat like 
Elephanta, but grandly arched. The bases and capitals of these columns are formed of tigers, 
elephants and horses finely carved, and represented crouching down, as if to support the 
incumbent weight. There are said to be not less than six hundred figures of idols within the 
excavations at Salsette. (34) 

Walter, 1841:  
The ceiling of this cave is supported by 35 pillars, of an octagonal form, about five feet in 
diameter;--their bases and capitals are composed of Elephants, Horses, and Tigers.--There are said 
to be not less than six hundred figures of idols within its precincts. (49-50) 

As I will note several times, Tuthill is not the only author Walter paraphrases without acknowledgement. 



172 

 

Figure 31. Ithiel Town’s New Haven Library, reprinted in Allaback, “Louisa 
Tuthill, Ithiel Town, and the Beginnings of Architectural History Writing in 

America,” in Hafertepe and O’Gorman, American Architects and their Books to 
1848 (2001). 

Progress in Taste and Science 

The narratives of Walter’s Lectures and Tuthill’s History were deeply shaped by a 

Protestant image of history in which architecture is part of progressive improvement guided by 

the providential hand of God. The year before publicly professing to be an architect, Walter had 

professed to be a Christian, baptized on July 12, 1829 in the Schuylkill River at the end of 

Spruce Street.29 Being a thoroughly devout Baptist, this public act was not what he believed to 

save him—as salvation only comes by faith in Christ as savior—but it was a declaration of 

belonging and commitment to a professing church body. Walter attend the Spruce Street Baptist 

Church in Philadelphia in the 1840s (as well as other sermons around the city), E Street Baptist 

                                                
29 See two-page biography of Walter in Cathcart, The Baptist Encyclopaedia, 1207–8. 
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Church in Washington, D.C. from 1851 to 1865 while serving as Architect of the Capitol, and 

then 2nd Baptist Church of Germantown and Memorial Baptist Church of Mt. Pleasant, both in 

the suburbs of Philadelphia, in the last decades of his life.30 Beginning at E Street church in 

Washington, D.C. in 1854 and continuing at 2nd Baptist of Germantown until 1872, Walter 

taught Sunday School classes for young adult men. Sunday School was one of the many means 

of institution-building that took shape in the first decades of the nineteenth-century, and it was a 

valuable tool in a Church’s arsenal for using knowledge to create moral and material order.31 

“The Sunday school,” Walter wrote, “is the church in action,” and it is in his extensive body of 

lessons, that we will find his theory of human being and history, a theory of how and why to 

act.32 

                                                
30 Walter’s diaries record attending these four churches regularly, but he mentions attending services at other 
churches such as 2nd Church Southwark and the Arch St. Church in Philadelphia and 13th street Baptist and Calvary 
Baptist Churches in Washington, D.C. Walter moved to Germantown after his time in Washington, D.C., an area 
that had begun to develop as one of Philadelphia’s first suburbs in the 1830s. He also refers to 2nd Baptist Church of 
German Town as Upsall Street Baptist Church (today spelled Upsal Street). See Diaries from 1837-1887 in TUW, 
Boxes 25-31. In Germantown and Mt. Pleasant, Walter also served as a deacon; see Cathcart, 1208.  
31 See Anne M. Boylan, Sunday School: The Formation of an American Institution, 1790-1880 (New Haven, 1988). 
Sunday School already had a well-established tradition Philadelphia when Walter began teaching. In 1791, 
Benjamin Rush and other in Philadelphia founded the “Sunday School Society;” Abzug, Cosmos Crumbling: 
American Reform and the Religious Imagination, 39. Tuthill’s attitude was similar, as she writes in The Young 
Lady’s Home (1839): “The Sunday school affords a pleasant field of usefulness. To meet, from Sabbath to Sabbath, 
a class whose young affections you have gained, and into whose minds you have poured the best of all knowledge, 
and to see their faces brighten with pleasure at your approach, is indeed a sweet satisfaction. But it is also a solemn 
responsibility. These are immortals, upon whose plastic minds you are leaving an impress for good or for evil;” 
Louisa C. Tuthill, The Young Lady’s Home (Lindsay & Blakiston, 1848), 322. This is a republication of Louisa C. 
Tuthill, The Young Lady’s Home (New Haven: S. Babcock, 1839). 
32 “The Secrets of a Sunday-School Teacher’s Success,” January 21, 1868, TUW, Box 21, Folder 307. 
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Figure 32. The Baptisterion on the Schuykill, from Morgan Edwards, Materials 
Towards a History of the American Baptists, 1770 

 

Figure 33. A Philadelphia Anabaptist Immersion during a Storm, Pavel 
Petrovich Svinin, 1811-1813, The Metropolitan Museum of Art, New York. 

Tuthill’s publications also speak to an extensive commitment to the institution of the 

church. In The Young Lady’s Home she wrote that a young Christian woman should maintain “ a 

strong and wholesome attachment to the church to which she belongs” and that teaching Sunday 
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School would afford her “a pleasant field of usefulness.”33 Tuthill was in New Haven during the 

evangelical pastor Timothy Dwight IV’s (1752-1817) presidency at Yale, under whom her 

husband Cornelius studied theology, and in her History of Architecture, she quotes from 

Dwight’s Travels in New England and New York (1821-22).34 She also likely attended the 

Litchfield Female Academy during the preacher Lyman Beecher’s (1775-1863) tenure at the 

Congregational Church of Litchfield. Beecher, a student of Dwight at Yale, was the father of the 

well-known writers Catherine Beecher and Harriet Beecher Stowe, who both attended Litchfield 

Female Academy, as well as the Congregationalist minister Henry Ward Beecher. Like Catherine 

and Harriet, Tuthill’s writing had a normative goal as it aimed to produce a well-rounded, 

refined, and pious class of American citizens. As Eldred and Moretensen put it, Tuthill’s work is 

about “linking taste to its commonsense philosophical underpinnings in ways that readers . . . 

would find not only appealing, not only persuasive, but life altering and life affirming.”35 

Progress and improvement understood as world historical concepts are shot throughout 

Tuthill’s and Walter’s thought. For example, Tuthill in History of Architecture, says she is 

discussing architecture “through all its progress from infancy to perfection.” Or, said even more 

directly, “art is progressive.”36 In The Young Lady’s Home she says it is from studying history 

that “we acquire a knowledge of the progress of the arts, science and literature of every age and 

country, from the first rude hut of a savage, to the glorious Parthenon.”37 The progress of 

previous ages is matched by the current century, Walter says in his fifth lecture: “human 

                                                
33 Tuthill, The Young Lady’s Home, 1848, 208, 322. 
34 Tuthill, History of Architecture, 270, 315, 322. 
35 Eldred and Moretensen, Imagining Rhetoric: Composing Women of the Early United States, 118. 
36 Tuthill, History of Architecture, 220, 19. 
37 Tuthill, The Young Lady’s Home, 1848, 48. 
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ingenuity is by no means on the wane.”38 Even in the wake of the destruction and trauma of the 

Civil War, Walter was likewise decidedly positive in his outlook for the country and for 

architecture; in almost all of his addresses as President of the AIA, a position he held from 1877-

1887, he begins by focusing on the progress of architecture. In his first address at the eleventh 

annual convention in 1877 in Boston he describes an “innate feeling of irresistible progress” that 

characterized architecture across the United States, and in an emphatically nationalist tone, says 

that “from the retrospect of the past it is evident that under all circumstances in war and in peace, 

in prosperity and in adversity, the progress of the American mind in the arts of civilization, is not 

only constant but cumulative."39 This “decided progress,” particularly observable in architecture, 

was for Walter and for Tuthill a function of the attunement of the nation and its people to divine 

prospects. 

Walter’s and Tuthill’s faith in the continual improvement of the human condition 

reflected a sentiment common to the nineteenth century; progress was one of the foremost 

watchwords of the western world’s historical self-understanding.40 Essentially synonymous with 

historical change (even if achieved through a series of cyclical rise and falls), progressive 

development was thought to be both good and inevitable. The development of the philosophy of 

historical progress was rooted in a project of reconceptualizing historical temporality as a 
                                                
38 Walter, Lectures on Architecture, 199. 
39 Address to the eleventh annual convention of the American Institute of Architects, TUW, Box 20, Folder 286. 
Having been a key member of the first attempts at forming the American Institution of Architects, Walter, roughly 
two decades after the first attempt had fizzled out, was again a key player in the formation of the American Institute 
of Architects. The revived professional body first met in 1857 at the office of Richard Morris Hunt, who had who 
worked in Walter’s office upon his return from the Êcole des Beaux-Arts in 1855 while Walter was serving as the 
fourth Architect of the Capitol (among his works being the expansive dome atop of the U.S. Capitol Building); 
Marcus Whiffen and Frederick Koeper, American Architecture: Volume 2, 1860-1976 (Cambridge, Mass.: MIT 
Press, 1983), xiii. 
40 On progress, See Robert A Nisbet, History of the Idea of Progress (New York, 1980); Reinhart Koselleck, 
Futures Past: On the Semantics of Historical Time (New York: Columbia University Press, 2004); Tom F. Peters, 
Building the Nineteenth Century (Cambridge, Mass.: MIT Press, 1996), 26ff; Sigfried Giedion, Mechanization 
Takes Command: A Contribution to Anonymous History (New York: Oxford University Press, 1948), 717.  
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condition in which one departed from the past and advanced towards something new, a 

worldview that characterized many of the thinkers of the French, German and Scottish 

Enlightenments. Humanity, as Anne-Robert-Jacques Turgot put the common sentiment in “On 

Universal History,” “alternating between calm and agitation, good and bad, marches constantly, 

though slowly, toward great perfection.”41 Turgot, along with other historians like Ranke, saw 

progress as a characteristic of history itself, independent of any particular human’s efforts or 

resistance.42 In one of the first statements of historical progressivism from the Scottish 

Enlightenment, David Hume, in “Of the Rise and Progress of the Arts and Sciences” (1742), 

tracked the progress of arts and sciences in relationship to the formation of the modern, 

republican state.43 From Whiggish nineteenth-century universal historians like Ranke to 

speculative philosophers like Hegel to revolutionaries like Marx, some conception of progress 

and its teleology of perfection was part and parcel to historical consciousness. 

Progress, for many of these thinkers, was bound up with technological advancement. By 

the mid-nineteenth century, the developing profession of engineering was saturated with the 

concept of progress—the advancement of industrial technology was seen as unquestionably good 

for human society. As Tom F. Peters puts it in Building the Nineteenth Century, “standardization, 

manufacture, and the belief in progress turned out to be closely linked phenomena.”44 Progress 

was undeniably bound up with the advancing power of calculation and mechanization, which 

                                                
41 Cited in Peters, Building the Nineteenth Century, 28. 
42 History itself was thought as a unified phenomenon; see Koselleck, Futures Past: On the Semantics of Historical 
Time, 33–36; White, Metahistory: The Historical Imagination in Nineteenth-Century Europe, 178–88. 
43 David Hume, “Of the Rise and Progress of the Arts and Sciences,” in Essays Moral, Political, and Literary, vol. 1 
(London: Longmans, Green, and Co., 1875), 174–96. 
44 Peters, Building the Nineteenth Century, 33. 
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increased production and efficiency.45 Technology, understood instrumentally, progresses 

through accelerating quantitative increase.46  

The United States was particularly ripe for this idea of technological progress, as the 

advancement of capitalist development and of culture into “unimproved” land in the West 

largely was treated as two sides of the same coin.47 Likewise, art and science were knit together 

by an underlying metaphysics of progress.48 In his 1877 AIA Address, Walter noted “we observe 

unmistakable evidence of progress in the arts of design, and in the sciences which relate to 

construction.”49 He reinforced this sentiment several years later in his 1881 address in 

Washington, D.C.:  

Progress is an irrevocable condition of our nature. Science never plumes itself 
upon its laurels, but is ever pressing on to new developments. The arts of 
civilization are never at a stand-still, but are continually using past successes as 
stepping stones to nobler achievements in the realm of beauty and usefulness. 

                                                
45 See in particular Theodore M. Porter, Trust in Numbers: The Pursuit of Objectivity in Science and Public Life 
(Princeton: Princeton University Press, 1995); Jennifer Karns Alexander, The Mantra of Efficiency (Baltimore: The 
Johns Hopkins University Press, 2008); Martin Heidegger, “The Question Concerning Technology,” in The 
Question Concerning Technology and Other Essays, trans. William Lovitt (New York: Harper Torchbooks, 1977), 
3–35. We could think here of the usage of the term in publications to describe engineering and architectural works, 
such as Elmes’s Metropolitan Improvements (1827). The development biological models of change, in particular 
Lamarckian and Darwinian evolution, would, in the second half of the nineteenth century link progress with the very 
nature of organic existence.  
46 Heidegger, “The Question Concerning Technology,” 21. 
47 Peters, Building the Nineteenth Century, 89–90. For example, the philosopher George Tucker (discussed at the 
start of chapter two) used census date from1790 to 1840 to show “on what solid basis rest the hopes of the Anglo-
Saxon race on this continent,” George Tucker, Progress of the United States in Population and Wealth in Fifty 
Years, as Exhibited by the Decennial Census (New York: Hunt’s Merchants’ Magazine, 1843), v. Using 
quantification to understand progress was compatible with moderate Calvinism; Yale president and preacher 
Timothy Dwight used statistics in Travels in New England and New York (1821-1823) and was a principle advocate 
of using a detailed census as a way of “visualizing the prospects of the nation” and helping “policy-makers to serve 
the public good”; Abzug, Cosmos Crumbling: American Reform and the Religious Imagination, 94. This sort of 
historical imagination culminates in the frontier thesis architecturally visible in the 1893 Chicago Columbian 
Exposition, where Turner first delivered his famous paper on the frontier thesis; see Alan Trachtenberg, The 
Incorporation of America: Culture and Society in the Gilded Age, 25 Anniversary Edition (New York: Hill and 
Wang, 2007). 
48 This will be a repeated them in Walter’s and Tuthill’s works as discussed in chapters 4 and 5. 
49 Walter, Eleventh Annual Address, TUW, Box 20, Folder 286.  
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Thus, we find architecture never ceasing to manifest the tendency of the human 
mind in all its works.50 

Walter found the unity of art and science, thematized more specifically over the last several 

chapters as a dialectic between taste and science, not in a negation of their difference or through 

treating one as contingent category or tool of the other, but rather in the way both are part of the 

first-order principle of progress. Likewise, in a chapter on the architect’s qualifications and 

character, Tuthill discusses a combination of technical skills in mathematics, drafting, projection, 

and mechanical philosophy with “improved and refined” taste.51 Science and art, when properly 

conceived, are part of divinely ordered progress and are in completely harmony with one 

another. 

The Theological Roots of Historical Order 

In New Orleans in 1819, the 64-year-old father of the American architectural profession 

Benjamin Henry Latrobe recalled an experience he had at 16, where a Lutheran minister almost 

convinced him that the greatest epistemic sin was not to have faith in the wrong doctrine, but to 

be indifferent to the matters of faith. Latrobe, already an “indifferentist” at that age, says he was 

almost convinced.52 But now, at 64 reflecting back over the pages of his most recent journal, he 

observed that “thus far it appears to me, that every reasonable and benevolent man must be an 

Indifferentist, as to believe that sincerity is of more importance in religion, than a perfect 

knowledge of polemics.”53 The sincere option was to withhold belief. 

                                                
50 Cited in Jhennifer A. Amundson, “Thomas Ustick Walter’s ‘Lectures on Architecture’” (Ph.D., University of 
Delaware, 2001), 82–83, 334–35. Amundson is citing from George Champlin Mason, Architects and Their 
Environment, 1850-1907 (Ardmore: Rubblestone, 1907), 69. 
51 Tuthill, History of Architecture, 219–27. 
52 Benjamin Henry Latrobe, The Journals of Benjamin Henry Latrobe, 1799-1820: From Philadelphia to New 
Orleans, ed. Edward C. Carter II, John C. Van Horne, and Lee W. Formwalt, vol. 3 (New Haven: Yale University 
Press, 1980), 225–30. 
53 Latrobe, 3:226. 
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What I want to show in the next three chapters is the degree to which a very different 

version of epistemic commitment, embodied by Walter and Tuthill, that I will follow Benjamin 

T. Lynerd in calling Republican Theology exerted influence at a formative moment for the 

modern architectural profession.54 Contrary to the story of the Enlightenment and the nineteenth 

century as secularizing moments for architecture, I want to show how religion remained 

embedded in the construction of the discipline and the profession. Republican Theology, in short, 

is an epistemic paradigm formed out of a mix of moderate Calvinist theology, Scottish 

Enlightenment philosophy, and Republican ideals that attempts to reconcile the concept of 

limited government based on a social contract with Christian moral imperatives. The extensive 

influence of Republican Theology on the architectural profession, I will argue, is precisely 

through the conception of architecture as a practice with world historical foundations and 

responsibilities. On this view, built form is never merely a matter of practical purpose nor of 

arbitrary taste. Republican Theology (crossed with some threads from British Romanticism) 

elevated the American conception of architecture’s aesthetic function to one of national and 

global import.55  

A fundamental question provoked by Republican Theology for emerging professions that 

operated on the material world was of the relation of divine providence to the progress and 

improvement of the material world. Is the order of God mysterious and unknowable or is it 

visible in the measured progress of individual efforts in advancing technology and gains in the 

market?56 The answer to this question determined the ethics of Christian worldly activity: is 

                                                
54 Lynerd, Republican Theology: The Civil Religion of American Evangelicals. 
55 “The Commonsense Romanticism of Louisa Caroline Tuthill” in Eldred and Moretensen, Imagining Rhetoric: 
Composing Women of the Early United States, 113–44. 
56 Johnson, The Early American Republic, 1789-1829, 118–19. 
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financial, aesthetic, and material improvement a virtuous remaking of the world in the image of 

God or is it an undesirable descent into carnal, fleshly materialism? Is the hard work of 

Jefferson’s rural yeoman or the ingenuity of the urban scientific mechanic the embodiment of 

Christian sanctification or is it the sullying of higher spiritual pursuits with the practical?57 

The former answers to these questions—that material success, hard work, and personal 

responsibility were virtuous—took precedence in shaping the identity of the mechanic, the 

northern middle class, and Whig politicians. The narrative of personal improvement was bound 

up with this improvement of the environment. It was, according to Tocqueville, the almost 

paradoxical ability to hold together this “spirit of religion” with the political and economic “spirit 

of freedom” that made America’s politics unique.58 Theism, in this view, was compatible with 

individualism and perhaps even amenable to Benjamin Franklin’s “cosmopolitan quasi-deism 

and capitalist moralism.”59 But the other answer to these questions—emphasizing a 

dissatisfaction with and distaste for the fallen world—tempered the optimism of material 

progress. Christian theism with its omnipotent, omnipresent, and involved God suspended 

humanity in a world ultimately dependent upon divine grace. Good works are never enough to 

sanctify human depravity; the relative perfectibility of human life on earth always falls short of 

divine perfection. Progress was tempered by the worry that worldly progress always falls short of 

the divine and even had the potential for cycles of regression caused by human depravity. It is 

                                                
57 This is the dilemma wrestled with in Max Weber, The Protestant Ethic and the Spirit of Capitalism, trans. Talcott 
Parsons (London: Routledge, 1992). We should also note a tension between the idea of progress in the form of the 
rural, frontier yeoman and in the form of the scientific, technologically-progressing mechanic. 
58 Alexis de Tocqueville, Democracy in America (New York: Library of America, 2004), 48. As Joyce Appleby 
points writes, “materialism and morality fused as easily as scientific inquiry and political freedom merged to form 
that web of associated notions which has become known as American liberalism;” Joyce Oldham Appleby, 
Liberalism and Republicanism in the Historical Imagination (Cambridge, Mass.: Harvard University Press, 1992), 
5. 
59 Sellers, The Market Revolution: Jacksonian America, 1815-1846, 30; Watson, Liberty and Power: The Politics of 
Jacksonian America, 56. 
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the dialectic between these two answers that underlies an unresolved tension between relative 

and absolute perfection. 

I concluded Part I by positioning architectural history as a third mode of theorizing 

architecture situated between theory of the design and a theory of the character of the person that 

designs. I connected these terms with science and taste, respectively, as the former begins with 

material objects, the latter with thinking and feeling subjects. Here in Part II, I will show how a 

Protestant image of history positions itself in this gap by taking epistemic responsibility for the 

design and designer. In particular, it is an image of history that gives a metaphysical absolute—

God—specific architectural sense through the idea of progress. On this view, all types of 

knowledge progress and improve through divinely guided history. For architecture this means 

that, rather than science or taste, the highest order of understanding is historical. That the 

structure of modern professionalism has roots in medieval theological professorship has already 

been discussed in chapter one, but here I will focus on how the formation of the structure of the 

architectural profession requires a peculiar and robust sort of faith. It is a faith that, when applied 

to architecture, believes the discipline’s past, a past in which the modern profession proleptically 

appears, can guide present practice and future hope. 

Walter and Tuthill’s Protestant mode of making sense of architecture has affinity with the 

well-known narrative of G. W. F. Hegel in his Lectures on the Fine Arts, honed in the decades 

prior to Walter’s and Tuthill’s articulations.60 For all three, the character of beginnings (and 

origins) and ends are fundamental to the structure of the middle of the narrative, and for all three 

                                                
60 As far as I have gathered, Tuthill and Walter had no awareness of Hegel, although they were certainly aware of 
German art historians such as Johann Joachim Winckelmann. Walter cites Winckelmann in a passage eliminated 
from his second lecture; Walter, Lecture Two, TUW, Box 19, Folder 278, p. 15; Walter, Lectures on Architecture, 
75. 
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architecture serves a fundamental role at the very beginning of culture. But, while Walter’s and 

Tuthill’s histories mirror Hegel’s progressive narrative in several ways (a product of shared 

influences rather than any direct awareness of Hegel on their part), there is a key difference in 

their images of history. For Hegel, and for Johann Joachim Winckelmann and Alois Hirt whom 

Hegel follows, architecture as a fine art is a thing of the past—it is a mode of self-interpretation 

that human thought has moved beyond through other arts, religion, and, ultimately, philosophy.61 

Architecture is a form of creation that launched a long arc of humanity coming to awareness of 

itself, the completed condition of which Hegel calls “absolute knowing.” For Walter and Tuthill, 

in contrast, architecture is and will remain a part of the progression of human self-identity 

because their conceptualization of the end, and the path to it, is not one structured by self-

understanding but by an enduring ontological difference between human finitude and divine 

perfection. As the quotes with which this chapter begins illustrate, it is in the gap between earthly 

finitude and future immortality that Tuthill and Walter position architecture as a tool for 

continual progress and improvement at personal, national, and world-historical levels. 

Two ontological conditions of Walter and Tuthill’s Protestant image of history that 

structure their progressive Protestant narrative will be of importance over the next three chapters. 

The first is a metaphysical dualism of material body and immaterial soul, one formulated through 

Protestant theology and Scottish Enlightenment philosophy. A dualism within architecture 

between being a useful art and a fine art mirrors this dualism of body and soul. While 
                                                
61 Martin Heidegger helpfully characterized Hegel’s metaphysics as a version of what he called ontotheological 
metaphysics. The term ontotheology is meant to capture philosophies that conflating the question of ontology (what 
does it mean to be?) with the question of theology (what is the greatest being?). In particular, ontotheology results 
from answering ontological questions with theological answers. Hegel answers the question of existence by positing 
the ultimate form of existence in which history will eventually end. Thus, historical imagination that treats history as 
the absolute tends to commit to this form of metaphysics. It tends to characterize what something is by saying what 
it is progressing towards or where it ultimately came from. See Martin Heidegger, Identity and Difference, trans. 
Joan Stambaugh (Chicago: University of Chicago Press, 2002). 
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architecture is both a useful and fine art for Walter and Tuthill, it is the extension beyond mere 

animal necessities of the body into the field of individual and collective self-representation that 

makes architecture a necessary, higher pursuit. That is, while they understand architecture as 

requiring both scientific knowledge of construction and knowledgeably refined taste, it 

ultimately is in the pursuit of taste that they locate architecture’s higher power. It is a dualism 

with a weighted pole. 

The second aspect is the fundamental place of ruptures within the narrative of progress. 

At the risk of being overly didactic, let me describe this ontological condition through a roadmap 

for Part II. The present chapter will use an account of the rupture of creation and the spiritual fall 

of humanity to enter into an account of Walter’s as well as Tuthill’s Republican Theology and its 

structural import for their historical accounts of architecture. In their view, humans are a unique 

kind of creation in that they also can create, but they are also a uniquely damaged typed of 

creation. We will show the rupture of the fall establishes a metaphysical dualism that positions 

taste as a primary concern of architectural production and consumption in the Early American 

Republic, a concern that arises from imagining humanity as able to improve its own 

imperfection. A second rupture, the starting point of chapter five, is the global flood described in 

the Biblical book of Genesis, an event that Walter and Tuthill use as a starting point for 

racializing and nationalizing architectural style. Tracing their narratives from Babylon through 

Egypt to Israel, we will see how they imagine the United States as a New Israel, a player in the 

divine cosmic drama. In the final chapter of part II, we will look at how Walter and Tuthill, 

along with others, positioned the United States as the new Greece through a form of architectural 

perfectionism that brings the national role of architecture to the front by constructing an account 

of the superiority of refined, Republican whiteness. In this final chapter, the tension of historical 
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progress and regress (embodied in Greece and Rome) will be shown to be a primary aesthetic, 

political, and cultural concern for the United States in the early nineteenth century. By a focus on 

the theological underpinnings of the associationist theory of architecture that guide common 

assumptions about architecture’s nationalistic function in the Early American Republic, we will 

explore how professional architects envisioned themselves as capable of taking up and 

modifying existing architectural styles.  

To repeat, the goal of Part II is to give an account of a Protestant image of architectural 

history developed in the Early American Republic, using the work of Walter and Tuthill as 

archetypal examples. A Protestant image of architectural history will ultimately be shown as a 

mode of thought focused on how architects and the consumers/readers of architecture should 

take up a deliberate relation to the past and have hope in a perfectible future. This image of 

history, I will argue, matters deeply because of its coincident development with the modern 

architectural profession in the United States, and the multitude of ways it remains implicitly 

inscribed in the architectural discipline in the twentieth and twenty-first centuries (a point to 

which the conclusion will return at length).  

2. Architecture at the Origins of a Cosmic Drama 

“History proclaims the power, the wisdom, and the justice of the Almighty, and proves 

that He who created still controls this world as its Sovereign Lord,” Tuthill wrote.62 The history 

of architecture, for Walter and Tuthill, was part of an unfolding cosmic drama initiated and 

directed by an omnipotent God.63 Studying history was a way to get a glimpse at the structure of 

                                                
62 Tuthill, The Young Lady’s Home, 1848, 49. 
63 Abzug, Cosmos Crumbling: American Reform and the Religious Imagination; Jonathan D. Sassi, A Republic of 
Righteousness: The Public Christianity of the Post-Revolutionary New England Clergy (Oxford: Oxford University 
Press, 2001), 4. 
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this drama and to understand how the individual Christian was to engage in a project of 

improving and sanctifying not only themselves but also the nation and world. History revealed a 

process of collective salvation that weaves together personal improvement and global historical 

progress. It framed the American experiment from colonization to westward expansion as part of 

a divine plot, one in which, for many in Tuthill’s and Walter’s protestant intellectual orbits, the 

United States was the chosen forefront, the new spiritual Israel. 

The human grasp of this cosmic drama was always incomplete. The ways of accessing it 

were partial. For Walter and Tuthill, two sorts of textual records of the past were available: the 

sacred, infallible documentation of the Bible and the profane works of uninspired historians and 

archaeologists.64 In idealized conditions, knowledge of these divinely inspired and materially 

discovered truths entirely cohered. As Walter said, “sound science, and the word of God go hand 

in hand, and will ever be found to agree.”65 But scientific study carried out by finite humans 

would always suffer from incompleteness, and errors and disagreements would naturally be the 

result. Even knowledge of sacred truth was fraught with imperfection, as biblical interpretation 

                                                
64 TUW, Box 6, Folder 93, “The connexion between the Old and New Testament,” Malachi 3 and 4, January 22, 
1860. In this lesson, Walter crosses out “profane” and writes “uninspired history.” 
65 TUW, Box 22, Folder 342, “The Creation,” Genesis 1:20-31, June 23, 1972. See also Box 23, Folder 407, “The 
Creation,” Genesis 1:1-19, November 18, 1856, where Walter says “Scientific discovery may change our views as to 
the meaning of certain passages of the Bible, but it must be constantly kept in mind [that] the Bible was intended as 
a guide to eternal life, for all time, and not as a text book in natural science,—it was written by inspiration of God; 
and had the sciences been treated in its sacred pages, it would have anticipated scientific discovery, and deprived 
man of one of his noblest pursuits—the study of the globe on which he dwells, and its physical relation to the 
universe.” In his first architectural history lecture, Walter calls Moses “the sacred historian;” Walter, Lectures on 
Architecture, 35. The Bible is understood as a literal, historical account. For example, from the creation of Adam 
and Eve to the birth of Christ, Walter and Tuthill both calculate that 4004 years passed, although Walter allows for 
extensive time between the beginning of time and the creation of Adam); TUW, Box 21, Folder 302, “The 
Antediluvians,” Genesis 4 & 5:1-8, June 23, 1867; Tuthill, The Young Lady’s Home, 1848, 51–52. Archaeologist 
referenced in Walter’s architectural lectures also showed up in his Sunday School lessons. For example, Walter uses 
the Bible and recent archaeological scholarship to reconstruct accounts of Nineveh and Babylon; TUW, Box 21, 
Folder 311, “Nineveh,” April 12, 1868. Likewise, a lesson on the Dead Sea and the Jordan River combines a reading 
of the Bible with the work of Humbolt and Stevens; TUW, Box 21, Folder 308, “The River Jordan and the Dead 
Sea,” February 23, 1868. 
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was also a human act. However, Walter and Tuthill believed in the improvement of coherence: 

“sacred history is . . .  constantly being verified by the discoveries of modern travellers, and 

Prophecy is confirmed.”66 The development of unity between profane and sacred knowledge was 

a fundamental characteristic of progress.  

Let us turn our attention first to a particularly vexed moment in these two modes of 

documentation, the moment where Walter and Tuthill begin their architectural histories: the 

origin. I use origin deliberately here. Following Edward Said, I intend the term origin to capture 

a sort of passivity while beginning will be used to describe an activity.67 Architecture’s origin is 

in God, its beginning in the human response to necessity. The origin establishes the possibility 

for beginnings. In this moment, we can see not only an epistemic tension between two modes in 

which God reveals truth—between the book of nature and the book of Scripture—but further an 

ontological rupture between the material and spiritual worlds, a scission that affects humans and 

their architecture and that the narrative of progress was structured around reuniting. 

The Fall, Lost Unity, and Architectural Dualism 

There must be a beginning to architectural activity in a Protestant image of architectural 

history, for, as Walter writes in a discussion of Genesis 1:1, “time had a beginning;—‘In the 

beginning GOD created the heaven and the earth’ and geology authenticates this fact."68 

Confirmed by both sacred and uninspired knowledge this beginning was one in which humans 

                                                
66 Tuthill, History of Architecture, 26. 
67 Edward W. Said, Beginnings: Intention and Method (New York: Columbia University Press, 1975), 5–6, 280. 
68 TUW, Box 23, Folder 436, “The Creation,” Genesis 1:1-19, November 29, 1957. In Walter’s account of creation, 
natural laws and the elements of nature are created at the same time. God was not governed by laws when he created 
natural elements. Thus, the work of creation is not a miracle in the sense of deviation from the laws of nature; it was 
the creation of the laws of nature themselves. This has two consequences: first, reasoning about the sensibility of the 
order of creation through the laws that now exist makes no sense, and, second, evolutionary explanations of creation 
can never be compatible with the biblical narrative. 
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were positioned as a perfect link between the natural and spiritual. In the creation and insertion 

of humans into the prelapsarian state of the Garden of Eden, humanity was harmonized with God 

and with nature. Walter and Tuthill both appeal to Milton’s description of these origins: “it was a 

place / Chos’n by the sovran planter, when he fram’d / All things to mans delightful use.”69 

Shelter of some sort would certainly have been used but this shelter was not set against the 

ravages of nature. “The air was so mild, and the climate so delightful, that they probably needed 

very little shelter except what the thick foliage of the trees afforded.”70 Prelapsarian placemaking 

was not born of necessity, nor was it set in contrast to nature. 

 

Figure 34. Adam naming the animals from Tuthill’s My Little Geography (1847) 

                                                
69 John Milton, Paradise Lost, ed. Barbara K. Lewalski (Malden: Wiley-Blackwell, 2007), 126, ln. 690. See 
reference to this specific section in Tuthill, History of Architecture, 18; Tuthill, Architecture. Part I. Ancient 
Architecture, 4. Walter often cites Milton, being one of the one works of fiction he approved; see Walter, Lectures 
on Architecture, 195–96. On his invocation of Milton in the discussion of the story of creation and the fall, see 
TUW, Box 21, folder 300, “The Fall,” Gen. 2:8, 9, 15-17; 3:1-6, January 29, 1965 and Box 22, Folder 360, “Effects 
of the Fall,” December 17, 1854. 
70 Tuthill, Architecture. Part I. Ancient Architecture, 3. This description of the environment of paradise was echoed 
in Walter’s appraisal of the “the mildness of [Grecian] climate, and the purity of its atmosphere” as being what 
enabled the advance of literature and the arts at a rapid pace. This description was lifted from an unacknowledged 
source, in this case C. R. Cockerell’s description of the Elgin Marbles; Cockerell wrote “In Greece, the mildness of 
the climate, and purity of the atmosphere rendered works of finished execution much more secure from 
degradation;” see C. R. Cockerell, “On the Aegina Marbles,” The Journal of Science and the Arts 6 (1819): 341. 
Passages from this text, including the one aped by Walter, also appear in Sir Walter Scott, “Appendix III: Reports, 
&c. on the Different Branches of Public Economy: The Fine Arts,” The Edinburgh Annual Register 12 (1819 1823): 
252–58. 
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The activity of creating architecture, for Walter and Tuthill, was an expression of the 

divine origins of the human condition. Tuthill began her 1830 Ancient Architecture, saying 

“Architecture is the art of building. We say of the Almighty Creator, that he is the great 

Architect of the Universe.”71 Walter continued this line of thought. In building this universe, he 

said in a Sunday School lesson, God used his “creative powers” to make the earth “a fit residence 

for man.”72 The creation of humanity, then, within this fit residence was a uniquely recursive 

activity in which God realized a being in his own image and likeness—a kind of being that 

would take up residence in the world in ways that mirrored God’s activity of creating it, as a 

creation that creates.73  

However, it took the loss of the perfection of the divinely created Garden of Eden for 

humans to come into their own as architects. The beginning of architecture took place in the 

wake of an original loss that created necessity itself, in the aftermath of a fall from the perfect 

state of the Biblical Garden of Eden. In the primeval, uncompromised conditions of the Garden, 

humans and nature knew no enmity. It was with the fall of man—with the introduction of deceit 

and sin into the world—that architecture arose from a rupture of the relationship between 

humans and nature. Milton, as Edward Said describes, characterizes the postlapsarian beginnings 

                                                
71 Tuthill, Architecture. Part I. Ancient Architecture, 1. 
72 TUW, Box 22, Folder 341, “The Creation,” June 16,1872; also see Box 22, Folder 342, “The Creation,” 
June 23,1872; Box 23, Folder 407, “The Creation,” November 30, 1856; and Box 23, Folder 436, “The Creation,” 
November 29, 1957. Walter repeated lectures, but usually rewrote and improved them each time. The usage of “re-
modeling” is important, as Walter elsewhere articulates a cyclical theory of time in which matter and even other 
worlds existed before the days of creation described in Genesis. For example, in Folder 341, he writes of Genesis 
1:16 where God “Made two great lights,” that “The word made in this connection, doesn’t mean created, as some 
suppose; it indicates the disposition and adjustment to a special purpose, of things previously existing. . . . The 
making relates to their office, and not to existence.” Also, he writes in the 1857 version of this lecture, Folder 436, 
that “the beginning of matter was anterior to the six days work of creation” and further that the study of geology and 
the fossil records afford “evidence that our globe was inhabited by living creatures, overturned and re-inhabited at 
least 5 times before it became the residence of man.” The “In the beginning” of Genesis 1:1 is not the beginning of 
matter but rather of the commencement of Adamic creation and the formation of the current atmosphere. 
73 Walter says he holds the interpretation that image here refers to substance and likeness to accidents; TUW, Box 
22, Folder 342, “The Creation.” 
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of language in much the same way: “Human discourse, like Paradise Lost, lives with the 

memory of origins long since violently cut off from it: having begun, discourse can never 

recover its origins in the unity and unspoken Word of God’s Being.”74 Expelled from the 

harmony of the spiritual and natural in the Garden and Eden, humanity was forced “to build the 

first habitation” that protected against the elements.75 Architecture originated in the curse of pain 

and labor, in the need for protection from a world that no longer met all humanity’s needs 

without resistance. 

The built environment of animals was often used as a point of comparison. The beaver’s 

constructions (and even their Republican form of collective governance) were common examples 

for architecture that humanity was only able to surpass with sustained improvement.76 As quoted 

at the beginning of this chapter, Walter wrote that: 

                                                
74 Said, Beginnings, 280. 
75 Tuthill, History of Architecture, 18. 
76 See for example Amos Dean, The Philosophy of Human Life. Being an Investigation of the Great Elements of Life 
... Together with Reflections Adapted to the Physical, Political, Popular, Moral and Religious Natures of Man 
(Boston: Marsh, Copen, Lyon & Webb, 1839), 16. An earlier example is Guillaume Thomas Raynal, A 
Philosophical and Political History of the Settlements and Trade of the Europeans in the East and West Indies, 
trans. J. Justamond, vol. 4 (London: T. Cadell, 1776), 55–62. While critiquing the degeneracy of the indigenous 
people of the Americas Raynal’s Histoire philosophique et politique des établissemens et du commerce des 
Européens dans les deux Indes (originally published 1770) described the beaver, in the midst of a discussion of the 
fur trade in French Canada, in a strikingly positive manner. Looking in detail at the beaver’s construction of 
architecture, towns, and infrastructure such as dams and storehouses, Raynal (with his co-authors) concludes “this 
republican, industrious, intelligent people, skilled in architecture, provident and systematical in its plans of police 
and society, is the beaver, whose gentle and exemplary manners we have been describing” (60). They suggest that at 
the time of European’s arrival in North America, the beaver was actually further advanced “in the arts of social life” 
than the “savages.” The North American beaver (in contrast to their less developed European relatives) had actually 
seen the “improvement of his faculties” and was “acquainted with civil and domestic government . . . with some 
rules of architecture, and with the curious and learned art of constructing dikes.” The species ultimately fell behind 
humans in the march of progress because they had their teeth as their primary tools, rather than the more flexible 
human hands. One could see here, in relation to Raynal’s racism, why one might aim to identify the conjectural 
roots of architecture in the United States with animals rather than with the indigenous people. John Ruskin, under a 
pen name, uses a comparison to beavers (and bees and several other animals) in an article published by Loudon; 
Kata Phusin, “The Poetry of Architecture. No. 3. The Villa. I. The Italian Villa. (Concluded.),” The Architectural 
Magazine 5, no. 54 (August 1838): 337–44. Ruskin writes: “Exactly as much as brute animals can do, by mere 
instinct; nothing more than bees and beavers, moles and magpies, ants and earwigs, do every day of their lives, 
without the slightest effort of reason ; we have made ourselves superior as architects to the most degraded animation 
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Man is distinguished from the brute creation by his progressive faculties;—the 
Beaver builds his dam, and the bird his nest far better than we could do it; but 
they build as they did in Eden, while the course of man is onward—always 
unsatisfied with past attainments—always pressing on to higher, and still higher 
achievements in human knowledge.77  

Tuthill echoed the point, quoting a Dr. Johnson to the fact that “the beaver of the present day can 

build no better than could the beaver, four thousand years ago.”78 The progressive development 

                                                                                                                                                       
of  the universe, only insomuch as we have lavished the highest efforts of intellect, to do what they have done with 
the most limited sensations that can constitute life” (337-338). 
77 TUW, Box 23, Folder 407, “The Creation.” This description is very similar to the one Walter used in his lectures, 
Walter, Lectures on Architecture, 34–35. Elmes, similarly, said that “man, only, as a species improves or 
degenerates;” Elmes, Lectures on Architecture, 15. Tuthill similarly wrote that we call birds “ingenious little 
architects,” Tuthill, Architecture. Part I. Ancient Architecture, 1. Witherspoon, who is discussed below in section 2 
below (page 136) expresses a certain skepticism about the clarity of this claim: “When we say the birds build their 
nests by instinct, and man builds his habitation by reflection, experience or instruction, we understand the thing well 
enough, but if we attempt to give a logical definition of either the one or the other, it will immediately be assaulted 
by a thousand arguments,” John Witherspoon, Lectures on Moral Philosophy (Princeton: Princeton University Press, 
1912), 8. 
78 Tuthill, History of Architecture, 19–20. From what I can tell, Tuthill is getting this quote from a lecture by the 
famous Catholic preacher Orestes Brownson, who in a March 23, 1847 lecture at the Mormon Tabernacle in New 
York City said “Dr. Johnson says, that the beaver of today builds his house as well as did the beaver of four 
thousand years ago”; Orestes Brownsen, “Professor Brownson’s Lecture on the Revolutionary Spirit of the Age,” 
The Latter-Day Saints’ Millennial Star 9, no. 8 (April 15, 1847): 115–18. (The article is reprinted from the New 
York newspaper The Herald for Europe). The quote, however, comes in the midst of Orestes’s lecture (as 
summarized by a reporter) rejecting the doctrine of the age: progress. After railing against the accumulation of 
industrial capital in the hands of a few, he turns to architecture: “if you go into the arts, you do not see any evidence 
of the progress you speak of. The latest built of the pyramids is the most perfect a s a work of art and in architecture; 
this millenium (sic) of which you speak, may be a miracle of modern architecture, but not a cathedral of the middle 
ages” (118). In fact, more specifically, the quote about beavers comes in the midst of a discussion of those that 
wrongfully believe that not only humans progress, but, contra Dr. Johnson, that animals, nature, and the universe 
itself also progress. According to Brownson in this lecture, the grand historical narrative is not progressive, even if 
we see progress in shorter time frames. However, 13 years before this lecture Brownson uses a similar analogy, 
although this time not attributed to Dr. Johnson, in a July 4, 1834 lecture in order to advance the belief in humanity’s 
unique ability for progress: “one law of our nature, one which distinguishes us from the brute, is Improvement. The 
beaver of today builds not his house with more skill, makes it not more convenient than did the beaver of four 
thousand years ago. He has not surpassed the first of his race. He knows no progress. But man has outstripped his 
ancestors,” Orestes Brown, An Address Delivered at Dedham on the Fifty-Eighth Anniversary of American 
Independence: July 4, 1834 (Dedham, MA: H. Mann, 1834), 12. And five years before that, he used the comparison 
to affirm the same thing: “man is . . . a progressive being. The brute creation may have knowledge; the beaver may 
elicit skill and foresight in the erection of its house and the provision of food; but the beaver of today is probably no 
wiser nor more provident than the beaver of four thousand years ago. Not so with man. One generation improves 
upon the other. The infant not only arrives to the wisdom of manhood, but man himself can add to his own 
acquisitions the stock accumulated by his predecessor, and transmit it to posterity to be enlarged by those who 
succeed him”; Orestes Augustus Brownson, The Early Works of Orestes A. Brownson: The Universalist Years, 
1826-29, vol. 1 (Milwaukee: Marquette University Press, 2000), 205. Then again, in a series of 1843 articles in the 
Democratic Review on “The Philosophy of History,” Brownson argues for a “providential view” of the philosophy 
of history that affirms the totalizing view of progress he rejected in the 1847 lecture, arguing that nature, like 
 



192 

of architecture through history was understood as a result of the image of the divine creator 

reflected in humanity. It was visible in humanity’s ability to use intellect to modify the 

construction of dwellings to fit various climates, to resist a variety of different natural conditions 

and thus to not be subject to nature’s authority in question of where one could or could not dwell. 

Unlike the understanding of improvement as directed at returning to Eden which 

characterizes the eighteenth-century British usage of the concept, for Walter and Tuthill the fall 

marks a severing from that idealized condition.79 Progress was not seen as a return to 

prelapsarian Eden where dwelling was provided by nature, but rather as resistance to the 

postlapsarian condition. Worldly progress was not a recovery of a condition of nature and spirit, 

but rather an uplifting of the spirit over nature’s limitations. Like God’s work in making the 

world a fit residence for humans, humanity’s progress was likewise tied to work. Resistance to 

the ontological consequences of imperfect finitude is a virtue. As Max Weber describes the last 

lines of Paradise Lost, one of the only fictional works Walter appreciated and that Tuthill 

likewise cited in the beginning of her History, one feels a “powerful expression of the Puritan’s 

serious attention to this world, his acceptance of his life in the world as a task.”80 

Humanity, for Walter and Tuthill, was a creation that creates, creation capable of 

continually improving the world. However, they do not simply imagine architecture as an 

                                                                                                                                                       
humanity is progressive. He again appeals to the example of the beaver: “The same progress may be traced in the 
animal races. It is not true to say that the beaver of to-day is no wiser than the beaver of four thousand years ago”; 
Orestes A. Brownson, The Works of Orestes A. Brownson, vol. 4 (Detroit: H.F. Brownson, 1900), 415. Brownson, in 
fact, throughout his life held just about every Christian view one could in the Early American Republic, migrating 
through Presbyterianism, Universalism, Congregationalism, Unitarianism, Transcendentalist philosophy, and, 
finally, to Catholicism; see Richard M. Reinsch II’s “Introduction” in Orestes Augustus Brownson, Seeking the 
Truth: An Orestes Brown Anthology (Washington, DC: Catholic University of America Press, 2016), 1–35. The best 
I conclude from this extended detour is that one’s opinion of beavers is related to one’s view on whether history is 
progressive or not. 
79 See Part I of Richard Harry Drayton, Nature’s Government: Science, Imperial Britain, and the “Improvement” of 
the World (New Haven: Yale University Press, 2000). 
80 Weber, The Protestant Ethic and the Spirit of Capitalism, 47. 
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activity set only in tension with nature. Nature, the human body and the earth on which it dwells, 

are the work of divine creation, and thus architecture is done in the image of this creation. As 

Tuthill wrote, “God made this world ‘very good,’ and very beautiful,” and humanity was created 

in the divine’s own image, giving “man the sense of the beautiful, and the power to create it.”81 It 

is, as Walter writes, the “ray of immortality” struck through the human body that unites material 

action and “the heaven-born power of thought” that allows humans to turn back on the natural 

world and transform it, making it into a place that they can dwell, and it is this very worldly 

activity of re-modeling that is the expression of humanity’s divine nature.82 Their dualism is a 

dialectic. 

Walter’s and Tuthill’s metaphysics of a body-soul dualism transferred into their history 

of architecture. Walter in the first paragraphs of his Lectures said:  

Architecture possesses a twofold character. –As far as it relates to our physical 
comforts it is simply a useful art; –in this relation it is usually so designated; but 
in its adornments it is, in an eminent degree, an imaginative art; –In this relation it 
is called a fine art.83 

Tuthill likewise began her history by saying that “Architecture is both an essential, and an 

ornamental art.”84 Walter and Tuthill articulated this division of architecture into physical 

comfort and intellectual pleasure in a variety of ways: useful or mechanical art versus fine art, 

“first wants” versus gracefulness and beauty, strength and convenience versus “beauty of 

design,” comfort versus “regard for effects.” 

                                                
81 Louisa C. Tuthill, Reality, or, the Millionaire’s Daughter (New York: C. Scribner, 1856), 178. 
82 Walter, Lectures on Architecture, 35. Walter borrowed this phrase from Lord Byron’s description of Apollo 
Belvidere in Childe Harold’s Pilgrimage, Canto IV, stanza CLXII. 
83 Walter, 33–34. 
84 Tuthill, History of Architecture, 2. 
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Further, the character of professional architecture as a mediating institution was 

fundamentally linked to the dualism of architecture’s medium. Walter, in his 1834 journal, 

lamented the state of architecture in the United States: “oh when shall the exalted, and soul 

inspiring science of architecture, be freed from quackery, and the baneful influence of 

mechanics?"85 Architecture is for the soul; architecting is a practice that requires expertise in 

how architecture can transform that soul’s inclinations. Its production and consumption require 

an understanding of associations and memory, of how one can and should regard the past. The 

protagonist in one of Tuthill’s late works of fiction Reality; or, the Millionaire’s Daughter 

(1856), George Raymond, chooses the pursuit of architecture over the mere mechanical trade of 

builder or house-carpenter, and thus “he is,” as another character remarks, “a man of taste and 

genius; an architect, and a perfect gentleman.”86 

But while the mechanic’s activity remains an issue of body, this was not of lesser value. 

As Walter reminded his Sunday School class, Jesus was a carpenter: “Jesus honors a mechanical 

occupation. It is a most honorable calling;—it is far, very far from being dishonorable to be a 

mechanic; the Lord of life and glory set the example.”87 It is this dynamic of, on the one hand, 

the elevation of theory of a craft above the mere carrying out of that craft and, on the other, the 

nobleness and necessity of manual labor for human finitude that remained at the heart of 

architecture’s constant yet never complete strive for perfection. The body-soul division was thus 

mapped onto the architect-mechanic division—both are necessary, but one is given a higher 

standing. This idea was reflected in an anecdote clipped from a newspaper and pasted inside one 

of Walter’s sketchbooks: 

                                                
85 TUW, Box 19, Folder 263, Journal 1834-36.  
86 Tuthill, Reality, or, the Millionaire’s Daughter, 268. 
87 TUW, Box 20, Folder 298, “Christ Among the Doctors,” Luke 2:39-52, June 19, 1864. 
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The later Mr. Alexander, architect of Rochester bridge and other buildings in 
Kent, was once under cross-examination, in a special jury case at Maidstone, by 
Sergeant, afterwards Baron Garrow, who wished to detract from the weight of his 
testimony. After asking him what was his name, the sergeant proceeded:  
‘You are a builder; I believe?'  
‘No, sir, I am not a builder; I am an architect.'  
‘Ah! well; architect or builder, builder or architect, they are much the same, I 
suppose?'  
'I beg your pardon, sir, I cannot admit that; I consider them totally different.'  
‘Oh, indeed! Perhaps you will state wherein this great difference consists?'  
‘An architect, sir, prepare the plans, conceives the design, draws out the 
specifications—in short, supplies the mind; the builder is merely the bricklayer or 
the carpenter. The builder is in fact the machine; the architect the power that puts 
the machine together and sets it agoing.'  
‘Oh, very well, Mr. Architect, that will do; and now, after your very ingenious 
distinction without a difference, perhaps you can inform the court who was the 
architect of the Tower of Babel?'  
The reply, for promptness and wit, is perhaps not to be rivalled in the whole 
history of rejoinder:  
‘There was no architect, sir; and hence the confusion.’88 

Bad jokes aside, it is the architectural mind that is the ghost in the mechanic’s machine. 

The trace of the divine in the human is the metaphysical foundation of architectural 

practice. Fundamentally, there is an incompleteness in the human world that cannot be 

overcome. Tuthill wrote “perfection, cannot be claimed for any of the works of man; it belongs 

only to the Divine Architect of the universe; His power and knowledge are but faintly reflected 

by human intellect.”89 The notion of the divine architect was already present in Henry Wotton’s 

1624 The Elements of Architecture, which refers to a “High Architect” that designed humans’ 

bodies.90 But for Tuthill and Walter, this relationship of divine and earthly was inscribed in a 

particular earthly narrative with a telos that united the human and divine. It is in the future 

                                                
88 TUW, Box 1, Folder 5, sketchbook: notes on architecture. This story appears in a number of places in the 1850s, 
e.g., “Want of an Architect,” Glasgow Weekly Times, June 18, 1857; “Architects and Builders,” The American 
Freemason 6:3 (March 1858), 174. I have not yet identified the paper from which Walter’s clipping comes. 
89 Tuthill, History of Architecture, 82. 
90 Henry Wotton, The Elements of Architecture (London: Iohn Bill, 1624), 7. 
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transformation of our earthly bodies, “when the ‘mortal shall put on immortality,’” that human 

power and knowledge will be perfected.91 The gap between our earthly condition and the 

heavenly perfection for which we hope is where human improvement unfolds. Narrowing this 

gap, according to Tuthill, was a task of reflectively forming character—of knowing the causes of 

one’s actions, of knowing the truth about one’s prevailing inclinations.  

The Primitive as Real Mythology 

While the divine trace in humanity gave history its telos, bodily necessity was positioned 

as more originary in terms of architectural history. As Tuthill and Walter explained, the useful 

art of architecture is as old as the “first wants of our race,” and the form of primitive dwelling is 

derived directly from the “fabrics of the brute creation.”92 What were these primitive 

constructions of necessity? Tuthill and Walter were both skeptical of origin stories that based 

contemporary form in the imitation of natural form. They dismissed Vitruvius’s mythologies of 

the origins of columns in human shape and the Corinthian capital in a basket and a stone placed 

on a grave.93 They, likewise, dismissed later mythologies of the origins of gothic architecture in 

groves of willow trees.94 The specific character of architecture’s original forms is a largely a 

matter of faith, for, Tuthill said, “historical testimony affords no aid” in understanding the 

                                                
91 Tuthill, History of Architecture, 338. 
92 Walter, Lectures on Architecture, 34–35. 
93 Tuthill, History of Architecture, 94; Walter, Lectures on Architecture, 79. 
94 Walter, Lectures on Architecture, 149; Tuthill, History of Architecture, 152. This myth comes from James Hall 
and Elmes repeats it; see Elmes, Lectures on Architecture, 76; Carla Yanni, “On Nature and Nomenclature: William 
Whewell and the Production of Architectural Knowledge in Early Victorian Britain,” Architectural History 40 
(1997): 207–8. Walter has an amazing line on the origin stories of the Gothic: “Many other chimerical notions as to 
the origin of Gothic vaulting have been propagated, and in several instances the subject has been treated by 
confessedly able writers, but no satisfactory conclusion has ever yet been arrived at, and the question continues to be 
involved in obscurity.—We have however the satisfaction to know that its solution is as unimportant as it is 
difficult,” Walter, Lectures on Architecture, 149.  
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beginning.95 The only history of humanity prior to the great flood, Walter said, is what is 

documented by the sacred historian in Genesis. This was a historian who tended to omit all 

extraneous detail. Nevertheless, Walter said, 

In his description of the ark we have, however, conclusive evidence that the 
antediluvian builders were no mean artificers. The mechanic skill which must 
necessarily have been developed in the construction of so gigantic and strong a 
vessel could only have been possessed by a people who had made the art of 
building their study.96 

While skilled knowledge of construction existed before the deluge (which Tuthill pins at 2348 

B.C.), a specific historical account of the works of this skill is lost.97 Thus the second rupture, the 

global flood (to which we will turn at the beginning of chapter five), eliminated the traces of 

these first constructions. How then could one examine humanity in its rude state? An answer, for 

Tuthill and Walter, required looking at both nature and divinely revelation. It required the 

creation of a paradoxically real mythology for the original and primordial condition of humanity.  

                                                
95 Tuthill, History of Architecture, 18. 
96 Walter, Lectures on Architecture, 35. Tuthill echoes this claim even beyond the flood, Tuthill, History of 
Architecture, 22. 
97 Tuthill, The Young Lady’s Home, 1848, 51. 
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Figure 35. Tuthill’s representations of primitive huts, tents, and cabins from 
Ancient Architecture, plates 1 and 2 

Building after the Fall began from the imitation and appropriation of animal responses to 

necessity. Beavers and birds were a favorite comparison for Walter and Tuthill.98 Crude shelter 

was initially sought in caves and the hollow of trees and in the twining and weaving trees and 

branches (of which Tuthill sees evidence in Native American constructions).99 Out of these 

conditions, the primitive forms of the cave, hut, tent, and cabin developed. Roughly listed in 

order of sophistication, Walter and Tuthill pick up these categories from Elmes, who in turn 

picked them up from Quatremère de Quincy.100 

                                                
98 See the series of footnotes on beavers above, beginning on page 115. 
99 Tuthill, History of Architecture, 19. 
100 On these primitives see Tuthill, Architecture. Part I. Ancient Architecture, 4–11; Tuthill, History of Architecture, 
19–22; Walter, Lectures on Architecture, 35, 57. Elmes divided three groups based on their form of dwelling in the 
cavern, the tent, and the cabin, and Quatremère de Quincy’s threefold distinction was of the cave, tent, and hut; see 
Elmes, Lectures on Architecture, 75–76; Sylvia Lavin, Quatremère de Quincy and the Invention of a Modern 
Language of Architecture (Cambridge, Mass.: MIT Press, 1992), 21ff. Amundson addresses this lineage, but gives 
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In their most basic form, these primitive types, driven by necessity originating from loss, 

could “scarcely” be called architecture.101 They would only become architecture when mere 

animal necessity was exceeded. Humanity improves its structures, unlike all other species.102 The 

drive towards continual improvement causes architecture to exceed meeting mere animal 

necessity. As Tuthill described in her chapter “Principles of Architecture,” improvement means 

building in a way that has both fitness for purpose and expression of that fitness, and this 

expression is architecture’s ornamental nature. It gives each building a “definite character” and 

allows it to appear as "what it really is.”103 As Walter said, “the primeval cave has been 

transformed into a temple, the hut into a mansion, the cabin into a palace,” and the tent into a 

tabernacle.104 The links were different for Tuthill—the tent into the tabernacle, yes, but it is the 

hut that was transformed into the temple and mansion—but the story was the same: “the most 

splendid Grecian temple is only an ornamented copy of the oblong house [i.e., the cabin] with its 

upright posts.”105 The cave, the hut, the tent, and the cabin were thus architectural prefigurations, 

as Elmes called them. 106 While these original prefigurations were combined in different ways by 

different people groups, their foundation was in all cases animal necessity.107 Architecture begins 

when the origin is exceeded. 

                                                                                                                                                       
an incorrect account of Quatremère and Elmes and inaccurately attributing the tent as a primitive figure to Walter; 
Amundson, “Thomas Ustick Walter’s ‘Lectures on Architecture,’” 87ff. What actually seems to be happening is that 
Walter and Tuthill create four categories by treating the hut and the cabin separately. 
101 Tuthill, Architecture. Part I. Ancient Architecture, 10. 
102 Walter, Lectures on Architecture, 35. These lines almost directly mirror Elmes: “the cave grew into a temple, the 
hut into a mansion, and the cabin became converted to a palace. . . . man, of all created beings alone, improves as he 
proceeds. Other sentient beings are the same to day as they were in the infancy of the world: man, only, as a species 
improves or degenerates;” Elmes, Lectures on Architecture, 15. 
103 Tuthill, History of Architecture, 211–12. 
104 Walter, Lectures on Architecture, 35. 
105 Tuthill, History of Architecture, 21. 
106 Elmes, Lectures on Architecture, 75. 
107 Lavin, Quatremère de Quincy and the Invention of a Modern Language of Architecture, 56ff. 
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The dualistic narratival structure of architecture’s improvement over material necessity in 

both Walter’s and Tuthill’s histories can be traced back to a variety of sources. Earlier texts 

published in the United States by popular historians, such as Dunlap’s 1834 A History of the Rise 

and Progress of the Arts of Design in the United States and Benson J. Lossing’s 1840 Outline 

History of the Fine Arts, began with this fundamental dualism (and were likewise infected with a 

belief in progress).108 Dunlap’s History, which focused on “painting and her sister arts of 

design,” only briefly discussing the architecture of Jefferson, Latrobe, Strickland, A. J. Davis, 

and Walter (and like Walter and Tuthill, Dunlap used Town’s library to generate his architectural 

history).109 But he chose to begin his two-volume history with a discussion of architecture as the 

first art: 

The progress of the arts of design is from those that are necessary to those that 
delight, ennoble, and refine. Man first seeks shelter from the elements, and 
defence from savages of his own, or the brute kind. In his progress to that 
perfection destined for him, by his bountiful Creator, he feels the necessity of 
refinement and beauty. In this progress architecture is first in order. . . .”110 

Architecture originates as a defensive act of the body and provides a step along the way towards 

activities of mind—delight, ennoblement, and refinement.  

Excess over necessity is what truly makes architecture as a fine art. Elmes, who was at 

the root of these American narratives of architectural history, defined architecture as a science 

                                                
108 MacDougall, “Before 1870: Founding Fathers and Amateur Historians.”. Lossing began his Outline History of 
the Fine Arts with a quote on architecture’s permanence and national significance, drawn from the entry on 
“architecture” in Elmes’s A General and Biographical Dictionary of the Fine Arts (1824), although he only 
identifies the quote as coming from an “eloquent writer.” This is also the entry of which Minard Lafever (as 
discussed in chapter two) had earlier extracted extensive excerpts for his Beauties of Modern Architecture (1835). 
109 Dunlap’s identifies Town & Davis as a key source of his architectural history; Dunlap, History of the Rise and 
Progress of the Arts of Design in the United States, 330. Dunlap records visiting with A. J. Davis; see Maura Lyons, 
William Dunlap and the Construction of an American Art History (Amherst: University of Massachusetts Press, 
2005), 64, fn 27. 
110 Dunlap, History of the Rise and Progress of the Arts of Design in the United States, 10–11. 
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and a fine art and said that as an art, architecture is the first and the most original.111 In his 

Lectures on Architecture (1823), which deeply affected Walter, Elmes had defined this dualism 

as being between “primary necessities” and “superadd[ed] luxuries and embellishments.”112 

Continual improvement of the bodily condition is carried out through the mechanical arts, and 

“in all the ameliorations of man’s earthly sojourn,” as Dunlap said, mechanical arts and fine arts 

(of which the arts of design are a subfield) have continued developed hand in hand.113 But while 

architecture was positioned as the first art in terms of necessity, as the necessary and the 

ornamental diverge, it can only re-emerge as a fine art after sculpture and “perhaps” painting 

were developed. Architecture depends on the other fine arts to conceive of itself as something 

more than mere bodily necessity—to see that it has a relationship to the aspirations of the soul. 

Tuthill ended her chapter on the principles of architecture with a quote from Loudon’s 

Architectural Magazine: “The power of architecture, as a fine art, manifests itself only in 

aesthetic effect. Effect is its alpha and omega.”114 Architecture begins in the expressions of the 

ornamental, and these expressions are essential to maintain humanity as more than mere 

animality.  

Walter’s and Tuthill’s origin accounts linked the constitution of humanity and of 

architecture, rooting architectural dualism in the dualism of fallen human existence. The account 

of a double process of loss is key for creating a real mythology of origins and beginnings. 1) The 

                                                
111 See the entry on “Architecture” in Elmes, A General and Bibliographical Dictionary of the Fine Arts. 
112 Elmes, Lectures on Architecture, 14–15. This dualism can also be traced back to German theorists, as it is present 
in Winckelmann’s theory of art where it functions as a way to respond to utilitarian thought; see Horst Bredekamp, 
The Lure of Antiquity and the Cult of the Machine: The Kunstkammer and the Evolution of Nature, Art, and 
Technology (Princeton: Markus Wiener Publishers, 1995), 96–97. In this vein, Elmes quotes the eighteenth-century 
French historian Antoine-Yves Goguet from De l’origine des loix, des arts, et des sciences (1758): “architecture 
owed its birth to necessity, and its embellishments to luxury;” Elmes, Lectures on Architecture, 15.  
113 Dunlap, History of the Rise and Progress of the Arts of Design in the United States, 11. 
114 Tuthill, History of Architecture, 217. The original is in Candidus, “Candidus’s Notebook: Fasciculus XII.”  
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loss of unity with nature in Eden as a result of the fall is where building originates in 

prefigurations that respond to necessity. 2) The great deluge annihilates the concrete historical 

reality of this origin, and we now only have veiled access to Eden and the prefigurations that 

resulted from its collapse.115 The first loss is ontological, the second epistemic. Even if 

architecture as ornament began before the flood, we don’t have access to it. It is only after the 

flood that architecture as a fine art begins (again) as something over and above its necessary, 

original prefigurations. 

The First Grand Narratives of Architecture in the American Republic 

The view of humanity as fallen was immediately a national issue for Walter and Tuthill, 

as the dualism established by the first rupture sets up a narrative of architectural forms as 

expressions of national culture. Elmes described architecture as “the art by which we can best 

distinguish civilized man from his rude and barbarous ancestry; and, what is of more importance, 

it forms a scale of comparative cultivation, and of the progress of intellect between nation and 

nation.”116 Architectural history is not the history of meeting needs but rather of individuals, 

nations, and humanity representing themselves to themselves. Emulating the methods the 

Scottish philosopher Dugald Stewart called “conjectural history,” a sort of history that uses an 

ontological understanding of human nature to project a grand narrative, Walter and Tuthill tie 

architectural expression into national progress. The account of beginnings mattered because it 

                                                
115 There are similarities here to what Sylvia Lavin discovers in the early work of Quatremère de Quincy. Lavin 
suggests that Quatremère crossed Le Roy’s pluralism/relativism about the origins of architecture with Winckelman’s 
atemporal, ahistorical conception of the primitive. This allowed Quatrèmere to shift the foundations of architecture 
from the mimesis of nature to the abstract modeling of language and society; Lavin, Quatremère de Quincy and the 
Invention of a Modern Language of Architecture. Walter and Tuthill cross a pluralism resulting from a break with 
nature with the veiling power of a divinely invoked rupture—the great Deluge. This allows them to move the 
foundation of architecture from mimesis of nature to theistic mental philosophy.  
116 Elmes, Lectures on Architecture, 16. 
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revealed an original divergence. This study of humanity in its rude state was an intellectual tool 

of Scottish Enlightenment philosophers used to “anchor a historical account of human nature.”117 

It was the construction of a real mythology of the origin that underlaid Adam Smith’s account of 

the emergence of money and debt through primitive bartering.118 Robert Cary Long, Jr., who was 

lecturing on architecture at the same time as Walter and was invited by Walter to speak at the 

Franklin Institute and publish in its journal, described the study of prehistorical architecture 

precisely in conjectural terms. As he wrote in The Ancient Architecture of America (1849): “As 

lower things, however, are derived from higher, and not higher from lower, the earliest men may 

be said to have possessed the germ from which all subsequent civilization developed.”119 

Historical progress was possible because of the potential present in its starting point. 

Experienced differently than in England, France, or Germany, the American 

Enlightenment sought epistemic tools for making religious and materialist explanations 

compatible.120 Reason was certainly understood as immutable, but it was also understood as 

applicable to religion as well as science.121 American Protestants saw compatibility between 

Christian beliefs and the brand of synthetic, inductive empiricism that they often referred to as 

“Baconianism.” The scientific mechanic could also be a Christian—metaphysically and 

epistemically—because the grounds for mechanics and theology were the same. Both were 

                                                
117 Aaron Garrett, “Anthropology: The ‘Original’ of Human Nature,” in The Cambridge Companion to the Scottish 
Enlightenment, ed. Alexander Broadie (Cambridge: Cambridge University Press, 2003), 89. 
118 See the deconstruction of this mythology in Chapters two and three of David Graeber, Debt: The First 5,000 
Years (Brooklyn: Melville House, 2014). 
119 Long, The Ancient Architecture of America, 4. 
120 Henry F. May, The Enlightenment in America (New York: Oxford University Press, 1976); Terence Martin, The 
Instructed Vision: Scottish Common Sense Philosophy and the Origins of American Fiction (Bloomington: Indiana 
University Press, 1961); Redekop, “Reid’s Influence in Britain, Germany, France, and America.” 
121 See Ernst Cassirer, The Philosophy of the Enlightenment (Princeton: Princeton University Press, 1951), 6. 
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consistent systems of truth that could be investigated by the same methodology.122 However, as 

discussed above, the repudiation of traditional clerical authority by the impulses of individualism 

created a problem. By what method were theological pronouncements to be judged? How could 

stability be formed in religion without traditional forms of authority? Formulated similarly to the 

architectural problem, on what basis does professional authority rest? 

It was in the eighteenth and early nineteenth-century Scottish philosophers in Edinburgh 

and Glasgow—such as Francis Hutcheson, Adam Ferguson, Thomas Reid, Dugald Stewart, 

Archibald Alison, and James Beattie—that American intellectuals, and in particular educated 

ministers, found key tools for resolving the problems of epistemic authority and the metaphysical 

relation of the material and the immaterial.123 Scottish philosophies of moral and common sense 

were taken up, affirming “that all humans possessed, by nature, a common set of capacities—

both epistemological and ethical—through which they could grasp the basic realities of nature 

and morality.”124 This mode of thought did not seek the foundation of abstract first principles but 

rather, following Hutcheson’s proposal of sensibilities and Reid’s sharpening of this immediate 

epistemic capacity, focused on the idea that there were basic conditions—such as causality or the 

existence of God—that were simply common sense.125 That is, knowledge’s foundation was not 

found in the seventeenth-century system building of Descartes or Leibniz, or linked by the 

extreme skepticism of Hume, but rather was rooted in the basic structure of sense that every 

person had. 

                                                
122 Herbert Hovenkamp, Science and Religion in America, 1800-1860 (Philadelphia, 1978), 22–30. 
123  Hutcheson’s Inquiry into the Original of our Ideas of Beauty and Virtue (1725) is considered the first major 
work of the Scottish Enlightenment. 
124 Mark A. Noll, The Scandal of the Evangelical Mind (Grand Rapids: William B. Eerdmans Publishing Company, 
1994), 85. 
125 The roots of the appeal to common sense in Early America were deep; see most famously Thomas Paine’s 1776 
pamphlet Common Sense.  
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The contact between Scottish Enlightenment philosophy and the Founding Fathers was 

extensive. Jefferson studied Hutcheson at William and Mary College, and knew and admired 

Dugald Stewart.126 Benjamin Rush received his medical training at University of Edinburgh from 

1766-1768, while Adam Ferguson was chair of Pneumatics and Moral Philosophy (succeeded by 

Dugald Stewart in 1785), and was likewise was deeply influenced by this tradition.127 In fact, the 

medical school at the College of Philadelphia (University of Pennsylvania) where Rush later 

taught was founded by graduates of Edinburgh. The broad influence of Scottish medical science 

in Philadelphia and in Colonial America and the Early Republic at large is evidenced by the fact 

one in every six students at Edinburgh in the late eighteenth century were from the Americas.128 

The influence was not only empirical. It was also philosophical. For example, by the mid-

eighteenth century, Hutcheson’s moral sense philosophy was being taught at the College of 

Philadelphia by the Scotsman Francis Alison, and, later in the century, the Founding Father and 

Supreme Court justice James Wilson, educated in Glasgow and Edinburgh, was lecturing at the 

College on the superiority of Reid’s common sense philosophy to Locke’s empiricism and 

Hume’s skepticism. In Reid’s philosophy, Wilson found “a scientific confirmation of an innate 

moral sense that could be relied upon to serve as a secure egalitarian basis for law and politics in 

the new republic.”129 This influence continued into early colleges and protestant sermons, greatly 

affecting thought in many walks of life, including that of architects. Stewart, one of its greatest 

                                                
126 Mark A. Noll, America’s God: From Jonathan Edwards to Abraham Lincoln (Oxford: Oxford University Press, 
2002), 108; Martin, The Instructed Vision: Scottish Common Sense Philosophy and the Origins of American Fiction, 
8. 
127 Benjamin Rush’s view of nation building drew on three intellectual currents: "Republicanism, Scottish 
Enlightenment philosophical and medical thought, and millennial Christianity,” Abzug, Cosmos Crumbling: 
American Reform and the Religious Imagination, 12. 
128 Craig Steven Wilder, Ebony & Ivy: Race, Slavery, and the Troubled History of America’s Universities (New 
York: Bloomsbury Press, 2013), 224–25. 
129 Redekop, “Reid’s Influence in Britain, Germany, France, and America,” 327; Abzug, Cosmos Crumbling: 
American Reform and the Religious Imagination, 12. 
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systematizers and teachers of Scottish Enlightenment Philosophy, in particular taught a number 

of intellectuals whose work would also influence Tuthill and Walter including Sir Walter Scott 

and Archibald Alison,130 whose extensive aesthetic theory reached Walter and Tuthill 

particularly through John Claudius Loudon’s Architectural Magazine. 

Further, in the view of many of the thinkers of the Scottish Enlightenment, humanity is 

by its very nature social and driven towards collective refinement. There is not a natural, noble 

savage whose direct connection with nature is obscured by the artificial constructions of society. 

History is not a lament about a lost natural purity. Rather the history of progress is one of 

building community—social and political existence is natural. The senses were construed as 

something collectively improved from primitivity to refinement.131 

The primitive is, for Walter and Tuthill, a theologically constructed concept—one that 

rests in revealed revelation and in their theistic mental philosophy. The divinely inspired and 

infallible text of the Bible was understood as the quintessential work of real historical evidence, 

the absolute against which all other accounts of worldly space—archaeological or otherwise—

were to be tested. That is, the history of architecture is real both spiritually and materially and 

provides both evidence for and hopeful comfort in divine involvement in the world. As Tuthill 

writes, “the events recorded in the Bible are too apt to be disconnected in the mind from all 

others, - to stand apart, as if they belonged to some other world.”132 A biblical account of 

                                                
130 Stewart studied under Ferguson at the University of Edinburgh and Reid at Glasgow and took over his chair in 
pneumatic and moral philosophy at Edinburgh in 1785. 
131 Garrett, “Anthropology: The ‘Original’ of Human Nature.” 
132 Tuthill, The Young Lady’s Home, 1848, 52. 
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architecture’s origins was not mythology for Walter and Tuthill, and neither were architecture’s 

ends in question.133 

On this view, the garden of Eden was not so much a measure for refinement as it was an 

ontologically different condition. The philosophical anthropology and theory of history inherited 

by Walter and Tuthill are postlapsarian accounts of humanity. The shift between pre- and post-

fall conditions was an ontological absolute, not the mere obscuration of a recoverable innocence 

by society. And the organization of history as procession from some primitive, original state was 

common to the nationalist account of American civilization and geography.134 As Jefferson had 

written in a letter in 1824: 

Let the philosophical observer commence a journey from the savages of the 
Rocky Mountains eastwardly towards our sea coast. These he would observe in 
the earliest stage of association, living under no law but that of nature. . . . He 
would next find those on our frontiers in the pastoral state, raising domestic 
animals to supply the defects of hunting . . . and so in his progress he would meet 
the gradual shades of improving man until he would reach his, as yet, most 
improved state in our seaport towns. This, in fact, is equivalent to a survey, in 
time, of the progress of man from the infancy of creation to the present day. And 
where this progress will stop no one can say.135 

Refinement—as a description of taste and knowledge—was ultimately an ontological-historical 

principle. 

Reinhart Koselleck, in Futures Past, describes a shift in the European historical 

imagination, starting in the eighteenth century, in which the nation-state replaces the church as 

the body through which the future is organized. A similar attitude characterized the Whiggish 

historical imagination of the Early American Republic. But, unlike the continental image of 
                                                
133 For example, the excerpts of William Chambers’s history included in Benjamin’s The American Builder’s 
Companion formed a narrative that grounded architecture as one of the earliest “antediluvian arts,” see Asher 
Benjamin, The American Builder’s Companion: Or, A System of Architecture, Particularly Adapted to the Present 
Style of Building ..., 3rd ed. (Boston: R. P. & C. Williams, 1816), 24–37. 
134 Garrett, “Anthropology: The ‘Original’ of Human Nature,” 89. (Garrett, “anthropology,” 89) 
135 From Thomas Jefferson to William Ludlow, 6 September 1824; Nisbet, History of the Idea of Progress, 198. 
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history Koselleck describes as progress freed from eschatology, the imagination of many of the 

key thinkers of the American nation-state did not dissolve religious relationships to the future. In 

Cosmos Crumbling: American Reform and the Religious Imagination (1994), Robert H. Abzug 

describes the early American image of history as one that saw harmony between the sacred and 

profane—biblical time with national and personal time. Take for instance Benjamin Rush’s 

choice to fuse Christianity with the American Republic rather than just promoting Christian 

virtues through religious revival.136 As Rush wrote to Jefferson in 1800:  

I have always considered Christianity as the strong ground of republicanism. The 
spirit is opposed, not only to the splendor, but even to the very forms of 
monarchy, and many of its precepts have for their objects republican liberty and 
equality as well as simplicity, integrity, and economy in government. It is only 
necessary for republicanism to ally itself to the Christian religion to overturn all 
the corrupted political and religious institutions in the world.137 

It was sentiment echoed by Timothy Dwight IV’s “Connecticut ideal,” which understood the 

form of Americanism being constructed in towns like Greenfield, CT as approaching the biblical 

ideal of post-fall nationalism.138 

Progress, and the threat of regress, structured Walter’s and Tuthill’s postlapsarian 

histories. Walter’s narratival arch can be seen in the phasing of his six lectures: 

1. “On Ancient Architecture” 

2. “On the Architecture of Ancient Greece” 

3. “On the Architecture of Ancient Rome” 

4. “On the Architecture of the Middle Ages” 

5. “On Modern Architecture” 

                                                
136 Abzug, Cosmos Crumbling: American Reform and the Religious Imagination, 19. 
137 Quoted in Noll, America’s God: From Jonathan Edwards to Abraham Lincoln, 65. 
138 Abzug, Cosmos Crumbling: American Reform and the Religious Imagination, 37. See Timothy Dwight, 
Greenfield Hill: A Poem in Seven Parts (New York: Childs and Swaine, 1794). 
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6. “Architecture Considered as a Fine Art”  

The narrative begins with diverse and disparate origin conditions, elevating Egyptian “science” 

in particular, and then moves through the pinnacle of Greece, the elaborations and structural 

innovations of Rome, the muddy and confusing work of the Gothic, and finally turns to the 

recoveries (and bastardizations) of classicism from the 15th century forward. In this final stage, 

the United States is established as an up and coming power, and theory is discussed to help guide 

this contemporary development.  

While Walter’s narrative essentially mirrored the outline constructed by Douglass for his 

West Point and NYU courses, his account of architecture was not built upon the idea that 

construction techniques drive architectural form making. The similarities were echoes of both 

their dependency on Elmes’s Lectures on Architecture. It is this dependency that sets Tuthill 

apart. 139 Her story is built out of more discrete parts and references, rather than depending on 

Elmes’s grand narrative, but it nonetheless still organized architectural history around national, 

cultural, and racial divisions. Her chapter list is extensive, but it can be divided it into six basic 

parts based on chapter titles: 

1. chapters 1-10, origins and ancient cultures: “Origin and Progress of Architecture”; 

“Egyptian Architecture”; “Hindoo Architecture”; “Persian Architecture”; “Jewish 

Architecture”; “Chinese Architecture”; “Aboriginal or American Architecture”; 

“Cyclopean and Etruscan Architecture;” “Grecian Architecture”; “Roman Architecture” 

                                                
139 Allaback, “The Writings of Louisa Tuthill,” 87. 
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2. chapters 11-14, the Middle Ages: “Architecture of the Middle Ages”; “The Romanesque 

or Lombardic, The Saxon and Norman, Gothic or Pointed Architecture”; “Domestic 

Architecture of the Middle Ages” 

3. chapters 15-16, Modern Europe: “Revival of Grecian and Roman Architecture in the 

Fifteenth Century”; “Present State of Architecture in Europe” 

4. chapters 17-18, general principles of modern architecture: “Principles of Architecture”; 

“Qualifications for an Architect” 

5. chapters 19-23, The United States: “History of Architecture in the United States”; 

“Causes which Retarded the Progress of the Art in the United States”; “Materials for 

Building in the United States”; “Present State of the Art in America”; “Domestic 

Architecture in the United States” 

6. chapters 24-28, specific principles for modern architecture: “Use of the Grecian Orders 

and Gothic Style in Public Buildings”; “Use of the Grecian Orders, Gothic and 

Elizabethan Styles, in Domestic Architecture”; “A Random chapter on Walls, Chimneys, 

Windows, Etc.”; “Arrangements of a City, and Beautifying of Towns and Villages”; 

“Cemeteries” 

Like Walter’s, Tuthill’s narrative moved from an initial collection of distinct cultures to a 

peak in the Greeks and Romans. It treated the Middle Ages as a totalizable period and follows 

with the recovery of classicism in the fifteenth century. It is out of this recovery that the United 

States emerged as the focal point of the modern narrative, with the history of architecture in 

United States bracketed by two sections on theory: a general one defining architecture and the 

architect and a specific one on revivalism in public and private buildings, as well as elements of 

the building and the city. This extensive list of chapters was followed by a glossary of 
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architectural terms and a chronological table of architects; the scientific ordering device of many 

a pattern book thus mirrored as a historical tool. 

The content of Walter’s and Tuthill’s narratives were largely drawn from English 

sources. Walter’s early notebooks on architecture contain repeated references to English 

translations of Vitruvius (William Wilkins, 1812) and Palladio, to English builders guides like 

Peter Nicholson’s New Practical Builder (1823) and G. F. Partington’s The Builder’s Complete 

Guide (1825), and John Haviland’s Improved and Enlarged Edition of Biddle’s Carpenter’s 

Assistant (1833).140 Like Strickland, as his architectural education progressed, he turned to more 

historical and archaeological sources such as John Britton’s The Architectural Antiquities of 

Great Britain (1807-1826), William Chambers’s Treatise on the Decorative Part of Civil 

Architecture (1759), Thomas Hope’s Historical Essay on Architecture (1835), as well as to 

archaeological works like Alexander von Humboldt’s writing on the Americas and classical 

sources from Pliny the Elder to Vasari.141 His personal library had around 1,000 titles before his 

bankruptcy in 1841, a library which he had partially rebuilt by his death.142 Nonetheless, much of 

his overarching narrative came from Elmes and his theory of architecture almost directly from J. 

C. Loudon.143  

                                                
140 See notebooks in TUW, Box 1, Folders 3 & 5. 
141 See Amundson’s catalogue of Walter’s references in Appendix A of Walter, Lectures on Architecture, 221–58. 
Also Jhennifer A. Amundson, “‘Vast Avenues to Knowledge:’ Thomas Ustick Walter’s Books,” in American 
Architects and Their Books, 1840-1915, ed. Kenneth Hafertepe and James F. O’Gorman (Amherst: University of 
Massachusetts Press, 2007), 63–94; Amundson, “Thomas Ustick Walter’s ‘Lectures on Architecture,’” 26–30. 
142 A list of the contents of Walter’s second library is in TUW, Box 7, Folder 101. 
143 Walter’s final lecture, “Architecture Considered as a Fine Art” reflects Loudon substantially. In addition, reprints 
of articles from Loudon’s Architectural Magazine appeared in the Journal of the Franklin Institute in August, 
September, and October of 1843. 
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Tuthill, who likewise was influenced by Loudon, worked with recent archaeological and 

historical texts that she was able to access in Ithiel Town’s New Haven library.144 With her 

History, she also included a chronological biography of key architects "taken principally from 

Milizia" and an illustrated glossary “principally abridged from Stuart's Dictionary of 

Architecture.”145 Theoretically guided by Loudon, Pugin, and Ruskin in particular, Tuthill 

produced an architectural narrative that, rather than organizing a progression from craft to 

profession, was held together in a moral framework. 

It was within this milieu that Walter’s and Tuthill’s accounts of architecture’s primitive 

origin, its fall, and its progressive refinement were set. The recursive, symbolic re-presentation 

of necessity was architecture’s postlapsarian basis.146 For Tuthill, the smoothing of trees into 

posts was one of architecture’s originary acts, as was the baking of regular sized and shaped 

bricks.147 For Walter, the transition from the cave to the temple happened when containment 

reveals itself as containment of something. As he described Solomon’s temple, it “was made for 

that ark."148 The re-presentation of function is a form of excess, an articulation of a dualism 

between function and its appearance. It is in this gap that architecture as a form of representation, 

linked not only to individual dwelling but to national identity, was constituted. 

                                                
144 On Tuthill’s sources, see in particular Allaback, “Louisa Tuthill, Ithiel Town, and the Beginnings of Architectural 
History Writing in America.” On Tuthill’s synthetic approach, see Allaback, “The Writings of Louisa Tuthill,” 87. 
On Tuthill and Loudon, see Koenigsberg, “Arbiter of Taste,” 388. 
145 Tuthill, History of Architecture, 338–410. 
146 Karsten Harries develops a useful account of re-presentation in Karsten Harries, The Ethical Function of 
Architecture (Cambridge, Mass.: MIT Press, 1998), 118ff.  
147 Tuthill, History of Architecture, 21–22. 
148 TUW, Box 21, Folder 319, Solomon's Temple: Its Dedication, I Kings 8, March 21, 1869. This is striking in that 
Walter mirrors Hegel’s account of the origins of Architecture in the inwardness of containment rather than in 
Laugier’s architectural tectonics;  
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3. The National Protestant Mind 

The editors of the antislavery New York newspaper The Independent, founded by 

Congregationalist pastors, claimed in 1851 that “all is progress” in modern times, a progress that 

was moving towards a “grand consummation of prophecy in a civilized, an enlightened, and a 

sanctified world.”149 Progress was oriented towards a specific future laid out by Biblical 

prophecy. Its effects were extensive—civil, epistemic, and ethical—and its historical structure 

certain. As Robert Nisbet concludes his History of the Idea of Progress, “if there is one 

generalization that can be made confidently about the history of the idea of progress, it is that 

throughout its history the idea has been closely linked with, has depended upon, religion or upon 

intellectual constructs derived from religion.”150 

The concept of progress, for many French and German Enlightenment figures and for 

early American deists like Thomas Jefferson and Benjamin Franklin, had certainly undergone a 

process of secularization in the eighteenth century that, as Reinhart Koselleck says, “detached 

early modernity from its past and, with a new future, inaugurated our modernity.”151 But while 

for these Enlightenment thinkers the drift away from explicit reference to the divine moorings of 

providence meant the theological roots of progress became implicit and structural, in many of the 

minds of the Early American Republic, God remained an overtly present figure in narratives of 

historical progress. 

                                                
149 “The Coming Age,” The Independent, Jan. 18, 1851, cited in Timothy Lawrence Smith, Revivalism and Social 
Reform: American Protestantism on the Eve of the Civil War (New York: Harper & Row, 1957), 208, 226. The 
editors included Henry Ward Beecher, son of the preacher Lyman Beecher. 
150 Nisbet, History of the Idea of Progress, 352. It should be noted that Nisbet himself was an American conservative 
committed to the idea of progress. While he ends this text with a lament about the decaying values in the West and 
the corruption of the idea of progress, he nonetheless lays hope in its recovery, particularly in the recovery of 
religious belief: “Only, it seems evident from the historical record, in the context of a true culture in which the core 
is a deep and wide sense of the sacred are we likely to regain the vital conditions of progress itself and of faith in 
progress—past, present, and future (357). 
151 Koselleck, Futures Past: On the Semantics of Historical Time, 21. 
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The character of the future towards which Christian progress was oriented was shaped by 

some form of millennialism, a set of eschatological beliefs that imagined a coming future of 

Jesus Christ’s dominion of earth.152 The relations of the present to this projected future were 

thought in way that made religious belief highly compatible with nationalism and nationalist 

history. As Ernest Tuveson describes it in Redeemer Nation:  

. . . when Protestant millennialist theory was formed, logically there came with it 
a need to find a new chosen nation, or nations. If history is theodicy, if 
redemption is historical as well as individual, if evil is to be finally and decisively 
found through great conflicts, God must operate through cohesive bodies of men; 
there must be children of light and children of darkness geographically, and the 
City of God and the City of the World should be susceptible of being designated 
on maps.153 

There were variations on the future that was projected. Premillennial eschatology foretold 

destruction before the return of Christ, but this view was overshadowed by more popular 

postmillennial and amillennial narratives that maintained a progressive relationship to the 

coming utopia, the former projecting Christ’s final return after the millennium was brought about 

by human improvement of the world and the latter rejecting the return of Christ as a literal event. 

Whigs, like Walter and Tuthill, tended towards post-millennial theology (a position that believes 

Jesus will return to earth after humans successfully bring about the global conditions of the 

millennial kingdom), making it so that society had to work towards collective redemption.154 

Whether the millennium was conceived as the penultimate or the ultimate plot point, the 

pervasive idea of an American role in this process set the nation on the cosmic stage. The vision 

of America as a divinely destined nation, as one that was the guiding light of historical 

                                                
152 Nisbet, History of the Idea of Progress, 197–206. 
153 Ernest Lee Tuveson, Redeemer Nation: The Idea of America’s Millennial Role (Chicago: University of Chicago 
Press, 1968), 139. Also see Nisbet, History of the Idea of Progress, 197ff. 
154 Daniel Walker Howe, The Political Culture of the American Whigs (Chicago: University of Chicago Press, 
1979), 152–53. 
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development, was a recurrent theme of the Republican Theology subscribed to by Walter and 

Tuthill, and for them the relation of divine providence and historical progress was acute.  

Here, again, is the reason I am highlighting the historical image of Walter and Tuthill: 

their thought makes explicit what remains implicit in architectural history. They are exemplars of 

a metaphysics that is still at work. In this section, we step back from Walter’s and Tuthill’s 

narratives to lay out the social epistemology in which the progressivism and dualism of Walter’s 

and Tuthill’s narratives took place. Here I will position their accounts of architecture within the 

assumptions of the Republican Theology and common sense philosophy before moving on to the 

way architecture is conceived as a social institution. 

Republican Theology and Moderate Calvinism 

I have already suggested that a unique synthesis of Evangelical Protestantism, Republican 

political ideology, and Scottish Enlightenment philosophy organized the conception of human 

thought and action as a part of divinely ordered progress in the Early American Republic.155 I 

begin with the conjunction of the first two beliefs. It is a combination that complicates any 

simple division of the civil and the religious and one that did not escape Tocqueville’s keen eye. 

He noted, “I do not know whether all [Americans] have faith in their religion—for who can read 

to the bottom of men’s hearts?—but I am certain that they believe it to be necessary for the 

preservation of republican institutions. . . . Americans so complete confound Christianity with 

liberty that it is almost impossible to induce them to think of one without the other.”156  

The rapid expansions of market capitalism in the first decades of the nineteenth century 

that had so aided the early formulation of the architect as a modern professional engaged in the 

                                                
155 Noll, America’s God: From Jonathan Edwards to Abraham Lincoln, 9, 57.  
156 cited in Tocqueville, Democracy in America, 338. 
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exchange of expertise (discussed in chapters one and two) was accompanied by a national 

religious revival, which has come to be called the “Second Great Awakening.” Starting in New 

England, but spreading fervently through upstate New York and into the Midwest and Upper 

South, this wave of revivalism saw a collective turn to a more diverse and evangelical 

Christianity, one in which the older denominations of Anglicans, Congregationalists, and 

traditional Presbyterians divided and combined in various ways and in which newer 

denominations such as Methodists and Baptists rapidly rose to prominence.157 

Revivalism, in its first wave in the 1730s and 1740s and its second wave in the first third 

of the nineteenth-century, framed religion as individualistic and immediate. Salvation was 

personal and the individual’s access to God unencumbered by mediating institutions such as the 

clerical establishment. The inductive ‘Baconian’ approach that promoted each individual’s 

ability to reason to correct conclusions that characterized the scientific mechanic likewise was 

understood to be available to the individual Christian. The slogan of “no creed but the Bible” 

became a distinctive mark of American Christianity in the first decades of the nineteenth century 

and captured this immediate access to revealed truth.158 Access to God was not delimited by the 

study of the established doctrines of the church; Correct interpretation was accessible by each 

individual’s mind. 

                                                
157 Between 1780 and 1860 Baptist grew from 450 to over 12,000 and Methodist from zero to roughly 20,000, 
Lynerd, Republican Theology: The Civil Religion of American Evangelicals, 104–5. Alliances between Calvinist 
Presbyterians and Congregationalists formed to defend Christian orthodoxy against attacks from a number of 
different camps and thus were birthed a series of more moderate Calvinisms; see Hovenkamp, Science and Religion 
in America, 1800-1860, 20. As was want in the Early American fever for forming societies, this alliance of 
Presbyterians and Congregationalists produced a series of organizations: the American Board of Commissioners for 
Foreign Missions (1810), the American Home Missionary Society (1826), the American Tract Society (1825), and 
the American Sunday School Union (1824); see Nathan O Hatch, The Democratization of American Christianity 
(New Haven: Yale University Press, 1989), 170. Walter gave an address to the 49th anniversary celebration of the 
American Sunday School Union; TUW, Box 22, Folder 355. 
158 Hatch, The Democratization of American Christianity, 166. 
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Denomination Number of Churches Multiple of Growth 
 1770 1790 1860 1770 to 1860 1790 to 1860 
Methodist 20 712 19,883 994.1 27.9 
Baptist 150 858 12,150 81.0 14.2 

Presbyterian 500 725 6,406 12.8 8.8 
Roman Catholic 50 65 2,550 51.0 39.2 
Congregational 625 750 2,234 3.6 3.0 
Anglican/Episcopal 365 170 2,145 6.0 12.6 
Lutheran 125 249 2,128 17.0 8.5 
Christian/Disciples 0 0 2,100 -- -- 
Quakers 228 375 726 3.2 1.9 
German Reformed 145 236 676 4.7 2.9 
Dutch Reformed 100 115 440 4.4 3.8 
Total Churchesa 2,481 4,696 ca. 52,500 21.2 11.2 
U.S. Population (1,000s) 2,148 3,929 31,513 14.7 8.0 

 

Figure 36. Growth in the Number of Churches from 1770 and 1790–1860 (from 
Mark A. Noll, America’s God: From Jonathan Edwards to Abraham Lincolon, 
p. 166);  (a) The total number of churches reflects many other smaller 
denomenations not listed in this table. 

While in part a critique of the established clergy and their theological traditionalism, 

revivalism also turned on emotional experience. Emotional experience was not simply 

discounted as vulgar and sinful, nor was it understood as a necessarily misguiding force on 

reason. Rather, emotion was treated as a valid sense that could be properly attuned, an epistemic 

view supported by the tradition of Scottish sense philosophy (to which we will turn shortly). At 

the revival meeting, truth was accessed through experience, as attendees were swept up in 

collective emotional outpourings. Rational Enlightenment sensibilities like Latrobe’s were 

repulsed by the appeal to emotional authority. But they were also intrigued, as he noted in 1809, 

“a camp meeting however is a thing so outrageous in its form and in its practices, that I resolved 
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to go to one.”159 He saw a Methodist revival first hand in Georgetown, VA where he heard 

“Bunn, the blacksmith” preach.160 His ultimate judgment was both acceptance of the public 

desire and rejection of the perpetrators:  

Enthusiasm has its charms, and as this is the only public diversion in which the 
scattered inhabitants of this country can indulge, it would be a pity to suppress it, 
even by the ridicule to which it is so open. . . . Let the congregation rejoice and 
well come. But as to the Preacher, who lives by such dishonest means, “to his own 
Master he standeth or falleth.”161 

The argument for the validity of emotional sense was certainly contra the authority of 

professional clergy and perhaps even contra the elitism of professionalism itself. 

 

Figure 37. Latrobe’s sketch of a Methodist revival camp, Georgetown, VA, 
1809, The Journals of Benjamin Henry Latrobe, vol. 3 

While similar in its mix of interpretative autonomy and emotional appeal, there was a key 

difference in the revivalism of the Second Great Awakening when compared to the first. The 

                                                
159 Latrobe, The Journals of Benjamin Henry Latrobe, 1799-1820: From Philadelphia to New Orleans, 3:108–13. 
160 Hatch, The Democratization of American Christianity, 52–55. 
161 Latrobe, The Journals of Benjamin Henry Latrobe, 1799-1820: From Philadelphia to New Orleans, 3:113. 
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early nineteenth-century awakening crossed individual and nation to a much greater degree, 

forming what I have been referring to as Republican Theology. As Lynerd helpfully describes 

this shift in Republican Theology, “what changed in the nineteenth century were the civic 

aspirations that attended revival, and particularly the hope that the new republic could achieve 

national salvation through its virtue.”162 This virtue was to be achieved through a combination of 

individual freedom, guaranteed by individual rights and limited government, and the collective 

moral responsibility of the nation. Like the challenges to professionalization in the legal and 

medical fields that were happening at the same time (discussed in chapter one), the attack on 

traditional clergy was a critique of the epistemological grounds of professional exceptionalism. 

As with the distribution of sovereignty to the people in republican political thought, republican 

theology infused clerical authority into popular culture by rejecting the division of religious elite 

and laymen. What occurred was “the democratization of Christianity,” as Nathan Hatch 

describes it, not only in the sense of individual right to scriptural interpretation, but also in the 

integration of Christianity into civic collectivity and popular sovereignty.163 Private and civil 

religion intertwined, and the revivalist call to salvation and sanctification from the fallenness of 

the world shifted from being only personal to also being a national call. The republican nation 

was a “chosen nation;” its citizens shared in a common sense.164 As we will discuss below, 

architecture understood as part of this national project of sanctification was caught in a bind 

                                                
162 Lynerd, Republican Theology: The Civil Religion of American Evangelicals, 120. 
163 Hatch, The Democratization of American Christianity, 9–11. 
164 Jonathan Sassi provides a clear overview of the historiographical oscillations on the place of religion in the early 
republic; Sassi, A Republic of Righteousness: The Public Christianity of the Post-Revolutionary New England 
Clergy, 3–18. See also Sacvan Bercovitch, The American Jeremiad (Madison: University of Wisconsin Press, 2012); 
Lynerd, Republican Theology: The Civil Religion of American Evangelicals, 101, 110. 
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between professional exclusivity and popular sovereignty that played out in the construction of 

taste, of an aesthetic common sense. 

A key theological shift that enabled the formation of republican theology, one central to 

both Walter’s and Tuthill’s worldview, was the emergence of moderate Calvinism at the turn of 

the nineteenth century, a school of theology closely allied with several colleges in Scotland and 

in New England. Traditional Calvinism (later called Old School Calvinism), as it was affirmed in 

1619 at the Synod of Dordrecht affirmed five basic points of a covenant between God and 

humanity: the effect of original sin is the total depravity of each human being, election to 

salvation is individual and unconditional because humans cannot save themselves, atonement for 

sin through the death of Christ extends only to those that are elect, God’s grace is irresistible by 

the elect, and finally those that are elect will persevere until the day of redemption. This 

covenantal relationship between God and humans introduced problematic questions about the 

relationship of theology and politics.165 How is the collective sanctification of a country to be 

achieved if humans are total depraved and only some are elect? Is worldly progress possible if 

salvation is divinely directed? 

Protestant challenges to traditional Calvinism were mounted in various forms across 

Europe, from the seventeenth century forward. In the United States, challenges to orthodox 

Calvinism and locally to its famed preacher Jonathan Edwards came from multiple theoretical 

quarters: Arminianism, Unitarianism, and deism, as well as particular philosophical 

developments in empiricism and social contract theory. One influential strand of thought that 

was rapidly spreading through revivalist efforts was the Arminian theology of Wesleyan 

Methodists, which tied Christian sanctification to human capacity and effort rather than to divine 
                                                
165 Lynerd, Republican Theology: The Civil Religion of American Evangelicals, 57–78. 
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election.166 Unitarian and deists articulated an anti-covenantal stance, in which the collective 

sanctification of the Republic was the responsibility of human effort. Within colleges a sustained 

challenge developed through new visions of human psychology based on Scottish Enlightenment 

thought (to which we are about to turn). For example, at the College of New Jersey (Princeton 

University) Edwards was replaced by the Scottish preacher John Witherspoon (1723-1794) in 

1768. Both were Calvinist, but Edwards was an idealist and covenantalist, Witherspoon a 

pragmatic realist who approached the material and mental worlds with an empiricist mindset and 

a belief in humanity’s moral sense.167 

What emerged out of these challenges was a Moderate Calvinism that restrained the 

extent of the doctrine of human depravity and softened the Augustinian division of fallen 

humanity and holy God.168 Moderate Calvinism attempted to combine an account of divine 

omnipotence with personal responsibility; it affirmed both the absolute perfection and 

providence of God and, at the same time, the importance of free human efforts in self-

improvement and the production of national progress. This theological shift accompanied a shift 

in the conceptualization of the relationship of the church to the body politic. Human agency was 

not passive nor was religion apolitical. Rather, the individual as a citizen was tasked with the 

sanctification of the nation, as well as themselves. Divine providence and personal responsibility 

were compatible.169 

                                                
166 See Noll, America’s God: From Jonathan Edwards to Abraham Lincoln, 330ff. 
167 Jeffry H. Morrison, John Witherspoon and the Founding of the American Republic (Notre Dame: University of 
Notre Dame Press, 2005), 9, 63. 
168 As Francis Wayland said, he aimed to file the “sharp edges” off of traditional Calvinism, Donald Harvey Meyer, 
The Instructed Conscience: The Shaping of the American National Ethic (Philadelphia: University of Pennsylvania 
Press, 1972), 15. 
169 As Mark Noll puts it: “America's main Calvinist theologians, especially in the North, were never Whig to 
uniform or identical degrees, but as even brief attention to major figures can show, they were nonetheless all still 
Whig theologians;” Noll, America’s God: From Jonathan Edwards to Abraham Lincoln, 313. 
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For Walter, a Calvinist Baptist whose religious education came mostly through the 

church, the Philadelphia-based Presbyterian preacher Albert Barnes was key in the formation of 

his moderate Calvinism. Barnes had attended the College of New Jersey (Princeton) in the early 

1820s, which was still under a chain of leadership loyal to Witherspoon’s legacy. Barnes 

preached a moderate Calvinism that limited the extents of absolute depravity, and was tried by 

the more traditional Presbyterian Church for heresy in 1836.170 He and Walter were in 

Philadelphia at the same time (Barnes having become pastor at First Presbyterian in 1830), and 

Walter often refers to his biblical commentaries in his Sunday School lessons.171 It is through his 

commentaries that Walter constructed his own accounts of topics such as philosophical 

anthropology, miracles, and eschatology.172  

Tuthill’s approach to the Church was more ecumenical than Walter’s (particularly in 

relationship to Catholicism), an attitude she said was particularly important for women, but her 

theology was likewise a version of moderate Calvinism.173 In The Young Lady’s Reader; 

arranged for Examples in Rhetoric: for the higher classes in Seminary (1939), which paired with 

                                                
170 Noll, 302–3. 
171 In his 1841 diary Walter, while a member of the Spruce St. Baptist Church, records attending services at different 
churches in the city; TUW, Box 25, Folder 490. 
172 Many parts of Walter’s Sunday School lessons are derived directly from Barnes’s commentaries. See for example 
TUW Box 6, Folder 93, Matthew 2:13-23, April 20, 1856, where Walter repeatedly cites from Barnes’s two volume 
commentary on the Gospel designed for Sunday School teachers; Albert Barnes, Notes, Explanatory and Practical, 
on the Gospels: Designed for Sunday School Teachers and Bible Classes, Revised and Corrected, vol. 1 (New York: 
Harper & Brothers, 1841), 31ff. (I believe Walter used this Revised and Corrected edition). Other references to 
Barnes in TUW Box 6, Folder 93, John 5:1-15, September 4, 1859, where he disagrees with Barnes on the 
miraculous nature of the pool of Bethesda (folder 93 actually contains multiple lectures); Box 6, Folder 97, The 
vision of the Redeemer, Revelation 1:11-20, March 31, 1861 where he references Albert Barnes, Notes, Explanatory 
and Practical, on the Book of Revelation (New York: Harper & Brothers, 1852). In addition to Barnes, Walter’s 
most cited extra-scriptural sources are John Calvin (and Martin Luther to a lesser degree) and John Milton. He also 
often uses Charles Buck, A Theological Dictionary (Philadelphia: Whitehall, 1807). This conservative, evangelical 
English minister’s text was popular in the Early Republic and went through multiple American editions. 
173 “She is liberal and catholic in her views and feelings towards other denominations, and at the same time 
maintains a strong and wholesome attachment to the church to which she belongs”; Tuthill, The Young Lady’s 
Home, 1848, 208. 
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her Young Lady’s Home guide book and divided up short readings based on literary techniques 

and kinds of writing, Tuthill includes selections from the sermons of Timothy Dwight and 

Beecher.174 Dwight’s New Haven theology modified traditional Calvinism in order to 

accommodate “the activist essence of Enlightenment and Republican humankind.”175 For 

example, while he maintained the doctrine of original sin, he allowed that humans had some sort 

of “natural consciousness” and an ability to do good.176 Beecher likewise understood human 

effort to play a large role in personal and national sanctification, participating in the formation of 

numerous moral organizations and preaching on the efficacy of collective effort at suppressing 

vice and promoting virtue.177 In Tuthill’s discussions of character and fictional enactments of it 

in her many moralizing novels, it is the moderated combination of divine providence and human 

responsibility that constructs the possibility of self-improvement and historical progress. 

The dialectical bond of freedom with omnipotence, which Walter labeled free agency, 

will become key in the following pages. For Tuthill and Walter, the nation is the unit in which 

the connection between the narratives of personal improvement and historical progress coalesce. 

                                                
174 Louisa C. Tuthill, The Young Lady’s Reader (New Haven: S. Babcock, 1839), 76.There were a number of other 
readers that preceded Tuthill’s and from which Tuthill probably drew to varying degrees; for example, see Samuel 
Phillips Newman, A Practical System of Rhetoric, Or, The Principles and Rules of Style: Inferred from Examples of 
Writing (Portland: William Hyde, 1827); B. D. Emerson, The Academical Speaker: A Selection of Extracts in Prose 
and Verse, from Ancient and Modern Authors (Boston: Richardson, Lord and Holbrook, 1830); The American 
Orator’s Own Book: Or, The Art of Extemporaneous Public Speaking, Including a Course of Discipline for 
Obtaining the Faculties of Discrimination, Arrangement and Oral Discussion; with a Debate, as an Exercise in 
Argumentative Declamation; and Numerous Selections for Practice (Philadelphia: James Kay, Jun. and Brother, 
1836). However, Tuthill’s reader had some unique features, as evidenced by contemporary praise, see Eldred and 
Moretensen, Imagining Rhetoric: Composing Women of the Early United States, 114. 
175 See Abzug, Cosmos Crumbling: American Reform and the Religious Imagination, 36–40. New Haven Theology 
was systematized in the teaching of Dwight’s student Nathaniel William Taylor, who was minister at First Church in 
New Haven and a Professor of Didactic Theology at Yale and who was widely read in Scottish Enlightenment 
philosophy; see Hovenkamp, Science and Religion in America, 1800-1860, 20. Taylor’s major works were 
published posthumously. 
176 Abzug, Cosmos Crumbling: American Reform and the Religious Imagination, 36. 
177 See for example his sermon Lyman Beecher, The Practicability of Suppressing Vice, by Means of Societies 
Instituted for That Purpose. (New London: Samuel Green, 1804). 
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Taste was positioned as a primary tool of the architect in producing the progress of national 

sanctification. However, before turning to taste I must first address the third term in the axis of 

moderate Calvinism, Republican political theory, and Scottish Enlightenment philosophy. 

Scottish Common Sense Philosophy and Mental and Moral Science 

The influence of Scottish Enlightenment philosophy on thought in the Early American 

Republic manifests itself in a number of ways, in particular in the celebration of common sense. 

Tocqueville observed: 

There is not, I think, a single country in the civilized world where less attention is 
paid to philosophy than in the United States. 
Americans have no philosophical school of their own, and the schools that divide 
Europe are of precious little concern to them. They scarcely even know their 
names. 
Yet it is easy to see that nearly everyone who lives in the United States shares a 
similar cast of mind and conducts his thinking according to a common set of 
rules. In other words, Americans possess a common philosophical method, even 
though they have never taken the trouble to define its rules.178 

The idea of common method, of a common sense or sensibility about how reason works, 

provided an ethical and epistemological foundation in the (divine) composition of the human 

mind—a foundation that was named by the slogan of Baconianism. This Baconianism appears as 

a form of practical enlightenment, that Tocqueville summarized as a kind of utilitarian freedom: 

To be free of the systematic spirit, the yoke of habit, family maxims, class 
opinions, and, up to a point, national prejudices; to treat tradition only as a source 
of information and existing facts as useful to study only in order to do things 
differently and better; to seek on one’s own and in oneself alone the reasons for 
things, to strive for results without becoming wedded to the means of achieving 
them, and to aim beyond form at substance; these are the principles features of 
what I shall call the philosophical method of the Americans. 

This was a methodology of common sense, and as Deleuze puts in Difference and Repetition: 

“while philosophy refers to a common sense as its implicit presupposition, what need has 
                                                
178 Tocqueville, Democracy in America, 483. 
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common sense of philosophy?”179 Most Protestant Americans were not attuned to the 

particularities of what, according to any Continental or Scottish philosopher, precisely 

constituted common sense. However, many of their pastors were educated at early American 

colleges, where Scottish common sense philosophy was imprinted into the Protestant American 

mind through courses on “mental and moral science.”180 Usually taught by college presidents, 

these classes cut across denominational and philosophical distinctions with a unifying theme of 

the foundational nature of human consciousness. Studying human consciousness scientifically 

(in the sense of Baconian science discussed above) was part and parcel to studying morality.181 

Scottish Enlightenment philosophy provided American Republican Theology tools to 

moderate Calvinist doctrines of total depravity. It provided ways to affirm the human capacity to 

be good and to pursue truth and beauty, and it affirmed that humans could progress and refine 

these characteristics. Christian moral codes were understood to be absolute, but theistic mental 

and moral science made it possible to approach them both prescriptively and descriptively—they 

are both what humans should do and descriptions of what humans are. As Meyer writes, 

“morality could thus be approached as an inductive science, and the natural order could be 

expected to yield ethical values.”182 Humanity was the hinge between what is and what ought to 

be. 

One of the initial and probably most influential courses in this vein was taught by the 

College of New Jersey president and Founding Father John Witherspoon, published as Lectures 
                                                
179 Deleuze, Difference and Repetition, 134–35. 
180 Meyer, The Instructed Conscience: The Shaping of the American National Ethic; Martin, The Instructed Vision: 
Scottish Common Sense Philosophy and the Origins of American Fiction; Redekop, “Reid’s Influence in Britain, 
Germany, France, and America,” 327; Lynerd, Republican Theology: The Civil Religion of American Evangelicals, 
86; Noll, America’s God: From Jonathan Edwards to Abraham Lincoln, 233. 
181 Noll, America’s God: From Jonathan Edwards to Abraham Lincoln, 94. Also see Meyer, The Instructed 
Conscience: The Shaping of the American National Ethic. 
182 Meyer, The Instructed Conscience: The Shaping of the American National Ethic, 28. 
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on Moral Philosophy in 1771. Witherspoon, who had been educated at University of Edinburgh, 

built his moral theory firmly in the line of Scottish common sense philosophy. The content of his 

lectures drew substantially on Hutcheson, especially in structure.183 He affirmed the fundamental 

role of “moral sense,” drawing analogical relations between this internal sense and the external 

senses and developing an account of political and civil institutions out of this moral 

anthropology. He was succeeded by one of his former students Samuel Stanhope Smith (1751-

1819) whose Lectures on Moral and Political Philosophy (1812) carried the project of the 

Scottish Enlightenment even further, applying Reid’s thought to a variety of topics.184 The 

network of ideas formed amongst these American “academic moralists” and Scottish 

Enlightenment philosophers aimed to establish ‘scientific’ ethical foundations for human 

activity.185 It was a foundation that establishes the compatibility of religion and scientific reason; 

as Witherspoon wrote, “if Scripture is true, the discoveries of reason cannot be contrary to it.”186 

Undergirding the foundational beliefs in the compatibility of religion and science was a belief in 

the methodological unity of the study of the natural and the immaterial. Francis Wayland, the 

Baptist president of Brown University from 1827-1855 and a proponent of Reidian common 

sense philosophy, in The Elements of Moral Science (1835) said there is a correspondence of the 

world without and within: “light without, and the eye within; beauty without, and taste within; 

                                                
183 Morrison, John Witherspoon and the Founding of the American Republic, 49–50; Noll, America’s God: From 
Jonathan Edwards to Abraham Lincoln, 110. 
184 A host of similar texts followed Witherspoon and Smith, such as Asa Burton’s Essay on Some of the First 
Principles of Metaphysicks, Ethicks, and Theology (1824) and Thomas C. Upham, Elements of Intellectual 
Philosophy (1827; expanded in 1831 into Elements of Mental Philosophy). Prior to becoming president, Smith had 
been professor of moral philosophy. He was a member of the American Philosophical Society and it was to the 
Society that he first delivered his 1787 lecture “On the Causes of Variety of Complexion and Figure in the Human 
Species” to which we will return in chapter six. 
185 May describes the American ideology of the nineteenth-century as a “series of tacit compromises,” unexpressed 
but assumed, the most basic of which is between the beliefs in “moral certainty” and “the desirability of change and 
progress;” May, The Enlightenment in America, xi. 
186 Witherspoon, Lectures on Moral Philosophy, 1. 
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moral qualities in actions without, and conscience to judge them.”187 The unity of dualistic 

philosophy was, first and foremost, evident in the human being her or himself.  

The relation of Tuthill’s work to Scottish thinkers was explicit. In her Reader, reprints 

from key teachers in the tradition of moderate Calvinism and the American moral philosophy 

were bolstered by selections from Scottish Enlightenment authors including Stewart, Sir Walter 

Scott, Thomas Brown, and John Abercrombie.188 The companion guidebook Young Lady’s Home 

was prefaced with a quote from Stewart:  

There are few individuals whose education has been conducted, in every respect, 
with attention and judgment. Almost every man of reflection is conscious, when 
he arrives at maturity, of many defects in his mental powers, and of many 
inconvenient habits, which might have been prevented or remedied in his infancy 
or youth. Such a consciousness is the first step towards improvement; and the 
person who feels it, if he is possessed with resolution and steadiness, will not 
scruple to begin a new course of education for himself. It is never too late to think 
of the improvement of our faculties.189 

                                                
187 Francis Wayland, Elements of Moral Science, 5th Edition (Boston: Gould, Kendall and Lincoln, 1837), 99. The 
Elements of Moral Science went through five editions in its first two years, and by 1890 had sold 200,000 copies; 
Redekop, “Reid’s Influence in Britain, Germany, France, and America,” 332. 
188 Tuthill also included a number of selections from the English Christian philosopher and historian Isaac Taylor’s 
devotional Saturday Evening (Another of Taylor’s texts popular in the United States was The Natural History of 
Enthusiasm). Her more ecumenical approach leaders her to also includes selections from other positions, such as 
from the Unitarian preacher William Ellery Channing, who had profound influence on the New England 
Transcendentalists. Her range is also evident inclusions from Francis Bacon, Berkley, Burke, Gibbon, David Hume, 
as well as Wordsworth, Milton, Shakespeare, and Coleridge. See Tuthill, The Young Lady’s Reader, 41, 78, 92, 119, 
182; Isaac Taylor, Saturday Evening (London: Holdsworth & Ball, 1832). 
189 This quote is from Dugald Stewart, The Works of Dugald Stewart: Elements of the Philosophy of the Human 
Mind (Hilliard and Brown, 1829), 15. William Dunlap, in his two-volume A History of the Rise and Progress of the 
Arts of Design in the United States (1834), quoted Stewart as well: “A man of benevolence, whose mind is tinctured 
with philosophy, will view all the different improvements in arts, in commerce, and in science, as co-operating to 
promote the union, the happiness, and the virtue of mankind”; Dunlap, History of the Rise and Progress of the Arts 
of Design in the United States, 336.The original quote is slightly different; see Stewart, The Works of Dugald 
Stewart, 394.Tuthill also prefaced her guidebook with words from Wordsworth: 

A traveller betwixt life and death;  
The reason firm, the temperate will,  
Endurance, foresight, strength, and skill,  
A perfect woman, nobly planned  
To warn, to comfort, and command;  
And yet a spirit still, and bright,  
With something of an angel light. 
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Walter’s relationship to Scottish Enlightenment philosophy was less explicit, coming 

mostly via his reading of Loudon and through his religious education. However, his discussion of 

architectural theory in the sixth of his Lectures bears the explicit marks of Archibald Alison and 

the philosophical anthropology developed in some of his Sunday School lessons borrows directly 

from Scottish philosophers like Stewart. Common sense philosophy in the Early Republic, as 

Noll puts it, “became deeply ingrained because it seemed so intuitive, so instinctive, so much a 

part of second nature.”190  

Common sense acted as a philosophical methodology that framed a way of knowing in 

which the presence of the frame itself recedes. This, as I discussed in the “Introduction,” is 

precisely what is at stake in what Deleuze defines as the image of thought—that through which 

we delimit thought and non-thought, sense and nonsense. As Reid wrote, “A man of sense is a 

man of judgement. Good sense is good judgement. Nonsense is what is evidently contrary to 

right judgement.” Thus, common sense was understood as “that degree of judgement which is 

common to men with whom we can converse and transact business.”191 This is an absolutely key 

point—a philosophy of common sense is not anti-reason or rational argumentation, but it is a 

philosophy that denies the problem of foundations. Said another way, common sense hides the 

constructedness of the image of thought by saying “everybody knows that…” The problem 

presented for the professional architect by the combination of common sense philosophy and 

Republican theology was how to preserve both the exceptionality of expertise and the unity of 

common sense.  

                                                
190 Mark A. Noll, “Common Sense Traditions and American Evangelical Thought,” American Quarterly 37, no. 2 
(Summer 1985): 113. See also Lynerd, Republican Theology: The Civil Religion of American Evangelicals, 86; 
Noll, America’s God: From Jonathan Edwards to Abraham Lincoln, 233. 
191 Thomas Reid, The Works of Thomas Reid, ed. Sir William Hamilton, 6th ed., vol. 1 (Edinburgh: McLachlan and 
Stewart, 1863), 421. 
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The Architect’s two Civil Bodies: Church and Profession 

It was a conception of the profession in harmony with its variety of early nineteenth-

century roots that Walter defended in 1871 when he refused a request to submit plans for a 

Library at Princeton College. He could not, Walter informed the committee, submit material in a 

situation in which “all mankind is invited to send in plans” without compromising his “fidelity” 

to his profession.192 Architects alone are competent to answer the problem proposed, and, 

further, for the architect “their time and their skill . . . is money.” A professional architect’s 

drawings are not equivalent to the sketches of amateurs—they are labor valuable on their own 

regardless of whether a building is built.193 Walter, in this letter, made a key move in defining the 

status and uniqueness of the professional: “Princeton college wants but one Architect, and if he is 

well skilled in his profession he requires no outside aid whatever; the less he is annoyed by 

suggestions, and hints and interferences, the better it be for the college.” The body of the 

professional intersected the universal and particular. The professional architect embodied the 

complete knowledge of the profession—he was a one that represented the whole.  

The conception of exclusive professional activity was squared with Republican Theology 

by understanding the actions of the architect as done on behalf of the nation. While the authors of 

Republican Theology in the United States were skeptical of voluntary associations formed 

without precise and direct objects, civil bodies formed with specificity were seen as fundamental 

for collective progress and national uplift.194 Between the grand narrative of divinely directed 

                                                
192 TUW, Letterbooks, Walter to Welling, Mar. 9, 1871. 
193 This argument was echoed in Walter’s eleventh annual address to the AIA, when he said that only private, select 
competitions should exist; TUW, Box 20, Folder 286. It also echoes an 1866 letter sent in response to an open 
competition for the design of the War Office, which was signed by a number of architects, including Walter; TUW, 
Box 3 Folder 29, Upjohn, et al. to Brevet Lt. Col. T. J. Treadwell, et al., December 6th, 1866. 
194 See Francis Wayland, The Elements of Moral Science (Cambridge, Mass.: Belknap Press of Harvard University 
Press, 1963), 308. 
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historical progress and the personal responsibilities of individual improvement, it was the action 

of voluntary, civil collectives that would provide a space for action. For example, well known for 

his sermons on temperance and other moral causes, Lyman Beecher, in The Practicability of 

Suppressing Vice, by Means of Societies Instituted for That Purpose (1803) said that evidence 

confirms the “belief of the practicability of suppressing vice, by means of societies instituted for 

that purpose.”195 Moral organizations proliferated in the first decades of the nineteenth century, 

and beyond the promotion of national virtue, colonization and missionary societies promoted a 

world historical (and deeply racist) understanding of the reach of voluntary organizations’ moral 

responsibilities. As Tocqueville observed, Americans “are forever forming associations . . . If 

they want to proclaim a truth or propagate some feeling by the encouragement of a great 

example, they form an association.”196 The architectural profession was exclusive yet was 

oriented towards the public good. 

However, the relationship of professional identity to the most unique and archetypical of 

mediating institution for Republican Theology was vexed. The end of Walter’s 1871 letter to 

Princeton put this tension on display: 

My high regard for you, and the attachments of friendship, and of Christian 
fellowship that exists between us, led me, at first to entertain the thought of 
complying with the circular; but, upon reflection I found that I could not do so 
without going contrary to all my teachings—public and private; to my obligations 
to the profession to which I belong, and to my own self respect. 

Walter described the pull of two different bodies—the call of two different ekklêsia: the body of 

Christian fellowship and the body of professional architects.  

                                                
195 Beecher, The Practicability of Suppressing Vice, by Means of Societies Instituted for That Purpose., 10. He 
helped found the Connecticut Society for the Suppression of Vice and the Promotion of Good Morals in 1813, along 
with many other national Bible and missionary organizations; Abzug, Cosmos Crumbling: American Reform and the 
Religious Imagination, 40. 
196 Quoted on Lynerd, Republican Theology: The Civil Religion of American Evangelicals, 105. 
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For founding fathers like Rush and Witherspoon and the voices of moderate Calvinism 

like Dwight and Beecher, the church was the key institution that mediated between individual 

improvement and national progress.197 The church—ekklêsia—was an assemblage of people 

“called together,” a body formed “for the enjoyment and the diffusion of Gospel privileges” 

Walter said in a Sunday School lesson.198 Any collective body, Walter said paraphrasing a 

Presbyterian publication, whether civil or religious is an ekklêsia. But the church is unique 

amongst these bodies in that it is a body, an assembly, characterized by actual, localized 

congregations of individuals but also by the general, abstract calling of the universal church.199 

The abstract whole of the church was not the nation. It was a universal body that cut across time 

and space from the death of Christ to the millennial future, a fundamental participant in divinely-

ordered world history. The church is the crucial seam in the world. Walter, in a Sunday School 

lesson rejecting polygenetic accounts of the origins of humanity, says that the world of humans 

“is divided into two classes, and only two, believer and unbelievers—the church properly 

speaking embraces all believers, the world all unbelievers.”200 Beecher, in The Design, Rights, 

and Duties of Local Churches (1818) was explicit about how the church is “a society 

                                                
197 Lynerd, 94–98. 
198 TUW, Box 21, Folder 315, “The Church,” Acts 1, February 19, 1860. As in this lecture, Walter at times will 
reference the Greek root of an English word, but does not actually use the Greek word. The sources he is drawing 
on, however, do. Parts of this lecture are copied and paraphrased from multiple sources, including the entry on 
“church” in the Presbyterian Bible Dictionary for the Use of Bible Classes, Schools and Families, 3rd ed. 
(Philadelphia: Presbyterian Board of Publication, 1851), 102–3. Also, Albert Barnes, Notes, Explanatory and 
Practical, on the Acts of the Apostles, Designed for Bible Class and Sunday-Schools, 2nd ed. (New York: Leavitt 
Lord & Co., 1835). 
199 Gerhard Kittel, ed., Theological Dictionary of the New Testament, vol. 3 (Grand Rapids, Mich., 1964), 500ff. As 
Schmidt (in Kittel) points out, the word has cultic origins: “those who are summoned and called together by the 
herald.” But this cult is one that desires to be distinct from all other cults, one that stands against all the world—
including “the so-called religious world.” The distinction is of an abstract absolute and false religions. 
200 TUW Box 6 Folder 97, “A prophecy of the ultimate triumph of Christ’s Kingdom,” Isaiah 35, February 17, 1856. 
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incorporated by the God of heaven with specific chartered privileges.”201 And, he went on, the 

purpose of this body was quasi-architectural: “Each church is a body corporate for the exclusive 

purpose of promoting the benevolent designs of the Most High God.” 

The architect had two bodies—Christian and professional. With his Christian brethren, 

Walter grouped relations of admiration and friendship, and with his fellow architects, authority 

and his own self-respect. The pull of the church was towards self-sacrifice in service of the 

promotion of national virtue; professional obligation pulled towards acknowledging work as 

expert labor exercised over time that must be converted into money. It would be at the level of a 

discourse on world historical meaning that these contradictions would be sorted out. 

History and the Project of Taste 

For both the religious and secular bodies, the relation of individual and collective 

presented problems. How, for the Protestant, was personal improvement related to national and 

global progress? And how, for the architect, was his individual practice, and indeed the design of 

particular buildings, to be related to the progressive narrative of architectural history as whole? A 

connection for the Christian was secured through the local church, a civil body that mediated and 

took definable moral action at a scale between individual and nation. The architect was faced 

with the challenge of defining the medium of their practice between the scale of the individual 

body and the nation. This became a particularly acute problem for the indifferentist who, like 

Lafever, juxtaposes the grounds of religion and taste. While the former may be absolute, the 

latter is absolutely contingent.  

                                                
201 Lyman Beecher, The Design, Rights, and Duties of Local Churches (Andover: Flagg and Gould, 1819), 5. In this 
sermon, the historical frame goes from the initial patriarchy of priesthood and a single body of human beings, to the 
split from the pastoral to the agricultural and commercial states and the formation of groups of people and nations 
(in which the Jews are unique) and then into the Christian age of the Church. 
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One response to the contingency of architectural taste could be to secure a secularized 

foundation for architecture. As Horst Bredekamp argues in The Lure of Antiquity and the Cult of 

the Machine (1993), fine art was thoroughly disconnected from utilitarian technology by 

eighteenth-century writers, such as Johann Joachim Winckelmann. 202 Fine art was a fundamental 

medium for orienting humanity towards politics. The Enlightenment project of Jefferson and 

Latrobe to a large extent followed this line of thought. For Jefferson and Latrobe, the choice of 

style was entwined in what it could do for civic life, and classicism, by association, was an 

embodiment of the “republican simplicity” that they saw as the destiny of the United States. 

Latrobe, in 1810 compared the formation of national taste to a national language and promoted 

Republican simplicity through an alignment of Grecian arts with individual freedom.203 Lafever 

wrote that “it has been justly observed, that the public at large has a claim over the architecture 

of a country.”204 And continued that architecture is “a common property, in as much as it 

involves the national taste and character.” The architect does not have a right to invention freed 

from the nation. The root of architectural taste on this account was the need to embody 

republicanism and orient the body politic.205 Architectural form embodied the relationship 

between the individual and collective architectural bodies by finding something on which 

architecture as a fine art could be contingent. 

An alternate response to the potential marginalization of the architect by the contingency 

of taste was Walter, who made the medium through which the professional architect works into 

                                                
202 Bredekamp, The Lure of Antiquity and the Cult of the Machine: The Kunstkammer and the Evolution of Nature, 
Art, and Technology, 94ff. 
203 Latrobe, The Correspondence and Miscellaneous Papers of Benjamin Henry Latrobe, 3: 65-91. 
204 Lafever, The Architectural Instructor, Containing a History of Architecture from the Earliest Ages to the Present 
Time, 16. 
205 See Dell Upton, “Architectural History or Landscape History?,” Journal of Architectural Education 44, no. 4 
(1991): 195–99. 



234 

one with decidedly divine roots: Republican Theology rather than a-theological Republicanism. 

Understanding taste as a symptom of the ray of immortality that shot through the carnal world in 

the human soul transformed the distinction of useful and fine arts, of function and adornment, 

into two types of necessity: lower and higher. While meeting the bare material needs of animal 

life was of course a necessity for building, meeting the spiritual needs of a fallen creation that 

imperfectly reflected the divine was a higher calling. This higher calling was inscribed into a 

universalizing narrative of history in which the project of American nationalism aimed at the 

sanctification of the globe. Architectural appearance was an issue of religion and morals, it 

embodied a historical relationship not only between the individual and nation, but further the 

individual and a divine drama.  

But the recommendations of these two approaches varied only in degree. Christianity 

was, in fact, threaded through the metaphysics and epistemology of the indifferent in the Early 

American Republic. Ultimately, the immediate prescriptions for the individual and the nation 

given by Jefferson and Latrobe’s Republicanism and by Walter’s Republican Theology were 

similar. Taste, whether divine or worldly, was largely understood through the lenses of 

associationism, an epistemology picked up largely via the intense influence of Scottish 

Enlightenment philosophy and political theory on early American intellectuals that understood 

form and meaning to be related through repeated alignments rather than absolute necessity.206 

Architecture’s associations mattered because they made it into a moral and political 

technology.207 Architecture’s higher necessity was in value-signifying ornamental excess over 

                                                
206 Lafever, for example, cites Alison to this effect soon after the initial quote in this chapter.  
207 As Jeffry Morrison points out, we can see many similarities between Jefferson and the more religiously devout 
like John Witherspoon, because they shared the same moral anthropology, deeply indebted to Scottish 
Enlightenment thought. Morrison, John Witherspoon and the Founding of the American Republic, 51–62. 
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and above mere building, and this excess was a tool for encouraging the progress of national 

sanctification. But, as Walter often pointed out, the control of this symbolic and material medium 

requires a knowledgeable practitioner aware of his ethical responsibilities, and it was in an 

architectural history, structured by a proper understanding of the divine direction of progress, 

that these responsibilities could be found. 

Enlightenment and material progress as experienced in American architecture was deeply 

bound up with religion—Yankee ingenuity was likewise Yankee faith. The educated white male 

body of Walter, or any other member of the American Institution of Architects, acted as a 

particular standing in for a universal, a subject who existed in the world who through their 

knowledge of history, would be tied to a cosmic order. The collective body’s non-indigenous 

status obscured a particular kind of indigeneity. Taste became the medium through which the 

individual architect’s body was positioned on the global stage in a way that he took part in and 

even guided the unfolding drama, and it is to the structure of this drama that we now turn. 
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5. The New Israel: Racialization and the Subject of Global Progress 

The history of architecture, considered philosophically and as 
connecting itself intimately with the other arts, with science, and 
with legislation, is, properly speaking, the history of the human 
mind. It bears so strong an impression of the character of the 
people by whom it has been cultivated, that an attentive 
examination of its origin and progress is the most effectual way to 
discover the genius, the manners, and the mental characteristics of 
the various nations of the world. 

James Elmes, Lectures on Architecture, 18231 

I shall submit to your consideration, at this time, some of the 
reasons which justify the hope, that our nation has been raised up 
by Providence to exert an efficient instrumentality in this moral 
renovation of the world. 

Lyman Beecher, A Sermon, Addressed to the Legislature of 
Connecticut, 18262 

 

In the last chapter, through the concept of Republican Theology I investigated the role of 

architecture in the relationship of individual improvement to national progress. I concluded that 

professional architecture was understood, like the church, as one of the key mediating 

institutions along the path of individual and collective moral and mental advancement. I now 

turn to how the mediating institution of professional architecture was grounded in a discourse on 

the larger scale of global history. That is, the conception of architectural thought through 

Republican Theology was not merely of a domestic of the national sanctification. Rather, 

architecture’s role was world historical. Tying architecture to an unfolding cosmic drama was a 

tool of professional justification—as the sociologist Magali Sarfatti Larson suggests, historical 

continuity “is deliberately sought in the attempts by organized professions to give themselves a 
                                                
1 Elmes, Lectures on Architecture, 24–25. 
2 Lyman Beecher, A Sermon Addressed to the Legislature of Connecticut, at New-Haven, on the Day of the 
Anniversary Election, May 3d, 1826 (New Haven: I. Bunce, 1826), 6. 
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culture with roots in a classic past.”3 For Walter and Tuthill the past was indeed classical, as the 

prioritization of the Grecian revival showed, but it was also divine. America was conceived not 

only as a new Greece, but also a new Israel. 

This chapter will begin with Walter’s and Tuthill’s accounts of the rise of architectural 

science in conjunction with Egyptian nationalism after the flood, and in particular with the way 

they racialized this development as black. In their racialized global architectural history, nation 

and race became easily interchanged terms and progress was thought in terms of cultures and 

their architectures. It will then turn to the Jewish flight from Egyptian captivity and show how 

the departure of the Jewish people from Egypt was understood as architectural progress, 

reconstructed in a historical imagination that positions pre-European North America as Egyptian 

and the arrival of Protestants as the flight of God’s chosen people, in particular the way they 

position the United States as a new Israel. In the final section, I will turn to the way this narrative 

is used to construct an understanding of human subjectivity for whom taste is a divine issue and 

one that through a process of climatological and cultural assimilation results in racial and global 

progress. Understanding these moves is a way of formulating an answer to the question of how 

professional architecture provides epistemic grounds for practice. 

1. Black Beginnings after the Flood 

The account of lost origins—the fall which induced a necessary struggle against nature 

followed by a divinely directed global flood that obscured the specificity of this initial struggle—

allowed Walter and Tuthill to inscribe into architectural history an original real yet mythological 

imperfection. All that could be done was to make philosophically and theologically historical 

                                                
3 Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, xv. 
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conjectures about the architectural prefigurations—the cave, the hut, the tent, and the cabin—that 

were constructed. It also allowed them to situate the specific point of beginning for architectural 

practice with which the United States was in continuity in the formation of a national culture—

specifically Egyptian—rather than individual primitivity. It is from this starting point that a 

globalized progressive historical narrative through nations was constructed.  

The first Post-Diluvian Architectural Marks, Monuments to God and to Man 

As discussed in chapter four, for Walter and Tuthill there was continuity between 

divinely inspired biblical history and the uninspired work of historians and archaeologists. These 

two sources were entirely compatible. The deluge, documented in chapters six through nine of 

Genesis, was a historically real event, brought on as a divine reaction to the extent of human 

wickedness. Elmes, in his 1823 Lecture on Architecture that had so inspired Walter, was 

insistent, that “this important fact in the history of our globe (the deluge) is daily becoming more 

a matter of proof.”4 The surface of the earth was covered by water, killing all of humanity except 

for Noah and his family, who escape on the ark with representatives of all the animal species. 

The division of the antediluvian and postdiluvian conditions was one of the historical legibility 

of architectural creation.  

Two key narratival features of a Protestant architectural history of the postdiluvian world 

both revolved around signs: the architectural monument and differentiation of the human race.5 

The first sign, or mark, was built as the flood waters receded: an altar where a divine promise 

was signified by a sacrifice. After the Deluge, Walter writes, “the sacrifices were types, and 

symbols, and prefigurations of the fulfilment [sic] of those promises; which they received by 
                                                
4 Elmes, Lectures on Architecture, 26. He cites the “continual discoveries of fossil remains.”  
5 Walter discusses “signified” meaning, “signs,” and “symbols" in TUW, Box 6, Folder 97, “Introductory Remarks,” 
Revelation 1:1-11, March 24, 1861. 
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faith.”6 Like the primitive cave, hut, tent, or cabin, the sacrifice was a prefiguration of something 

to come. These types represented a coming archetype, or “antitype" as Walter says.7  It would be 

with the sacrifice of Jesus Christ, over 2000 years later that this ritual marking would be brought 

to an end: “After the fulfilment [sic] of these types the bleeding lamb had no more significance, 

and sacrifices were no longer a sweet smelling savor to the LORD—their end was answered.” 8  

 

Figure 38. Edward Hicks, Noah's Ark, 1846, The Philadelphia Museum of Art, 
Philadelphia. 

Between the flood and the death and resurrection of Jesus Christ, a Protestant image of 

history organizes a particular relationship of human and divine, one in which architecture acts as 

a key mediating instrument. In a Sunday School lesson, Walter said:  

There is something in a stone set up as a memorial that speaks to the mind as no 
other material object ever speaks. Splendid buildings, cities, works of art, are said 
to be monuments of their projectors, but this is the case to a very limited extent, 
the practical uses to which they are applied give rise to other associations than the 

                                                
6 TUW, Box 21, Folder 303, “Landing from the Ark,” Genesis 8:15-22 and 9:1-16, July 14, 1867. 
7 TUW, Box 22, Folder 346, “Passover,” Exodus 12:21-30 & 51, 1874. 
8 TUW, Box 21, Folder 303, “Landing from the Ark.” 
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recollection of their buildings, while the simple stone, the pillar set up to 
commemorate a person or an event has no other work to do, and it does that work 
while a line remains upon it to indicate its purpose.9 

The stone altar on which sacrifices occur is a monument, a degree zero of architecture without 

any of the “other associations” of functional buildings. Elmes described this architectural mark 

as “one of the most ancient examples of post-diluvian sacred architecture on record,” a “rude” 

beginning point along the evolutionary history that passed from rudeness to refinement.10 In its 

rudeness, the altar is an architecture prepared for symbolic meaning. Thus, we see here 

architecture beginning again not as a form of primitive protection from the elements but as 

symbolic mark, as a system of representation, the purest form of which is the monument.11 

A second version of the symbolic mark of the altar, but one that glorifies man rather than 

God, appears in the first great city in the postdiluvian world: Babylon. In both Walter’s and 

Tuthill’s narratives there are actually two Babylons and two Towers. While the original city of 

Babylon and the first Tower of Babel are the initial, divinely thwarted attempt at human self-

deification, the second city of Babylon and its Temple of Belus, which both Walter and Tuthill 

agree is not the same structure as the famed Tower of Babel, are the great constructions 

described by Pliny and Herodotus and investigated by the some of the first archaeologists 

                                                
9 TUW, Box 20, Folder 297, “Siege of Jericho,” Joshua 4 and 6, April 17, 1864; and Box 20, Folder 291, “Faith,” 
Hebrews 11:13-20, October 21, 1860 and February 17, 1867. 
10 Elmes, Lectures on Architecture, 28. Elmes imagines a conjectural history from here: “First, the altar erected on 
the earth—next a pavement round it to prevent the earth being sodden by the blood of the animals, and the wet 
offerings,—then a row of rude upright stones, equidistantly placed round it,—which, being covered over, preserve 
the sacrifices, priests, and offerings, from the rain and sun:--thus it becomes a primeval temple, with its roof, its cell, 
and its altar.” 
11 It’s worth noting the similarities to Adolf Loos’s much later articulations of the division of functional building and 
architectural monuments. As we will see below, his discourse is even more precisely prefigured in Robert Cary 
Long, Jr.’s description of the mound on the grave as the first architectural mark in Long, The Ancient Architecture of 
America. 
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(Walter and Tuthill both drawing directly or indirectly on Claudius James Rich’s descriptions of 

the ruins in Narrative of a journey to the site of Babylon in 1811).12  

The first Babylon was, Walter said, “the city of the world.” It was the urban center from 

which all cultures erupted, and its tower was a monument aimed at unifying all of this 

civilization under the mark of man.13 It is this tower that has occupied the imagination of many 

grand architectural histories, perhaps most notably that of Hegel. But for Walter it can only be 

understood as an absence. We do not have “the slightest hint as to the architecture of that tower” 

Walter says. After its ensuing destruction out of divine retribution, this tower can only be 

emplotted in architectural history as a point of negativity. It is another degree-zero monument, 

one to man rather than to a divine promise. 

The second Babylon—a square, gridded city of 676 blocks totaling 15 miles across—is 

the one of which modern archaeology has found traces. As “the mistress of the world in arts, 

sciences, and civilization” it was, like the first version of the city, the place where people and 

                                                
12 On Babylon, see Walter, Lectures on Architecture, 35–38.This material is repeated and expanded in TUW, Box 
21, Folder 304, “Babylon,” July 28, 1867, as well as Box 23, Folders 392, “Babylon,” Isaiah 13,  December 2, 1855; 
Folder 393, “Babylon,” Isaiah 14:1-23, December 16, 1855; Folder 394, “Babylon: Its Destruction,” Daniel 5, 
December 23, 1855 and May 31, 1857; and Box 24, Folder 441, “Babylon,” Genesis 10:8-10, February 21, 1858 and 
November 27, 1864; and Folder 442, “Destruction of Babylon,” February 28, 1858 and September 8, 1867. These 
lectures are part of a longer series of five lectures on Babylon in later 1855 through earlier 1856. Likewise, the brief 
remarks about Nineveh on these pages in the Lectures are expanded, drawing on archaeological research, in TUW 
Box 21 Folder 311, “Nineveh,” April 12, 1868 and Box 24, Folder 443, Nineveh, Genesis 10:11-12; Nahum 2 and 3,  
March 7, 1858. Walter’s account mirrors Elmes in important places, in particular in its references to Herodotus (and 
later in describing Nineveh to Diodorus); Elmes, Lectures on Architecture, 33ff. Tuthill sees the city arising on the 
site of the ruined Tower of Babel. Walter, in the Lectures, sees the two sites as separate. However, in Box 23, Folder 
393, Walter suggests the tower is in the same site as the city and that the tower in the middle of Babylon is the 
remains of the original Tower. In support of this he cites Samuel Bochart, a seventeenth century French protestant 
theologian. Here also he notes that “there were rooms in side of the Tower intended for the worship of the god 
Belus, or Baal.” In Box 21, Folder 304, he says explores have yet to decide whether the two Babylons have the same 
site or not.  The second Babylon is scarcely mentioned in the Bible, he said until it became “connected with the 
history of the Jewish people,” see Box 21, Folder 304. Walter points to 2 Kings 20:14-18, Isaiah 13:19-22 and 14:4, 
11-15, 22-23; Jeremiah 51:6-13, 24-26, 37-44, 53-56, 58-64. 
13 TUW, Box 21, Folder 304, “Babylon.” 
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goods from all over the world gathered and from which civilization launched.14 This Babylon 

matters for Walter not only in its historical specificity, but more importantly because of its 

function in Biblical prophecy. It gave rise to the first king to be deified and thus to the first 

significant instance of postdiluvian idolatry. Thus, while it was the greatest city on earth, it was 

compromised by excess: “She was corrupted by luxury, and gradually become effeminate and 

profligate.” It is this image of Babylon, of a city of man brought down by misdirected worship 

and excessive material desire that as a sign, an archetype or model, that would recur in their 

analysis of history, but also in their warnings for the future. Walter, for example, understands the 

mystic ‘whore of Babylon’ referenced in chapters 17 and 18 of John’s Revelation is Rome. But it 

is a pagan city whose misdirected idolatry and heresy is now taken up by the Catholic church.15 

 

Figure 39. Babylon, to which Philadelphia was compared, from Humphrey 
Prideaux, The Old Testament and New Testament Connected, 1725 

                                                
14 TUW, Box 21, Folder 304, “Babylon.” 
15 TUW, Box 23, Folders 395, “Mystical Babylon,” Revelation 17, January 20, 1856 and Folder 396, “Mystical 
Babylon,” Revelation 17,  January 27, 1856. 
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In a comparison that speaks of an imagination of the New World as a postdiluvian tabula 

rasa, Walter and Tuthill both, following the English author Humphrey Prideaux liken Babylon 

and Philadelphia.16 Both are gridded cities situated at the intersection of two rivers, although the 

latter is about 56 times smaller than the former. The comparison to Babylon is a double-edged 

sword, seeing both a promise of civilizing potential and the distinct possibility of indulgent 

excess and profligate decline. Walter—an urbane citizen of Philadelphia and Washington, DC—

understood the city as a source of architectural order and civil virtue. The urban environment was 

a place of collective discourse and national progress. Tuthill was more cautious, although she 

does say that the “neat and  beautiful” city of Philadelphia had realized the glorious replication of 

Babylon’s plan that Penn set out to achieve.17 In several of her fictional works—such as in Love 

of Admiration: or Mary’s Visit to Boston—the city is positioned as arena of temptation, 

indulgence, and spiritual apathy to which the countryside, in particular the pastoral beauty of the 

steeples that dotted the routes across Connecticut, is contrasted as a place of spiritual renewal 

and authenticity.18 In her History, she appeals to Timothy Dwight’s writing on towns and 

countryside in his Travels Through New England.19 His “Connecticut ideal,” as it has been 

called, preferred the rural over the urban. The domestication of an agrarian world dotted by small 

                                                
16 TUW, Box 21, Folder 304, “Babylon,” Tuthill, History of Architecture, 240–41. See Humphrey Prideaux, The Old 
and New Testament Connected: In the History of the Jews and Neighbouring Nations, ... By Humphrey Prideaux, ... 
(R. Knaplock, and J. Tonson, 1725), 135. This comparison was discussed in what was potentially Walter’s and 
Tuthill’s source: Thomas Wilson, Picture of Philadelphia, for 1824: Containing the “Picture of Philadelphia, for 
1811, by James Mease, M.D.” with All Its Improvements Since That Period (Philadelphia: T. Town, 1823). 
17 Tuthill, History of Architecture, 241. 
18 Louisa C. Tuthill, Love of Admiration: Or Mary’s Visit to Boston. A Moral Tale (New Haven: A. H. Maltby, 
1828). 
19 Tuthill, History of Architecture, 270, 315, 322. 
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towns, idealized in his extended poem Greenfield Hill (1794), made the country landscape of 

Connecticut “a specimen of society as close to Eden as fallen humankind could produce.”20 

There were two material, architectural marks made after the flood: a monument to God 

made of stacked stones and a city, crystalized in a monumental tower, to man. Both of these 

symbolic marks are, however, temporary. They are again, prefigurations of something more 

architecturally refined to come. The altar’s function was interiorized in the temple, and its 

materiality was transformed by the fulfillment of the promise in the archetypal sacrifice of 

Christ. The Tower of Babel was also wiped away, as Walter says: “Whatever of earth we write 

our name upon it will decay and at last be lost—to write one’s name in sand or on granite it is the 

same; both will be alike obliterated—it is only a question of time, and time itself will be lost in 

eternity.”21 Tuthill likewise describes monuments as traces that, while seemingly permanent in 

the human frame, are ultimately ephemeral “The dust of the mighty is mingled with that of their 

meanest slaves, it is scattered by every breeze over this mouldering monument of their brief 

glory.”22 This malleability, embodied in the name of Babylon, functions as a narratival tool and 

also a moral warning. Declension is a possibility for a city like Philadelphia, as much as it was 

for Babylon. 

The Curse of Ham, Climatic Assimilationists, and Racial Marks 

The second kind of postdiluvian mark, one that traces through Walter’s and Tuthill’s 

architectural histories as much or even more than the initial monuments to God and men, was 

that of race. It is a term that Walter and Tuthill oscillate between using in the singular and in the 

plural in relationship to humanity as a whole. For example, in Reality, we see Tuthill write that 
                                                
20 Abzug, Cosmos Crumbling: American Reform and the Religious Imagination, 37. 
21 TUW, Box 23, Folder 393, “Babylon.” 
22 This is a description of Persepolis, Tuthill, History of Architecture, 57. 
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works of art are to be made or patronized not for self-aggrandizement but rather for the "human 

race,” whereas she writes in History of Architecture that “As the discoveries of modern geology 

have brought to light extinct races of gigantic animals, preserved in solid rock, to tell us what 

wonders have been in the natural world, so the remains of art reveal to us the power, knowledge, 

religion, and character of races of men.”23 Likewise, Walter vacillates between race as a term for 

particular nations and for the human race as a whole in his Lectures.24 In a Sunday School lesson 

on the Fall (Genesis 2-3), Walter says “We have in these verses a plain and intelligible narrative 

of a transaction that entailed ruin on our entire race.”25 While in other Sunday school lessons and 

in his architectural history lectures, Walter refers to specific people groups such as the 

descendants of Cain or the Assyrians or Babylonians as a race.26 Race thus functions as a 

convenient category of unity and of difference. 

Walter and Tuthill, like most of their contemporaries, believed in monogenesis.27 The 

human race is unified, and Adam was the first of all mankind, of all colors of skin. Dismissing 

those that understand the Bible to be only a history of the white race, Walter upheld monogenesis 

not only in opposition to a theology of polygenesis but also in opposition to the developing 

science of evolution (held by “those whose hearts are at enmity against GOD”), a belief that he 

says produces a skepticism that denies “the purity of our race.” Humans and animals, despite the 

                                                
23 Tuthill, Reality, or, the Millionaire’s Daughter, 178; Tuthill, History of Architecture, 26. 
24 For example, compare the descriptive difference in the collective phrase “first wants of our race” and the nation-
race description of Egyptians as “this powerful race,” Walter, Lectures on Architecture, 34, 41. Likewise see for 
example Walter, 35, 38, 146. 
25 TUW, Box 21, Folder 300, “The Fall,” Genesis 2:8, 9, 15-17; 3:1-6, and January 29, 1865. 
26 See for example TUW, Box 21, Folder 302, “The Antediluvians,” Genesis 4, 6:1-8, June 23, 1867. On the 
Babylonians he describes “the deep seated wickedness that pervaded that wretched race;” Box 23, Folder 394, 
“Babylon: Its Destruction.” 
27 TUW, Box 22, Folder 342, “The Creation,” Genesis 1:20-31, June 23, 1872. On Monogenesis, Walter would 
likely have known of the presentations and publications of Samuel Stanhope Smith at the American Philosophical 
Society. Smith’s Essay on the Causes of Variety of Complexion and Figure in the Human Species (1787, 2nd ed. 
1810) was a direct attack on the idea that variety in the human species was an illustration of polygenesis. 
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comparison of primitive human constructions to those of birds and beavers, were unique. 

Evolution undermines the uniqueness of humanity as a species—including all the descendants of 

Noah (and before that Adam)—in the same way the polygenesis does. Tuthill likewise confirms 

that while there is difference between people of different countries and climates, they are all 

children of God.28 

The construction of the category of race through the differentiation of races—what we 

will call racialization—was bound up with the heirarchization of racism.29 Before the Civil War, 

Walter had owned at least two slaves and there seems to be no evidence of an expression on his 

part of concern over the racist foundations of this system.30 The second enslaved person, John B. 

Keith, was purchased in November 1858. Walter wrote to the seller Dr. W. P. Johnston in 

February 1859 asking for a receipt for his $730 purchase: “I want a title that would enable me to 

recover him should he run away”—the body of another now his own property.31 He did write, 

however, that he had “made a provisional bargain with [John] respecting his ultimate freedom” 

and part of the reason for the request of a receipt was to note this agreement on it. In an 1862 

letter responding to his son Thomas’s pro-confederacy sentiments, Walter, amidst promoting a 

scorched earth policy towards the South, condemned the system of slavery: 

Before this rebellion I was inclined to pro-slavery sentiments; I used to think that 
the colored race were better under masters; and I was disposed to give 

                                                
28 Louisa C. Tuthill, My Little Geography (Lindsay & Blakiston, 1847), 136–38. 
29 See Alexander G. Weheliye, Habeas Viscus: Racializing Assemblages, Biopolitics, and Black Feminist Theories 
of the Human (Durham: Duke University Press, 2014), 72. 
30 The 1860 census documents three free female domestic servants, Ellen Fletcher and Elizabeth and Caroline Butler 
(one mulatto and two black), and one enslaved black man, John B. Keith, living at Walter’s Washington, D.C. 
residence. All four relocated back to Germantown with Walter and his family in 1861. Prior to Keith, Walter in 1857 
owned a slave named “Frank.” I would like to thank Bruce Laverty at the Athenaeum of Philadelphia for bringing 
these details to my attention; the Athenaeum developed an account of some of this information in an exhibition 
entitled “Elegant Things and Vile Uses: The Civil War and the United States Capitol Building,” April 9 – May 18, 
2012, which is now accessible at http://www.philaathenaeum.org/EVExhibit/.  
31 Thomas U. Walter to Dr. W. P. Johnston, February 21, 1859, Walter’s Letterbooks, TUW. 
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slaveholders the necessary protection to preserve their ownership of the slave 
[illegible word], but the first gun fired upon Sumter changed my mind; now let 
slavery go—the quicker the better.—The south have shown themselves unworthy, 
as well as incapable of being the masters of black men—the black men are their 
superiors; in as much as their hearts are not half so black as the hearts of the 
wretched who are fighting against us.—let slavery go—Its days are numbered. 
That is to what everything is now tending.32 

But this wartime sentiment—which we could perhaps actually read as classifying southern white 

slave owners as another race even further below their black slaves—only went so far.33 

In an 1867 Sunday School lesson on the aftermath of the global flood, Walter repeats the 

common myth of the Curse of Ham. The idea of the curse, following Walter goes like this. Noah 

had three sons on the Ark with him from which the entire population of the postdiluvian globe 

would grow, and they embodied “the three leading characteristics of the human family white, 

black, and copper colors.”34 Shem was the father of the people of southern Asia, Natives of the 

Americas, and the Hebrews. While the copper (or “red”) color of Shem was closest to Adam, it is 

white and black—the colors of Japheth and Ham—that were extraordinary. Japheth was the 

father of the Greeks and the whole white race of Europe and Northern Asia. Ham was the father 

of “all the black races of the globe.” Ham committed a crime for which his father Noah cursed 

not him but rather one of his four sons: Canaan. While the white descendants of Japheth were to 

prosper, the black descendants of Canaan who populated Africa were to be made servants of this 

white race. The truthfulness of this curse is undeniable, Walter said: “the tendency of the black 

                                                
32 TUW, Thomas Ustick Walter to Thomas Walter, August 16, 1862. Walter says to his son, “better make the south 
a desert, than let a single traitor live to sow his pestiferous seeds abroad in the land.” He also calls southern traitors 
“demons in human form.” Walter was a member of the E Street Baptist Church in Washington DC that, according to 
an 1862 letter to editor in the New York Times, was strongly anti-slavery and pro-union; “The Troubles in the E-
street Baptist Church, Washington, DC,” June 1, 1862. 
33 While one would presume that Keith was freed prior to Walter writing such a statement, which came a little over 
four months prior to Lincoln’s Emancipation Proclamation, I have not yet found any documentation regarding Keith 
after 1861. 
34 TUW, Box 21, Folder 303, “Landing from the Ark.” 
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race to universal servitude, whether voluntary or involuntary cannot be denied—'a servant of 

servants shall he be.’” 

After discussing the curse of Ham in his 1868 lesson on the aftermath of the flood, 

Walter notes to himself to connect his Sunday school lesson up to architectural history: “Refer to 

the architecture of Egypt—Greece & Rome—Persia, India, Elephanta, Ellora—in explanation of 

the tendencies of the 3 several races.”35 The postdiluvian beginnings of architecture were 

threefold. First, the copper descendants of Shem encompassing a host of different races—a 

collection that Walter treats as separate schools of architecture in his Lectures—Hindu, Persian, 

Phoenician, Chinese, Israelite, and Ancient American.36 Second, the black descendants of Ham 

were figured as Egyptian, in particular by Walter. Thirdly, the architecture of the descendants of 

Japheth, is the architecture of white perfection—the Grecian and Roman architecture of 

“progressive fulfillment” that ends in the universality of whiteness.37 

Tuthill’s engagement with race and racism was more muted. Take for example her My 

Little Geography (1847). Through its account of differentiation, it participates in the “pedagogies 

of colonialism,” as Etsuko Taketani labels it, that characterized much of the women’s writing for 

geographic education in nineteenth-century Sunday School classes.38 Written as a series of 

questions and answers on various subjects of geography, My Little Geography proceeds from 

geographical features through climate, plant life, and animal concluding with “Men.”39 Men are 

different from animals in that God breathed “spirit or mind” into him at creation, but men are 

                                                
35 TUW, Box 21, Folder 303, “Landing from the Ark.” 
36 Walter, Lectures on Architecture, 54. 
37 An influential mid-century text that connected racism and the narrative of progress—especially in relationship to 
later beliefs in Aryan racial superiority—is Joseph Arthur de Gobineau’s Essay on the Inequality of the Human 
Races (1853-55); see Nisbet, History of the Idea of Progress, 288–91. 
38 See Taketani, U.S. Women Writers and the Discourses of Colonialism, 1825-1861. 
39 As discussed below, the text is written in Comstock’s phonetic alphabet. 
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also not all alike—“they differ in different countries and climates.”40 While Men all “have the 

same features . . . they differ in form.” The shape of their facial features, the color of their skin, 

these are formal variations on the basic feature. Here Tuthill does not denigrate but rather divides 

based on epidermal variation linked to climate and nationality. But, as we will see, when this 

racialized differentiation is overlaid with a hierarchical account of taste and religion, racism is 

traced into architectural form. 

 

Figure 40. Tuthill's "men of different races," from My Little Geography (1847) 

Tuthill’s account of racial differentiation raises the important issue of climate, a concern 

which was recurrent feature of discussions on the prospects of the Enlightenment in America. 

White supremacy had deep roots in American thought from the Curse of Ham in Christian 

theology, but also from the climatic theories of white superiority in Scottish Enlightenment 

thought. These climatic theories had particular bearing on Walter’s and Tuthill’s binding of 

architecture and race.41 Environmental conditions were not just thought to be explanatory of 

racial differences, but also, in assimilationists’ language, to affect them. Benjamin Rush’s 
                                                
40 Tuthill, My Little Geography, 137. 
41 On climate-based theories of race see Parts I and III of Ibram X. Kendi, Stamped from the Beginning: The 
Definitive History of Racist Ideas in America (New York: Nation Books, 2016). 
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environmentalism as laid out in “The Influence of Physical Causes upon the Moral Faculty” 

(1786): the capacity to choose good and evil was innate, but greatly affected by climate and the 

conditions of the body. He wanted to create a “‘science of morals’” that would show how 

environment affected virtue and vice.42 Rush further thought study of the environment was not 

just explanatory of differences, but could be used to produce better morality. That is, what we 

can call Assimilationist theories tied environmental conditions to racial conditions. The thought 

was that being in a climate could change skin color (I will return to this in chapter six). The 

theology of personal improvement was inscribed into the environment through the concept of 

race.  

These two theories of race—the curse of Ham and climatic assimilationism—were at the 

root of Walter’s and Tuthill’s racialized architectural history. Architecture’s initial role in the 

necessity of self-protection from the natural environment in the post-Edenic world, the 

conditions in which the initial prefigurations arose, was as a medium that intervened between a 

people and the environment that affected their race. The divisions of copper, white, and black 

were tied to the division of primitive prefigurations discussed in the previous chapter. 

Quatremère de Quincy had identified the three prefigurations of architecture with modes of 

living: at first the cave with hunters and fishers, the tent with gathers and shepherds, and the hut 

with farmers.43 These three primitive typologies—of architecture and people—were linked with 

people groups: the cave with Egyptians, the tent with Chinese, and the hut with the Greeks. 

Elmes repeated this nationalist organization: “the cavern, as exemplified in the Egyptian, the 

Indian, and their like ; the tent, as in the Chinese and its species ; and the cabin, or wooden hut, 

                                                
42 Abzug, Cosmos Crumbling: American Reform and the Religious Imagination, 19–20. 
43 Lavin, Quatremère de Quincy and the Invention of a Modern Language of Architecture, 71. 
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as displayed in the Greek and its imitators.”44 The cavern was “dark, heavy, and monotonous.” 

The tent was “light, feeble, and fragile.” And the cabin was the synthesis of these two conditions; 

It was “at once solid and light.” It was “the richest in its combinations, and that which unites in 

itself, in the highest degree, the advantages of solidity and an infinite agreeableness of variety.” 

Architecture preceded not merely in the replication of these primitive spaces, but rather in the 

way they prefigure forms: The cavern becomes the model for Egyptian and Indian excavated 

temples, the tent for Chinese pagodas and public buildings, and the wooden hut for the Grecian 

marble temple.45 Architecture, in its prefigurations and its development, was a story of material 

progress mirroring racial progress—human anthropology and architectural typology mimic one 

another. 

What is key in a Protestant interpretation of architectural history like Walter’s and 

Tuthill’s is the way the break of the global flood caused racial differences to be articulated as a 

nationalistic project. In a sense, this is when their architectural modernity begins. It is this point 

that is conceived as the key hinge in history, not the fifteenth-century invention of perspective 

nor the eighteenth-century formation of the European Enlightenment. The two marks—the 

degree-zero origins of monuments to God and Man and the racialized divisions of humanity by 

skin color collude. While humanity has a monogenetic origin, and thus so does their architecture, 

through sin and environmental conditions, this original unity is fragmented, differentiated, and 

hierarchized. 

                                                
44 Elmes, Lectures on Architecture, 77. 
45 Elmes, 75–76. 
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Beginnings of the Nationalist Project of Architecture through Egyptian Science 

While white universality is understood as the pinnacle to which Walter’s and Tuthill’s 

protestant architectural histories proceed (an issue to which we will turn in chapter six), its 

postdiluvian beginning point is a striking one. The origins of architecture as a robust art and 

science were black. Walter said in his Lectures on Architecture that the “firm foundations” of 

architecture were first “laid by the descendants of Ham on the shores of the prolific Nile.”46 

Egypt was “the father-land of science and the arts,” the first prominent and persistent 

postdiluvian culture in the formation of architecture.  Tuthill, more measuredly weighing 

contemporary archaeological accounts, says that “it is impossible to determine with certainty” 

whether Egypt, India, or Persia first “brought Architecture to that degree of excellence.”47 But 

immediately after this moderating claim, Tuthill says that “Egypt is allowed to have been birth-

place of the arts and sciences,” and thus “we may rationally conclude that the first grand 

experiments in Architecture, were made in that country.” That is, regardless of which is 

temporally first of the separate, ancient “school(s) of architecture,” Egypt takes narratival 

priority.48  

It was in Egypt that, Walter said, “architecture was first reduced to a science, and there 

we find the first authentic source of the arts of civilized life.”49 The advancement of Egyptian 

architecture was not an isolated event but was rooted in a general tendency of progress in science 

                                                
46 Walter, Lectures on Architecture, 34.  
47 Tuthill, Architecture. Part I. Ancient Architecture, 12. 
48 Tuthill, 12. She, like Walter, suggests that there is obviously cultural exchange between these three groups; 
Tuthill, History of Architecture, 54, 58. Her prioritization changes in History of Architecture, “Although nothing can 
be known with certainty as to the priority of the Egyptian or the Hindoo Architecture, some very scientific men 
claim that there is internal evidence that Hindostan led the way” (48). Tuthill does not directly racialize Egypt as 
black in the way Walter does. 
49 Walter, Lectures on Architecture, 38. Amundson covers Walter’s interpretation of Egyptian architecture 
extensively in Amundson, “Thomas Ustick Walter’s ‘Lectures on Architecture,’” 103–19. 
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and the arts in a number of the areas of their culture’s collective life. But while they were the 

first to come to a “science,” it was a science that was nonetheless “confined to but a few 

principles.” 50 Walter says these principles appeared primarily in a “boldness of form” and 

“solidity of construction” that guided formal decisions such as walls that sloped back from base 

to top and produced strength and beauty. For Tuthill, this science was seen primarily in the 

straight lines, the precise angles, and the sublime scale of Egyptian construction, but it was also 

found in the variety, richness, and beauty of their ornamentation.51  

 

Figure 41. Tuthill’s Egyptian column capital types, from History of Architecture 

Ornamentation was an important feature of Egyptian architecture for both Walter and 

Tuthill, as increasingly detailed empirical, archaeological work enabled a grand narrative that 

positions specific aspects of Egyptian architecture as one of the primary sources for Grecian 

perfection. For Tuthill, the connection is clearly seen in the basic appearance of articulated 

columniation and in capital details that acted as precursors for the Greeks. 52 For Walter, the link 

is more specific, as he suggests the Egyptians generated a division of three orders of column 

capitals—the Robust, the Isis, and the Foliated—that preceded the Grecian orders.53 

Fundamentally, it is the development of systematic precision—the establishment of principles, 
                                                
50 Walter, Lectures on Architecture, 41. 
51 Tuthill, History of Architecture, 44. 
52 Tuthill, 41–42, 82, 86, 90, 94–95. 
53 Walter, Lectures on Architecture, 42–44. 
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order, and consistency in formal definition and ornamentation—that Egyptian architectural 

science initiated. 

 

Figure 42. Walter’s three Egyptian columnar orders, from “Lecture I” (TUW) 

A key part of the power of Egypt’s “astonishing productions of architecture” is its 

embodied and emotional effects.54 Still felt today, as Tuthill says, “the effect which this richness 

of decoration produces, is overpowering and bewildering.” 55 She goes on, “language seems to 

fail the various travelers, who attempt to express their emotions on beholding these stupendous 

relics of ancient genius.” But this architecture, for both Walter and Tuthill, was ultimately 

limited by the “grossest, and most ridiculous superstitions” that underlay Egyptian culture.56 

Architecture was a tool of political power rooted in illegitimate religion. “The wily priests,” 

Tuthill says, “exacted the hard earnings and ceaseless toil of millions to support an absurd, a 

monstrous system of idolatry.”57 The science of architecture, regardless of its refinement, was 

                                                
54 Walter, 49. 
55 Tuthill, History of Architecture, 45. 
56 Walter, Lectures on Architecture, 40–41. 
57 Tuthill, History of Architecture, 45. She says the same thing about Hindu architecture: “We cannot help reflecting 
upon the boundless expense, the toil, suffering and groans that these sacred edifices must have cost the enslaved, 
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put to work pacifying a people. It was compromised in its aims and thus “what was at first a 

useful art, arising from stern necessity, became among the Egyptians the most expensive, and 

considering the objects to which it was devoted, the most useless of all arts.”58 Architecture, as a 

system of expression, was used to represent something false rather than true, and thus, instead of 

passing from a practice aimed at providing for bodily necessity to a practice aimed at providing 

for the needs of the soul, it became a useless art. Just as in Babylon, architecture’s symbolic and 

affective dimensions became forms of carnal pursuits of power through an illegitimate religion 

rather than spiritual pursuits of good. Architecture’s excess over and above providing for mere 

animal necessity—its pursuit as a fine art—is pointed back to earth rather than heaven as 

humanity itself, this time in the form of priests and pharaohs, was deified.  

 

Figure 43. Pyramid of Cheops from Tuthill, History of Architecture 

The result of architectural ideology—of misdirected signification—was regress and 

ultimately collapse. While the pyramids still stand, the civilization is gone. And these seemingly 

permanent structures too will pass, as Tuthill describes by quoting Shakespeare’s The Tempest: 
                                                                                                                                                       
degraded people who constructed them, under the direction of a wily priesthood, to perpetuate a monstrous system 
of Idolatry,” Tuthill, Architecture. Part I. Ancient Architecture, 43. 
58 Tuthill, History of Architecture, 46. 
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The cloud-capt towers, the gorgeous palaces,  
The solemn temples, the great globe itself,  
Yea, all which it inherit, shall dissolve,  
And, like the baseless fabric of a vision,  
Leave not a wreck behind.59 

The mistake of the Egyptians then was in the orientation of their nationalism and their 

religion, a despotism that confused the impermanence of the earthly for what ultimately and 

permanently matters.60 The misdirection of architecture’s higher capacities as a way of the 

profession becoming complicit in the collapse of civilizations will be a repeated trope of a 

Protestant image of architectural history (one I will describe below as architecture of luxury 

rather than elegance). 

The Racialization of Egyptian Origins and African Americans 

According to Walter’s and Tuthill’s narrative, architecture, as a global historical project 

tending towards whiteness, was rooted in blackness.61 Interestingly, it is architectural history 

that, here, runs against what Cedric Robinson called the tendency in the invention of the “Negro” 

as a racial category to Eradicate Africa’s past in the formation of Greek civilization.62 Tuthill’s 

and Walter’s architectural histories give substantial importance to the origin conditions of Africa. 

However, the Biblical account as commonly understood by nineteenth-century American 

Protestants, maintained an important distinction within the category of blackness. Egyptians 

were the descendants of Ham’s son Mizraim. They were black, but were not marked by the curse 

of servitude like the descendants of Ham’s son Canaan. This disjunction within blackness 

                                                
59 Tuthill, 29; Tuthill, Architecture. Part I. Ancient Architecture, 14. 
60 Tuthill, Architecture. Part I. Ancient Architecture, 30. 
61 The implications of the link between Greece and Egypt has remained a racially charged issues within 
historiography, perhaps most famously articulated in Martin Bernal, Black Athena: The Afroasiatic Roots of 
Classical Civilization, Rutgers University Press, 3 vols. (New Brunswick, N.J., 1987). 
62 Cedric J Robinson, Black Marxism: The Making of the Black Radical Tradition (Chapel Hill: University of North 
Carolina Press, 2000), 4. 
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allowed a Protestant architectural history and theory of race that both treated blackness as the 

origin of architecture, but likewise understood the enslaved African descendants in America as of 

a different kind. 

The construction of a continuity between Egyptian and African American identity would 

be a particular pursuit of some twentieth-century intellectuals like W. E. B. DuBois.63 But in 

relationship to architecture this line of thought was preceded by the African and Native 

American author Robert Benjamin Lewis, whose Light and Truth, published in 1836 and greatly 

expanded in 1844 rooted classical architecture in the blackness of Egypt. 64 Lewis’s discussion of 

the basic principles of architecture and its origins is drawn from Masonic guides (which in part 

mirror the definition of “order” in Scottish Enlightenment masterwork The Encyclopedia 

Britannica).65 The definition of architecture offered by Lewis, which is only a slight 

modification of the Masonic definition is:  

From the first formation of society, order in architecture may be traced. When the 
rigor of seasons obliged men to contrive shelter from the inclemency of the 
weather, we learn that they first planted trees on end, and then laid others across, 
to support a covering. The bands which connected those trees at top and bottom, 
are said to have given rise to the idea of the base and capital of pillars, and from 
this simple hint originally proceeded the more improved art of architecture. By 
order in architecture is meant a system of proportions, and ornaments of columns 
and pilasters;—or, it is a regular arrangement of the projecting parts of a building, 
which, united with those of a column, form a beautiful, perfect, and complete 
whole.66 

                                                
63 See Bernal, Black Athena: The Afroasiatic Roots of Classical Civilization. 
64 For other early American discussions of the architecture of Egypt see for example Robert Benjamin Lewis, Light 
and Truth: Collected from the Bible and Ancient and Modern History, Containing the Universal History of the 
Colored and the Indian Race, from the Creation of the World to the Present Time (Boston: a committee of colored 
gentlemen, 1844), 289–302.  
65 see for example James Hardie, The New Free-Mason’s Monitor: Or, Masonic Guide. For the Direction of 
Members of That Ancient and Honourable Fraternity, as Well as for the Information of Those, Who May Be 
Desirous of Becoming Acquainted with Its Principles (New York: G. Long, 1818), 133–34. 
66 Lewis, Light and Truth, 289–90. 
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However, unlike the Masonic guides that focus on a discussion of the five orders after laying the 

basic principles of architecture, Lewis focuses on the developments of Egyptian architecture and 

landscape.67 

We might understand the effort to give blackness agency through a connection with 

ancient Egypt as an attempt to find a traditional racial/national historical ground. Du Bois had, 

after all, introduced the notion of double consciousness by describing a sort of rootlessness: 

After the Egyptian and Indian, the Greek and Roman, the Teuton and Mongolian, 
the Negro is a sort of seventh son, born with a veil, and gifted with second-sign in 
this American world,—a world which yields him no true self-consciousness, but 
only lets him see himself through the revelation of the other world. It is a peculiar 
sensation, this double-consciousness, this sense of always looking at one’s self 
through the eyes of others, of measuring one’s soul by the tape of a world that 
looks on in amused contempt and pity.68 

But following Michelle Wright’s critique of this project in The Physics of Blackness, this line of 

thought tends to repeat the basic historiographical structure, the image of history, of linear, 

progressive history.69 Attempting to give blackness agency by situating it within the structures of 

Western white narrative situates blackness as an other in relationship to some greater agency, 

usually a white one and binds it to concerns with origin and hierarchy. This is precisely what 

narratives like Walter’s and Tuthill’s do. Blackness is cast as an origin to point to move 

beyond—a primitivity surpassed by increasing refinement, and thus the continued existence of 

the race is cast as having the form of natural servitude.70 In Egypt architecture began, but it 

                                                
67 On Lewis and black freemasonry in Antebellum America, see John Ernest, Liberation Historiography: African 
American Writers and the Challenge of History, 1794-1861 (Chapel Hill: University of North Carolina Press, 2004), 
101ff. 
68 W. E. Burghardt Du Bois, The Souls of Black Folk: Essays and Sketches (Chicago: A. C. McClurg & Company, 
1903), 3. 
69 Wright, Physics of Blackness: Beyond the Middle Passage Epistemology. 
70 See also Frantz Fanon, Black Skin, White Masks (New York: Grove Press, 2008). 



259 

would be in Greece that it was refined and perfected. The alignment of race and nationalism was 

a key tool of a theological image of history. 

2. Copper Flights and the development of Taste 

In Walter’s and Tuthill’s account, it would take the flight of Israelites from the Egyptian 

environment of idolatry for taste to attach architectural signification to the correct divinity. In the 

shift from blackness to copper skin, from the children of Ham to those of Shem, architecture 

found its proper footing. The umbrella of copper skin, however, covered many different 

architectural cultures in the Walter and Tuthill narratives: Hindu, Persian, Jewish, Chinese, and 

Native American architecture (with Walter further inserting the Phoenicians as a distinct 

architectural culture between Persia and Israel). These divisions, as one would expect, owe much 

to their European sources, but the inclusion of Native American architecture in the grand 

narrative of architectural history was one of the first.  

At the root of the architecture of the copper people groups was the prefiguration of the 

tent. Walter and Tuthill saw two extreme conditions presented by this typology: isolation (in 

Asia and in the Americas) and nomadism (in the Israelites). In Asia, what they essentially 

characterized as the non-historical styles, to use Bannister Fletcher’s Hegelian terms, took 

shape.71 In Israel, a line of people—a nation and a race—escaped Egyptian captivity and took 

with them a knowledge of architecture that would eventually wind up in Greece. These two 

                                                
71 For a useful critique of this terminology in terms of symptomology and the usage of the term “grotesque,” see 
Gülsüm Baydar Nalbantoglu, “Toward Postcolonial Openings: Rereading Sir Banister Fletcher’s ‘History of 
Architecture,’” Assemblage, no. 35 (April 1998): 6–17.Bannister Fletcher, she argues, is unable to map the dualistic 
distinction of ornament and necessary structure onto these non-historical styles and thus is unable to consider this 
architecture within his Western, ‘historical’ framework. These works violate usual limits and thus become 
grotesque.  
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conditions are world historical devices of emplotment, but importantly they also functioned as 

strategies for positioning the recently formed United States in the cosmic drama. 

Isolation and Imitation in Asia 

China served as an isolated culture for both Walter and Tuthill, a nation of “singular 

people” whose style, habits, and “pursuits of life” were different from all others.72 Its 

architecture at best was for Walter and Tuthill an infrastructural architecture that directly 

manifests social order. As Walter said (paraphrasing Elmes), “architecture with the Chinese is a 

matter of police arrangement, depending in a very small degree either on theory or good taste.”73. 

The architecture of China was organized by function and the policing of difference, seen in the 

“progressive rules of increase” in relationship to class. In particular, the Great Wall for both 

Walter and Tuthill was a “marvelous work” of infrastructure built with “care and skill.”74 But it 

is also a sign of isolation, the way in which the Chinese “shut themselves up from the rest of the 

world.”75 What characterizes China’s isolation, in particular, they said is its stasis—its distance 

from the progress activity of European nations has kept it stationary.76 The stasis of isolation 

manifested in the continued imitation of the prefiguration of the tent. Consequently, there is a 

high level of unity amongst all the architectural objects—“all the towers of China are alike in 

general design”—but this unity was the result of an “imitative people” for whom the tent remains 

                                                
72 Walter, Lectures on Architecture, 57–58. 
73 Walter, 57. The original line from Elmes reads, “the Chinese are governed more by the police than by either 
theory or good taste in their architecture,” Elmes, Lectures on Architecture, 121. Walter also has positive words for 
departs from Elmes’s positive evaluation of the canals. 
74 Walter, Lectures on Architecture, 59; Tuthill, History of Architecture, 65. 
75 Walter, Lectures on Architecture, 58–59. Walter says this relying on Sir John Barrows, Travels in China, 1806 
76 Walter, 57; Tuthill, History of Architecture, 64; Tuthill, Architecture. Part I. Ancient Architecture, 58. 
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a model endlessly varied in order to hide that the architecture of this isolated culture is still a 

repetition of a “primitive idea.”77  

In their descriptions of the monumental works of architecture in multiple Asian cultures, 

Walter’s and Tuthill’s orientalism oscillated between wonder and disgust. They described unique 

architectural wonders, but wonders that are ultimately worldly and fleeting and that, as with the 

Egyptians, produced a luxury of form and ornament unattached to proper meaning. Walter’s 

assessment of China was one in which isolation amounted to unmitigated failure: “Their 

seclusion from other nations, their manners, their laws, and their religion, all tend to retard the 

advancement of art, to suppress the soarings of intellect after knowledge, and to deepen the 

gloom of ignorance and superstition with which they have ever been enveloped.”78 Tuthill, more 

eclectic in her concept of taste, passes less judgment as she concluded her chapter on China in 

her History by quoting Chambers:  

some consideration is due to a race of men who, separated from the polished 
nations of the world, have, without any model to assist them, been able of 
themselves to mature the sciences and invent the arts. What is really Chinese has 
at least the merit of being original.79 

While they were impressively original considering their circumstances, she wrote in Ancient 

Architecture that “their buildings exhibit nothing that can claim our admiration as fine specimens 

of the art.” Isolation may produce originality at the scale of nation, but it also leads to stagnation, 

to an architecture stuck in the repetitions of imitation and thus provides nothing of value to those 

that recognize the progress of history. 

                                                
77 Tuthill, History of Architecture, 64; Walter, Lectures on Architecture, 57, 59. 
78 Walter, Lectures on Architecture, 59. 
79 Tuthill, History of Architecture, 66. 
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Walter’s and Tuthill’s attitudes towards the Orient were a common one for white 

Americans in the Early Republic as well as for European architectural history.80 Dunlap, for 

example, in his A History of the Rise and Progress of the Arts of Design in the United States, had 

said that the nations of the East merely copy, rather than invent or imitate, in their art: “There is 

nothing in which their barbarism is more apparent than in the deficiency of the arts of design.”81 

But even in isolation, Walter and Tuthill, felt warranted to critique cultures like China. It is their 

theory of innate moral sense—part and parcel to Scottish Enlightenment and Moderate 

Calvinism—that allows them to set expectations for all humans, regardless of the access of a 

culture to the revealed truth of the Bible. This philosophical anthropology converts a belief in 

human ability for self-improvement into a way to expect collective progress and to pass 

judgment on non-progressive architecture. Historical fault is laid at the feet of human 

responsibility. 

Isolation and Continuity in America 

Tuthill began her account of American architecture by describing how European 

explorers expected to find in the Americas the traces of antediluvian peoples whose architectural 

works would be “superior to those of classic Greece.” 82 She then cataloged their disappointment 

when these hopes and expectations were not met. What was discovered in the pre-Columbian 

Americas were the traces of “fantastic and grotesque . . . specimens of art among a semi-

barbarous people.”83 Walter described the architecture spread from South America through 

Canada as an exhibition of the “the genius of a race whose only resources were their own 

                                                
80 Edward W. Said, Orientalism (New York: Pantheon Books, 1978); Baydar Nalbantoglu, “Toward Postcolonial 
Openings.” 
81 Dunlap, History of the Rise and Progress of the Arts of Design in the United States, 12. 
82 Tuthill, History of Architecture, 67. 
83 Tuthill, 75. 
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energies, and whose only school of art was nature, in her wildest and most savage aspects.”84 

Like Tuthill, he understood pre-Columbian people to be situated between isolated humanity and 

savage animality and their architecture thus as a mediation between “the civilization of ancient 

eastern nations, and the rudeness of uncultivated savages.”85 They both believed there to have 

been some sort of intercourse between ancient America and cultures of the East (including 

Egypt). The Americas, however, according to Walter, provided the exhibition of “an interesting 

spectacle of the natural progress of the human mind in a species of independent civilization, 

nowhere else to be found.”86 Tuthill, likewise, quotes William Prescott’s Conquest of Mexico 

(1843) in saying that while there may be connects to ancient Egypt and Asia, the Pre-columbian 

architecture of the Americas has “a character of originality peculiar to itself.”87 

In Walter’s and Tuthill’s views, the disappointment of Spanish and English explorers was 

the result of hoping for the wrong thing. They were looking for something that fit into their 

historical narrative, rather than that slipped outside of it. Tuthill saw the architecture of the 

Americas as introducing a historiographical problem: “it is impossible to assign American 

Aboriginal Architecture to the exact chronological period to which it belongs . . . . [I]t breaks in 

upon the regular course.”88 Where it was positioned in the history text itself was at issue, as “the 

antiquity of these remains is not settled.” But the problem was not only an archaeological issue 

of dating, it was historiographical issue of continuity and progress. 

In spite of the judgments of savagery, Walter and Tuthill spoke positively of some of 

architecture and city planning of Mesoamerica although, as with other ancient non-Christian 
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85 Walter, 60. 
86 Walter, 60. 
87 Tuthill, History of Architecture, 77. 
88 Tuthill, 68. 



264 

cultures, they were disgusted by the use of architecture as a buttress for the idolatry of false 

religions and their illegitimately formed political power.89 The conception of  Mesoamerica prior 

to the arrival of Europeans as an intellectual rival to Egypt was, as Caroline Winterer points out, 

a common theme in British Colonial America and the Early Republic.90 It was, in fact, an 

important point of contention, if one was to argue for a climatological theory of race and 

civilization. If the climate of North America caused life to “degenerate into debased forms,” then 

the United States could not take up the torch of progress.91 However, if it could be shown that in 

the Americas civilizations, and in particular the Aztecs, were indeed improving and progressive, 

then the United States was ready to take part in forward motion. 

Tuthill’s and Walter’s brief accounts of pre-Columbian architecture in the Americas were 

carried to a much fuller extent by Walter’s colleague Robert Cary Long, Jr. in his 1849 The 

Ancient Architecture of America published in New York. Long describes his method as an 

“architectonic ethnography” and an “architect-historic science” that aims to make the “interior 

quality of people, the character of their institutions, and the era of their existence” discernable.92 

Describing architecture as “the geology of humanity,” Long suggests that in architecture we have 

the “human deposits of the Ages, the truth of the historical Past.”93 Like geological formations of 

the earth, both architecture and humans are made of the “dust of the ground,” but unlike the 

objects of geology they are erected above the surface of earth. This relationship to the earthly 

horizon also had spiritual implications. Architecture’s “form and lineaments image Divine 

                                                
89 See, for example, Tuthill, 72. 
90 Caroline Winterer, American Enlightenments: Pursuing Happiness in the Age of Reason (New Haven: Yale 
University Press, 2016), 73–109. 
91 Winterer, 73. 
92 Long, The Ancient Architecture of America, 6, 36. 
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things,” its material is “pervaded and vivified by man’s hopes and aspirations after a higher and 

more spiritual mode of existence.”94 Thus architecture begins with the mound; its origin was the 

covering of the grave and a “direct expression” of the desire for immortality. The “earthy 

mound” of the grave “is a memento connected with two worlds,” an index, a sign that directly 

associates “the Visible and the Invisible, the Past and the Future, the present state of being and 

that which is to come, the Actual and the Possible.”95 

 

Figure 44. Stepped pyramid comparisons from Long, Ancient Architecture of America 

In light of this theory, Long outlines a story of Pre-columbian America-- in parallel with 

the progress of the Old World. He does this through a five-stage history of the pyramid typology 

in America: the pyramid simple, the terraced pyramid, the temple pyramid, the pyramid temple, 
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and, finally, the teocalli.96 The story of these five stages is paralleled to the progress of 

architecture from the Egyptian to the Hindu to the Greek, which Long describes as a transition 

from pyramidal to “cubicular” form that is exemplified in the orthogonal trabeation of the 

temple.97 However, the pace of progress in the Americas in relationship to these stages of 

progress was stunted compared to Europe for two reasons. First, the isolation of a race (Long like 

Walter and Tuthill treats the term as essentially interchangeable with nation) on the North 

American continent takes away the possibility of emigration hastening the progress of 

architecture. Emigration gives architecture “new impulses” and produces “new forms and 

phases” by introducing novelty and difference.98 Isolation, in contrast, creates an internal 

continuity “uninterrupted” without disruption. Secondly and more specifically to a Christian 

world view, in the New World development was not “aided and modified by the calling of 

Abraham.” America was not affected by an interaction with “the selection of one race to be the 

depositories of Divine Truth, the executive of the Divine Will.”99 The unique formation of the 

“Jewish Church”—again, here we see the echoes of the attempt to align American Protestants 

with God’s chosen people—influenced the Old World by both introducing imperishable divine 

law and abandoning “all other nations to change and degeneracy.” That is, moral difference was 

introduced in the Old World, and that, combined with a higher diversity of race and character of 

peoples, contributed more rapid change in the state of humanity and thus in architecture. In the 

Americas, in contrast, because emigration did not cause architectural elements to be left behind, 
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“constant reproduction” of the “primitive or pyramidal form” was the rule, even as new 

combinations were being produced.100 

The indeterminacy with which Walter and Tuthill end their accounts of the ancient 

architecture of the Americas is key. The story is vague and incomplete. What they knew was that 

there were ancient, perhaps even antediluvian, traces of a world that disrupts the linear narrative 

of architectural history as it was posited in the Old World. These ancient peoples were isolated, 

like in the east, but they remained closer to nature and savagery than these other isolated nations. 

Their architecture in the case of the mobile constructions of peoples still present in North 

America, remained closer to the necessity of the constructions of birds and beavers (and some, in 

Tuthill’s estimation, were even inferior to the birds).101 However, their internal story was also 

one of progress that, while slower than Europe, distinguished them from Eastern nations whose 

architecture remained an imitation of the prefiguration of the tent. That is how the Americas 

were paradoxically conceived as an isolation closer to nature and an isolation with higher level 

of internalized progress than the East. It was a place with bountiful resources and a climate that, 

when mixed with the appropriate external influences, both religious and architectural, would 

accommodate racial progress. The Americas were a place primed for entry into the global 

narrative, but it would require a line of flight from Europe to pick up this narratival thread. 

Exodus and the Jewish Line of Flight 

In contrast to the isolation of China and the Americas, the Israelites—the progeny of 

Shem’s son Arphaxad’s son Abraham—are characterized for Walter and Tuthill by nomadism, 

by a migratory line of flight that cuts across early civilizations from Egypt to Babylon to Greece. 
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This nomadism, Tuthill says, creates a problem. While other past cultures leave us with much to 

study, in the case of the key Jewish structures of the Tabernacle and the Temple, we have “no 

such certain guides.”102 So the question here becomes how to write a history of something 

absent. While minimal descriptions of these structures exist in the Bible, historical architectural 

reconstruction needs other means. The answer comes in understanding the mediatory function of 

the Jewish nomad. They, for Walter and Tuthill, take the scientific foundations of architecture 

developed by their Egyptian enslavers and attach them to the proper divinity before passing these 

developments on to the Greeks. They provide a link from Egypt to Greece, from black to white. 

In two hundred years of captivity, the Israelites, Walter speculates, “could not have failed 

to become well grounded in the system of Egyptian Architecture.”103 Tuthill, characteristically, 

makes a more moderate claim that they may have received “some knowledge of Architecture 

from Egypt.”104 Moses, the sacred historian, provided a key intellectual link between the 

Egyptians and the Israelites. As Walter points out, Luke describes Moses as “’learned in all the 

wisdom of the Egyptians.’”105 In terms of architecture, Walter describes how the Israelites were 

likely the enslaved labor used to construct many of the great monuments of Egypt, a bitter task 

from which the enslaved learned much from the enslavers as they assembled mortar and brick.106 

The meaning of this is essential for Walter: 

Many of the obelisks, the Pyramids, and the stupendous temples of Egypt, which 
to this day astonish the world, were doubtless wrought by Jewish hands; and 
there, at the moment they stand, memorials of the Hebrew captives, and the folly 
of tyrant Kings. 
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Architecture was a monument to the embodied task of building, to those that labored. It was also 

a mark of the “folly,” of the misdirected extravagance and excess of a self-aggrandizing religious 

and political elite. This description of the exaggeration of the original dualism—the scission of 

body and soul—is a critique of misdirected architectural representation. 

But, in spite of their captivity, they maintained their belief in God and their own “national 

particularities.” Thus, while their architecture gained from the Egyptians, it also maintained its 

own independence.107 In the flight from Egyptian captivity a connection and disjunction were 

architecturally expressed. The principles of Egyptian architectural science were maintained while 

at same time they were used “to impart to their buildings an effect as different as possible from 

that of the land of their hardships and misery.” Principles were aimed at a different effect. The 

result was a form of architectural principles without the misdirection of luxurious excess.  

 

Figure 45. The Israelite’s Tabernacle, from Walter’s Sunday School Lessons (TUW WTU.090.009) 

                                                
107 Walter, 56. See also TUW, Box 21, Folder 319, Solomon's Temple: Its Dedication, I Kings 8, March 21, 1869 
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The key sign of architectural independence emerged in forty years of Israelites wandering 

in the desert: the tabernacle. The tabernacle took the principles of the Egyptian temple and made 

them portable; the primitive tent prefiguration of copper people was transformed into 

architecture as fine art. Importantly, Walter says, it differed from Egyptian architecture in that 

the columns were extended around all its sides. In an illustration he produced for his Sunday 

School lessons, Walter showed these columns arranged along the fence that separated the outer 

court from the profane world that surrounded it, their capitals supporting nothing. While the 

Egyptians set their columns into a planer relationship with the enclosing volume (in antis), the 

Tabernacle projected columns outward and all around. This peripteral surround of columns 

prefigured the Grecian portico that circumscribed holy space. It is thus on Walter’s view a 

precursor to the Greek temple. The origins of the perfected Greek architecture, to which we will 

turn in the next chapter, were Egyto-Semitic.  

 

Figure 46. Walter's comparison of the orders of Solomon’s Temple (TUW WTU.090.005) 
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The tabernacle was followed by a permanent installation of the temple on Mount Moriah 

by Solomon. This temple, constructed of stone, cedar, and brass, but, as both Walter and Tuthill 

point out, Solomon had to hire skilled labor from Tyre to execute the work.  The account in the 

Old Testament of the temple provides limited description of the “exact architectural delineation” 

of this temple.108 Its style, according to Walter, derived from both the Egyptians and 

Phoenicians, but its organizational typology derived from the tabernacle. Proportionally, Tuthill 

suggests, the Temple’s columns were like those at the Elephanta Caves close to Mumbai, while 

their profuse ornamentation was similar to that of the Egyptians.  

Jewish architecture was between permanence and ephemerality, stasis and movement, 

agrarian and nomadic peoples. It was an architecture whose origins were racialized in terms of 

the black descendants of Ham and the copper-skinned nomadic wanders, a previously enslaved 

body of chosen people. Because Jewish architecture’s aim was not self-aggrandizing in the same 

way as its enslavers, because it was not an architecture of a group of people attempting to find 

immortality in this world, the remains of it after the destruction of Jerusalem in 70 AD were 

minimal. The point, for Tuthill, was again historiographical: “In studying Egyptian, Hindoo, and 

Persian Architecture, we are aided by splendid remains: here we have no such certain guides; our 

research, therefore, cannot lead to anything very satisfactory.”109 Architectural ephemerality here 

is a byproduct of faith. 

The United States as the New Israel 

Isolation and nomadism intersected in North America. In isolation, a Pre-Columbian 

groundwork was laid. However, the Egyptian-like cultures of past indigenous peoples were 

                                                
108 Tuthill, History of Architecture, 59. 
109 Tuthill, 63. 
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understood not as that from which American Protestants would flee, but rather the isolated 

culture that prepared the Earth for their arrival. According to the narrative familiar to Walter and 

Tuthill, these once great cultures were long past. What was left—the Native Americans 

encountered by colonists—was mere savagery, humans barely above base animality.110 North 

America thus provided an isolated frontier that was empty of progressed humanity yet that had a 

history of and potential for progress.  

Tuthill had begun her account of Jewish architecture by noting that the destruction of 

Jerusalem in 70 AD has wiped away most of the traces of the building of this chosen people. 

This was an important moment historically and architecturally, a linchpin that marked the 

completion of a transition from the Old Testament order of nations in which God’s chosen 

people were the unique bearers of truth to the Christian age in which the church became the tool 

of global progress. This transition to a new order, which Walter refers to as a change in 

“dispensation,” greatly affects the nature of divine activity and architectural order.111 Walter, on 

several occasions, refers to the idea of dispensations—a term use by Barnes and earlier 

theologians to distinguish the different way God dispenses his relationship to the work. 112  The 

division of the dispensation of the Israelites and the Christian dispensation was a key break. The 

Hebrews “were not a church, they were a nation—a hierarchy,” Walter said.113 There was “no 

visible church under the Old Testament dispensation.” What was to be created after this moment 

was a new dispensation in the divine ordering of cosmic drama. After Jewish priestly authority 
                                                
110 See Tuthill, 78.Tuthill makes a similar move in describing the difference between those that constructed ancient 
Hindu monuments, and the “feeble and indolent Hindoos who now wander among them,” Tuthill, 52. 
111 TUW, Box 6, Folder 97, “The Destruction of Jerusalem continued” Matt xxiv, Feb 12, 1860. 
112 For example, see TUW, Box 6, Folder 93, “The connexion between the Old and New Testament,” Malachi 3 and 
4, January 22, 1860. The term developed from the Plymouth Brethren movement and in particular the preaching of 
John Nelson Darby; see Matthew Avery Sutton, American Apocalypse: A History of Modern Evangelicalism 
(Cambridge, Mass.: Belknap Press of Harvard University Press, 2014). 
113 TUW, Box 21, Folder 315, “The Church,” Acts 1, February 19, 1860.  
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collapsed, the spiritual order of the material world was resituated in the Church, a civil body with 

universal claims.  

While there was no longer a chosen nation under this new dispensation, the position of 

the United States in the narrative, according to Republican Theology, was unique and central. 

The president of Yale Ezra Stiles in his famous 1783 post-revolutionary election sermon 

described the United States as “God’s American Israel.”114 Stiles was succeeded at Yale by 

Timothy Dwight IV, who taught Tuthill’s husband and Lyman Beecher, and the intellectual 

tradition of considering the United States as a new “spiritual” Israel was appropriated by them 

and many other Americans. In an 1818 sermon “The Design, Rights, and Duties of Local 

Churches,” Beecher clearly laid out the narrative of this global history, which moved from a 

period of patriarchal priesthood, to a period of the formation of nations in which the Jewish 

people were unique, and finally to the present Christian age where the church was, he said, “a 

society incorporated by the God of heaven with specific chartered privileges.”115 Beecher’s 

career was one in which the status of the new, spiritual Israel transitioned from a tribalized and 

sectionalized account of New England, to one of the United States as a whole.116 This was not 

unique. Boyer describes this move common to Republican Theology as  

a central intellectual strategy by which Americans defined their place in 
prophecy: the argument that Old Testament Israel was the type of America; 
America, the antitype of Israel. This typological hermeneutic—perfected by 
generations of Puritan ministers—pervades the sermons of the revolutionary and 
early national periods.117 

                                                
114 Ezra D. D. Stiles, “The United States Elevated to Glory and Honor (1783),” ed. Reiner Smolinski, Electronic 
Texts in American Studes, no. 41 (1783): 7, http://digitalcommons.unl.edu/etas/41. 
115 Beecher, The Design, Rights, and Duties of Local Churches, 5. 
116 Abzug, Cosmos Crumbling: American Reform and the Religious Imagination, 40ff. 
117 Paul S Boyer, When Time Shall Be No More: Prophecy Belief in Modern American Culture (Cambridge, Mass.: 
Belknap Press of Harvard University Press, 1992), 74. 
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Like Israel’s journey from Egypt to the promised land, that of the European colonists was one 

that formed a new nation in a place divinely intended for them. 

The history of the United States was one of “simplicity and moral beauty,” Tuthill 

proclaimed.118 American Protestants, in a narrative common to Walter and Tuthill, traveled on a 

line of flight from Catholicism and European monarchy to a frontier in which they assumed their 

own governance. This raises the question of who the American people were. Who was this body 

politic that the architect’s religious and professional bodies were to affect? The refrains of 

republican simplicity and moral beauty were undoubtedly racial. Those subjects past and inferior 

were ordered and limited by race, but the subjects of republican simplicity were thought as 

universal. It is to the conception of this universal, progressive subject that we now turn. 

3. The Subject of Global Progress 

One of the most powerful ways the flight of Israel would be interpreted in the nineteenth-

century in the United States was through the eyes of the enslaved. Israel represented escape from 

unjust capture and exploitation. Needless to say, this was not the shape Jewish identity took for 

Walter or Tuthill. Theirs was an image of Israel continuous with the contemporary Protestant 

church—a past retrojected to legitimize their immediate present. The church in America was not 

only conceived as fleeing from captivity to a promised land but was also tasked with a flight 

directed towards a new world. Its mission was to transform the globe itself into a complete 

promised land. A particular identity was to be transformed into the universal. As Tuthill, wrote in 

a chapter on “Christian Usefulness,” “China, long impregnable China, is opening her imperial 

gates to Christian men: Persia, Hindostan, Greece, Africa,--the whole world is missionary 

                                                
118 Tuthill, The Young Lady’s Home, 1848, 53. 
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ground.”119 Isolation and stalled progress were conditions to be overcome by expansive Christian 

lines of flight. 

This progressive account of global humanity in architecture’s forward march relied on the 

construction of a particular identity of the subject. This subject was Christian, imperial, and 

white and imagined the entire globe as its potential domain. All architectural styles were 

available to it, as Lafever had said, but this availability of the globe brought with it the 

responsibility of transformation. White Christian subjectivity understood improvement of the self 

and of the earth as co-extensive projects.  

The progressive subject was not without contradictions and dialectical tensions. Already 

discussed was the double consciousness of identifying both with Greece and Israel, of 

establishing a continuity with European heritage while also taking flight from it. In what remains 

of this chapter, and in the next, we will further interrogate the tensions of improvement and 

perfection in the subject of Christian progress. In particular, we will look at the ways in which 

architecture, as a medium of taste, was understood to reflect the constitution and interpretation of 

the subject. To do this, we must delve into the “faculty psychology” used to create this subject. 

Philosophical Anthropology and Historiography 

One way to intertwine the subject with architecture was to align the architecture of 

distinct cultures with particular faculties of the mind. Long, in The Ancient Architecture of 

America, treated the historical transitions from the Egyptian to the Hindu to the Greek as shifts in 

the usage of faculties, which in turn allowed him to establish a “parallelism” between the 

traditional European story of architectural progress and the progress that he discovered in the 

                                                
119 Tuthill, 321. 
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ancient Americas. 120 A historiographical parallel was possible because all human minds have 

transcendental conditions that guide how they improve and progress.  

The belief in a faculty-based psychology and the ability to improve one’s various 

faculties, or “powers,” was common to much late-eighteenth and early nineteenth-century 

philosophy. With Kant and Scottish Enlightenment philosophy in particular, these faculties 

gained a level of precision.121 Kant, as he states in a well-known letter to Karl Leonhard 

Reinhold, identified three general faculties of the mind: cognition, feelings of pleasure and 

displeasure, and desire.122 This triad was reflected in traditional Scottish Enlightenment 

philosophy’s division of the faculties of intellect/reason, will, and emotion/affections, and 

variations of these divisions deeply influenced American theistic mental science. For example, 

Witherspoon divided out the understanding, the will, and the affections/passions.123 The 

understanding, or reason, aimed at truth. The will oscillated between deliberate “chusing and 

refusing.” And the affections were “strong propensities, implanted in our nature” that could be 

described in terms of love and hatred.124  

Variations on the division of the faculties were used as the transcendental equivalent of 

first principles when doing conjectural history. In Long’s narrative the Egyptians treated 

architecture under “the strict laws of scientific symbolism” that guided the faculty of 

intellect/reason.125 This strict symbolism, equally visible in the earliest pyramids of North 

                                                
120 Long, The Ancient Architecture of America, 18, 23–26. 
121 Dabney Townsend, “Dugald Stewart on Beauty and Taste,” The Monist 90, no. 2 (2007): 272–73. 
122 The way these faculties map onto the specific faculties of cognition is complex. On Kant’s faculties, see in 
particular Gilles Deleuze, Kant’s Critical Philosophy: The Doctrine of the Faculties, trans. Hugh Tomlinson 
(Minneapolis: University of Minnesota Press, 1985). 
123 Witherspoon, Lectures on Moral Philosophy, 10–15. 
124 Affection functions as a sort of generalized condition, whereas will is specific and directed. That is affection 
functioned in the way Hutcheson defined moral sense. 
125 Long, The Ancient Architecture of America, 22–23. 
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America, allowed no room for the free play of ornamentation or “artistic yearnings.” Long’s 

emphasis on rationality echoes Walter’s description of Egyptian architectural science: 

architecture proper began with basic rational principles. From these principles, Hindu 

architecture represented a dialectically transitional moment, according to Long, where the faculty 

of imagination was completely unbound from the laws of symbolism and allowed to have “free 

play.” The faculty of imagination as Long described it most closely aligns with the affections of 

Protestant mental science. A richness, warmth, and free activity of ornament and a redundancy of 

outline characterize the architectural work of this faculty. Hindu building was an architecture of 

pure expression—actually more properly sculpture than architecture—that paralleled its 

accompanying religion. Long writes, “in their marvelous forms and ornaments, they seem to 

embody and foreshadow all Architecture of all time, just as all the Religions of the world, past 

and present, and perhaps to come, seem to have been imagined and prefigured in the sacred 

books of this people.” 126 The free play of imagination produces all religious and symbolic 

conditions. Imagination without reason gives the subject the whole world. 

Long’s logic is deeply Hegelian. The dialectic of the rational and imaginative is 

historically resolved by the Greeks. In their architecture, imagination is at work, but it is willfully 

subordinated to the order of the rational, lawful faculty. It is here, when the deliberative faculty 

of the will enters into the picture and controls the relationship of reason and the free play of the 

affections, that architecture properly becomes a fine art capable of producing the beautiful. 

While the slower development of architecture in New World never resulted in buildings as 

beautiful as those of the Greeks, Long suggests that the architectural progress of the Aztecs 

nonetheless paralleled the exercise of imagination under the regulation of the rational. It would 
                                                
126 Long, 23–24. 
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only be with the rise of the United States that the possibilities of Grecian perfection would 

develop in the Americas, a self-justifying colonialism to which we will return in the next chapter. 

Transcendental philosophy thus was a form of philosophical anthropology, but also 

historiography. Long’s conjectural history issues a challenge: What particular faculties are 

required to profess professional architectural knowledge? Loudon, on whom Walter and Tuthill 

so often draw, echoed the traditional triad of faculties when defining architectural practice: 

“architecture is an art of imagination as well as one of reason and taste.”127 I will suggest that, for 

Walter, Tuthill, and much of architectural thought in the Early American Republic, taste takes 

epistemological priority in the conception of architectural expertise, as it becomes the faculty of 

willfully controlling one’s relationship to imagination and the past. The architect is given 

authority over all the styles of the world because their suite of faculties is developed. 

The simple threefold division of the faculties was complicated by later Scottish 

Enlightenment philosophers like Stewart, for whom there are actually a number of different 

faculties: attention, conception, abstraction, association, memory, imagination, judgment and 

reasoning, and other faculties.128 Even earlier, Witherspoon had said the division between 

faculties is not clear and distinct, but rather they are three ways “of exerting the same principle”: 

the soul.129 But what remains consistent from Hutcheson to Reid to Stewart, from Witherspoon 

to Dwight to Wayland, is the basic dualism of mind and world, and a metaphysically assumed 

relationship between the two. In the preface to Ancient Architecture, Tuthill began with a note to 

its young readers: 

                                                
127 The Conductor (John C. Loudon), “Architecture Considered as an Art of Imagination.” 
128 Townsend, “Dugald Stewart on Beauty and Taste,” 272. 
129 Witherspoon, Lectures on Moral Philosophy, 10. 
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No "royal road to learning" has been discovered, but the old rugged path has been 
so cleared, and so smoothed, by modern improvements, that it is now like a rail-
road. You can make grand progress if you will; yes, if you will. It depends 
entirely upon your own efforts, with all these advantages, whether you are learned 
or ignorant, respected or despised.130 

Material improvement and personal improvement were metaphors for each other. The parallels 

and intertwinings of personal and material improvement were common and raised a second key 

issue at stake in the constitution of the architectural subject: In relationship to architecture, what 

is being improved? How is taste related to the baseline perception of objects like architecture? 

As Walter says, one must know how to see architecture in order to appreciate it.131 The question 

of architectural expertise is not only about seeing, but rather about seeing well.  

On a Protestant image of history, progressive improvement was a metaphysical first 

principle that intertwined the human’s immaterial and material bodies, collective bodies both 

sacred and profane, the nation and the globe, and divinity itself.132 This image of history allowed 

the architect and historian to seamlessly discuss mind and matter at multiple scales and to 

assume a continuity between person, nation, and architecture. A combined nationalism and 

racialism built the worldly foundations of this narrative that ran through black and copper 

civilizations and pointed towards whiteness. It is in the conception of the white, Protestant 

subject in Tuthill’s and Walter’s philosophical anthropologies that we will find the orientation of 

this narrative. In particular, an account of the constitution of the faculties of imagination and 

                                                
130 Tuthill, Architecture. Part I. Ancient Architecture, iii. 
131 This goes to the heart of the division of the two meanings of aesthetics Kant identifies: aesthetics as the 
experience of space-time and aesthetics as a judgement of taste. 
132 Taylor, “Moral Sense and Moral Sentiment,” in The Routledge Companion to Eighteenth Century Philosophy, ed. 
Aaron Garrett (New York: Routledge, 2014), 421–22. The usage of improvement as a description of personal and 
intellectual conditions was common; e.g., Witherspoon, Lectures on Moral Philosophy, 86. Tuthill had high hopes 
for the Scottish Enlightenment: "Since the American Revolution, our literature may be included with that of England 
and Scotland, for the latter country has contributed largely to the general stock. The present century thus far has 
been a lustrous period, and will doubtless in subsequent times be called another golden age in literature, another era 
of invention,” Tuthill, The Young Lady’s Home, 1848, 64. 
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taste will set up the final chapter’s consideration of a Protestant image of history’s proximate and 

messianic teloi. 

Walter on Will and Hope 

At the beginning of a genealogical account of his family, Walter wrote that “it is only 

savages who disregard the past.”133 Having knowledge of history is part and parcel to having 

made historical progress; or, said recursively, historical consciousness is an achievement of 

history itself. Cultures that have progressed beyond savagery know the past and can thus position 

savagery as an earlier, unenlightened stage in humanity’s progressive development. Walter’s 

claim is also personal: a contemporary person who disregards the past regresses to savagery. 

What has been achieved by history can be undone by the failure of personal improvement, the 

failure to properly organize and control one’s thoughtful relationship to what has been.  

Walter’s belief in progressivism via historical knowledge raises the question of how one 

regards, or properly attunes oneself to, the past. For Walter, paraphrasing Stewart on dreaming 

from Elements of the Philosophy of the Human Mind, thought in our waking life necessary takes 

shape through the “laws of association” or the “association of ideas,” concepts that, he says, are 

just other terms for memory.134 Humans form associations as their experience of the world 

unfolds. As ideas or appearances are concatenated, what happened in the past serves as a basis 

for how one perceives the world in the present and orients oneself towards the future. But can 

                                                
133 See TUW, Thomas Ustick Walter, “Genealogical Sketches and Investigations relating to Ancestry and Family 
Connections Embracing Biographical and Historical Notes and Records,” 1871. Amundson appeals to this key 
phrase several times; Amundson, “Thomas Ustick Walter’s ‘Lectures on Architecture,’” 48. 
134 TUW, Box 6, Folder 93, “The Flight into Egypt,” April 20, 1856. See also Stewart, The Works of Dugald 
Stewart, 239ff. Walter also refers to the “association of ideas” as the means by which the term Zion came to be 
identified with the Temple (which was not actually built on mount Zion) in Jerusalem, TUW Box 6 Folder 93, The 
Conquest of Mount Zion, 2 Samuel 5:1-12, April 17, 1859. Stewart, Elements, 240ff. 
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one take responsibility for these associations? Can one control how they regard and mobilize 

their own past?  

Walter explored this question in an 1856 Sunday School lesson on prophecy. 135 While 

humans sleep, he said, the association of ideas continues to occur in dreams, but these 

associations occur freely because they are not directed or informed by a relation to an external 

world and, importantly, they are not oriented by one’s will towards some particular goal. Rather 

they only occur as one’s thoughts turn back on our own past. In dreaming, associations are 

detached from external structure or purpose; “there is a strong analogy between dreaming and 

insanity,” he said.136 In waking life associations are constrained not only by the perceived world 

but also by our will.137 Perception of the external world is intentional; it is a process of active 

interpretation shaped by previous experiences and developed habits.138 The way one willfully 

orients towards the world is an ethical question of how the human interior relates to the exterior 

world. 

Walter understood the dualism of body and soul as two temporally distinct modes of 

existence.139 On the one hand, bodily existence has “no present.” “What we call the present is 

                                                
135 TUW, Box 6, Folder 93, “The Flight into Egypt.” 
136 This abdication of willful engagement with the external world was important for Walter because it is what allows 
divine prophecy to occur: “When the will of man is thus dethroned by sleep, and God, by the agency of one of his 
angels supplies that will, the dream becomes a message from heaven." In dreams our natural attitude and orientation 
towards the world (i.e., the deliberative faculty of the will) can be suspended, opening up the possibility for us to 
accept divine appearance. 
137 TUW, Box 6, Folder 93, “The Flight into Egypt.” 
138 TUW, Box 6, Folder 97, “Destruction of Jerusalem continued”; Box 6, Folder 93, “The Conquest of Mount 
Zion,” 2 Samuel 5:1-12, April 17, 1859. This is now our only way of coming to know something external according 
to Walter, for supernatural dreams which impress their prophetic character upon the dreamer no longer occur as 
divine intervention was brought to a close with the death of the last apostle of Jesus Christ. Walter writes, “when 
Christ finished the work of Redemption the Temple service was no more needed;__the sacrifice that the bleeding 
lamb typified had been offered on Calvary, hence all prophetic rites were at an end.” God no longer communicates 
via prophecy to humans who abdicate willful perception. 
139 TUW, Box 6, Folder 97, “on Hope,” Romans V, Sept. 30, 1860. Also “You and I have each an immortal 
principal within us—that book tells us all that relates to that inner nature of ours in language not to be mistaken—
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like the point in mathematics, it has location without magnitude,” but bodies have material 

magnitude. Rather than being present, bodies are stretched out between past and future. The 

experience of constant change is a necessary condition of having a body that can only be brought 

to an end with the destruction of the lived-body. Change—whether progressive or regressive—is 

inevitable as long as one is embodied at a particular point on the surface of the earth, a point that 

limits vision and orders experience into the continuous change of revolutions which “produce 

what is called time.”140 

On the other hand, because temporality is constituted by the constant change of the finite, 

material body, the non-extended, immaterial soul cannot be temporal: it is only present. Souls 

never decay and die; they exist, Walter said, as “one eternal now . . . that can know no end.”141 

But one’s bodily condition prevents total access to the immortal soul’s eternal present, and “the 

soul . . . very naturally finds itself dissatisfied with a state of being in which there is no now,—in 

which all is either past or future.” The “powers and faculties” of the immortal soul are marred by 

being in a “deformed” image of God; souls are limited by their confinement to a body marked by 

original sin and stretched out between the finitude of past and future.142  

                                                                                                                                                       
You and I have relations to the outer world—that book directs us in reference to those relations in unmistakable 
terms;” in Box 23, Folder 396, “Mystical Babylon,” Rev. 17, January 27, 1856. 
140 This definition of time as change goes back to Aristotle’s cosmology. “We occupy the surface of a planet whose 
changing revolutions divide our lives into days and months and years; the succession of these changes produce what 
is called time,—without them, time would be eternity;" TUW, Box 6, Folder 97, “On Hope.” This constitution of 
time by earthly rotation is notably important from the third day of creation, when God divides the day and night: 
“we must remember the standpoint of God is every where, while the vision of man is limited to a short distance from 
the position he occupies, —man waits for the revolutions of the earth to bring him night and day, but the dark side 
of the earth, and the light side, are present at the same moment to the omniscient and omnipresent God__David says 
‘the darkness and the light are both alike to Thee;’” TUW, Box 22, Folder 341, “The Creation,” June 16, 1872. 
141 TUW, Box 6, Folder 97, “On Hope.” 
142 TUW, Box 21, Folder, 300, “The Fall,” Gen. 2:8, 9, 15-17; 3:1-6, January 29, 1865. See also TUW, Box 22, 
Folder 360, “Effects of the Fall,” December 17, 1854. There seems to me to be a real question here if the destination 
of this line of reasoning would be that having a body itself is a type of deformity.  
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Walter sought to maintain contact between the powers of the soul and the material of the 

body, and thus human responsibility for what occurs on earth, by positioning his Baptist 

Calvinist theology as a moderation between the extremes of Antinomianism and Arminianism.143 

While the Antinomian tied salvation to predestined faith—there is nothing humans can do while 

in this material world for their salvation—and the Arminian tied salvation to human “free 

will”—good works secure infinite, divine salvation—Walter’s moderate Calvinism was 

characterized by the belief in “faith and works together.” The doctrine of what he labeled “free 

agency” sought to affirm two fundamental, yet seemingly opposed propositions—human 

freedom and divine sovereignty—and thus insisted that bodily existence is responsible for 

pursuing perfection but is never able to achieve it.144 

This is where the cognitive role of associations entered into the picture. In opposition to 

the Arminian doctrine of free will that understood humans as having the capacity to act contrary 

to their own affections and inclinations, free agency said that one is free to act in conformity with 

one’s own “prevailing inclinations.” 145 Humans are responsible for what they are inclined to do, 

and because of the fall of man in the Garden of Eden, these inclinations are often not towards 

good. Thus, one is required to take responsibility for one’s own fallen human condition. Here is 

the key point: regressive “prevailing inclinations” will remain a problem as long as one has 
                                                
143 TUW, Box 22, Folder 361, “God's Sovereignty, Man's Free Agency,” Gen. 6, December 31, 1854. 
; parts of this lecture rewritten in Box 24, Folder 438, “God's Sovereignty, Man's Accountability,” Rom. 8, January 
10, 1858. Walter calls the extreme position the “autonomian” position. I think he means “antinomian,” which refers 
to a free grace movement in 16th c England the 17th colonies. 
144 The doctrine of “free agency” was a fundamental tenant of the Freewill Baptist that emerged in the 1780s, with 
the agitations from Benjamin Randall, in opposition to Calvinism. As the Freewill Baptist summarized their own 
development: “In distinction from high-toned Calvinism, close communion, and a formal religion, Randal and his 
coadjutors preached the doctrines of a free salvation, the free agency of man, a living faith, active piety and open 
communion;” Minutes of the General Conference of the Freewill Baptist Connection: To Which Is Prefixed an 
Introduction, Containing a Brief Outline of the Rise, Progress, Early Polity, and Leading Measures of the 
Denomination (Dover: Freewill Baptist Printing Establishment, 1859), 1. 
145 This is a definition Walter borrows from the English theologian Charles Buck’s often reprinted Theological 
Dictionary (1802). 
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bodily, “savage” existence—a deformation of the image of God that will only be overcome by 

ultimate divine intervention.146 Combatting this regressiveness requires the improvement of 

one’s own inclinations—the transformation of one’s will. Although humans are entirely 

dependent on God’s grace for ultimate salvation, while living in the world, the issue of 

improvement and progress is material and thus the responsibility of bodies informed by rays of 

immortality. What is raised by the division of body and soul is, thus, not only a theological 

question of the conditions of ultimate sanctification—of eternal perfection and a new body—but 

also of how one makes improvement in this world—of temporal progress in the body one already 

has.147 That is, the issue becomes one of arcing one’s owns prevailing inclinations, and 

ultimately those of the nation (and the globe), towards a more sanctified future. 

The human condition, for Walter, is thus one of being-out-of-joint—of a desire but an 

inability to ultimately achieve the souls’ eternal aspirations within finite bodily conditions.  This 

out-of-jointedness produces a negatively defined third term, one that can only be understood as 

difference, one which Walter (somewhat inconsistently) calls mind.148 As he wrote, the mind 

                                                
146 “By sinning man became a mortal creature; death began at once to work in him; sin sowed the seeds of it in his 
body, and a train of miseries, afflictions, and diseases began to appear, which at length issued in death;—a spiritual 
or moral death also ensued;—he lost his original righteousness,—the image of god in him was deformed—the 
powers and faculties of his soul were corrupted, and he became dead in trespasses and sins; and had it not been from 
the interposition of a savior, who engaged to make satisfaction to law and justice, he and his whole posterity must 
have suffered eternal banishment from the presence of God and the glory of his power,” TUW, Box 21, Folder 300, 
“The Fall,” January 29, 1865. 
147 This new body was made possible by Jesus’s triumph over death. There were no new spiritual bodies for those 
that had died until Christ’s resurrection. The only individuals to receive spiritual bodies were ones that were 
“translated” without passing through death, such as Elijah; TUW, Box 22, Folder 343, “The Transfiguration,” April 
13, 1873. 
148 TUW, Box 6, Folder 97, “On Hope”; Walter does not use this term consistently—sometimes it seems to function 
as interchangeably with soul. For example, sometimes “human soul” functions as a term for that which can change. 
In a lecture on Christ and the Doctors, Walter remarks, “It was as necessary that our Savior should have a human 
soul that should be subject to all the laws of a human spirit, as it was that he should have a human body;—that soul 
grew with the growth of the body, and strengthened with its strength. It is not more inconsistent with the full divinity 
of Jesus to say that his soul expanded, than to say that his body grew. Had his soul not been human it could not have 
been made an offering for sin;” Box 20, Folder 298, “Christ Among the Doctors,” Luke 2:39-52, June 19, 1864. An 
earlier version of this claim contained in Box 6, Folder 94, Luke 11:39-52, April 27, 1856. Here, we see soul used a 
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“matures, it is true, with the body, and while confined to that wasting tenement, it follows it in its 

various phases, but it decays not with the body.” Mind is the name for progress without the 

cyclical regression of the biological body, maturation without decay and death. In fact, if 

humanity was not cursed by original sin in the Garden of Eden, “death would have been 

unknown to our race; —mankind would probably have been translated to heaven in full 

maturity.”149 Humans undergo “constant progressive movement from the cradle to the grave” 

(which implies that the regression of savagery is a sort of inhumanness, a point to which we will 

return).150  

Mind moves finite out-of-jointedness towards infinite resolution, but human progress on 

earth is always characterized by a not yet. To extend Walter’s words cited a few paragraphs 

above: “the soul . . . very naturally finds itself dissatisfied with a state of being in which there is 

no now,—in which all is either past or future, thus it proves beyond a doubt it owns 

immortality—it lives on hope—it lives in the future.”151 That is, the perpetual dissatisfaction of 

the not yet is, for the Christian, also the structure of absolute hope. Even if embodied existence 

projects an end in death, the soul continues to project a future beyond the decay of the finite and 

                                                                                                                                                       
term for something that can change—i.e., in the way he also uses the term mind—rather than for something that is 
eternal and changeless. All of this suggests that Walter has terminologically inconsistent tripartite theology: 
changing body, changing mind/soul, and unchanging soul/spirit.  
149 TUW Box 21 Folder 300, “The Fall.” 
150 TUW, Box 6, Folder 97, “On Hope.” It is these progressive faculties of the mind that distinguish man from brute, 
created nature but also from the absolute, uncreated Creator. Humans, as said above, are not just creations or 
creators, they are creating creations (or created creating). 
151 TUW, Box 6, Folder 97, “On Hope.” This discussion of hope draws directly on Buck’s Theological Dictionary 
(which in turn is drawing on John Brown’s Dictionary [1769]). Walter describes faith and hope as “emotions of the 
mind.” 
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thus hopes for ultimate, infinite perfection in which the temporally disjoined body and soul are 

perfectly rejoined in a new body.152  

Thus, in Walter’s out-of-joint dualism, it is the difference between the body and the soul 

that matters the most. This difference is where the narrative of progress takes place. The body’s 

finitude prevents the soul from having the absolute narrative of history, but it does not prevent 

the condition of absolute hope in a future perfection that grounds a narrative of progress. One 

takes control of associations, one regards the past, by using it to project forward towards a 

condition of absolute perfection that bend inclinations towards God rather than sin, a condition 

that unites the future and the eternal in the structure of hope. It is in this space of disjunction 

where continual improvement and progress are possible that the work of architecture finds its 

metaphysical grounds.153 It is also in this space of disjunction where scientific and artistic 

activity takes places, an endlessly perfectible activity that is compatible with a belief in ultimate 

perfection: 

God has recorded in his Word all that is necessary to promote the spiritual good 
of all his creatures, through all time, and under all circumstances, while he has left 
the fields of science and research that are everywhere presented in the vast 
universe he has made, open to our race for exploration and development; thus 
affording employment to our mental natures, which tend to strengthen and fit 
them to enjoy the sublimer reflections that rest alone in faith.154 

                                                
152 TUW, Box 23, Folder 407, “The Creation,” Gen. 1:1-19, November 30, 1856; Box 23, Folder 436, “The 
Creation,” Genesis 1:1-19, November, 29, 1857. This is why only Christian hope is pure hope; atheistic hope is 
ultimately incomplete.  
153 Walter, Lectures on Architecture, 34–35. 
154 TUW, Box 21, Folder 311, “Nineveh,” April 12, 1868. Tuthill nor Walter saw contradictions between the study 
of science, history, or the arts and a promotion of Christian piety and the study of theology. They understood a 
precise reconciliation of the bible and science to be entirely possible and indeed entirely necessary. Knowledge of 
the world and knowledge of God were entirely compatible—any apparent contradictions between scientific 
knowledge and the special revelation of the Bible was the result of either wrong scientific knowledge or incorrect 
biblical interpretation. God’s two books, scripture and nature, when properly read were in complete harmony. What 
was required was self-improvement in order to see the harmony. For example, Walter was not a young earther 
(although Tuthill was); he believed the earth to millions of years older than man and that the fossil records afford 
“evidence that our globe was inhabited by living creatures, overturned and re-inhabited at least 5 times before it 
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Tuthill on Tasteful Consumption between Pretext and Dogmatism 

The architect George Raymond, the object of the millionaire’s daughter Irene’s affection 

in Tuthill’s Reality; or, the Millionaire’s Daughter, was a gentleman in mind long before he 

became one in material and financial status. In contrast, the millionaire Mr. Hazlehill, one of the 

novel’s more sordid characters, came into financial success without having developed the mind 

of a gentleman. The consequence of having means to acquire appearance prior to the knowledge 

and moral character that ground this appearance was far reaching. The narrator, who speaks in 

Tuthill’s voice in her novels, described Mr. Hazlehill as “the living impersonation of Pretext.” 

That is,  

he had motives which governed his actions, but they were as hidden as a primary 
cause. Like certain would-be atheists, who dwell on secondary causes till they 
persuade themselves there is no ultimate cause, Mr. Hazlehill had so long given 
subordinate reasons for his conduct, and so habitually fixed his attention on them, 
that he never penetrated to the depths of his own dark mind, to know what was 
lying beneath his apparent and given motives.155 

Learned self-reflection contrasts with worldly concern for material appearance, a common theme 

in Tuthill’s account of character and knowledge. Economic class is understood as an effect, not a 

cause of gentlemanliness.  

Irene’s mother, like her father, also served as an example of failure to properly realize the 

relation of soul and world. She embodied the position of religious dogmatism, which Tuthill 

contrasted with “true Christian religion.”156 While her father cared only about the secondary 

appearances, a gentlemanliness of the body rather than the soul, her mother cared only about 

soul. Regarding the body as entirely compromised by fallenness, she believed in “only judgment, 

                                                                                                                                                       
became the residence of man;” TUW, Box 23, Folder 436, “The Creation” and Folder 407, “The Creation”; Tuthill, 
The Young Lady’s Home, 1848, 51. 
155 Tuthill, Reality, Or, the Millionaire’s Daughter, 18. 
156 Tuthill, Reality, or, the Millionaire’s Daughter, 25. 
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condemnation, punishment, sin, suffering, everlasting misery.” The dogmatist mistakes the 

relation between soul and body, primary and secondary causes, for one of absolute division 

rather than of potential improvement and convergence. 

It is in the narrow path between these two vices—pretext and dogmatism, absolutism of 

body and absolutism of the soul—that Christian virtue and personal improvement sits. 

Navigating between body and soul, between lack of perfection and the hope for it, was an issue 

not of exempting oneself from but rather properly orienting oneself in the world. In one of her 

first stories, Love of Admiration, or Mary’s Visit to Boston (1828), Tuthill followed the virtuous 

young Mary—who had religious principles, pure and cultivated taste, and an understanding of 

the sciences—in her travels from New Haven to Boston to visit relatives. Mary saw the world in 

a different way than her relatives, a difference that they chalked up to her provinciality, but was 

in fact due to her education and virtue, the “powerful effects” of which could be seen in her 

awakened “sensibility and purifying taste,” and “the divine efficacy of that religion, which lifts 

the heart above low and sensual pleasures.”157 Mary took pleasure in the observation of the world 

rather than in others’ observation of herself. Mary’s initially vain cousin Charlotte, humbled in 

attitude and appearance by an accident (which resulted from her vanity), turned to Mary for 

guidance. Change in Charlotte was not immediate—“the impressions of early education, and the 

forces of habit were strong”—but it happened.158 Bending prevailing inclinations, changing 

habits of associations and memory, and overcoming prejudices requires a long process of 

improvement.159 

                                                
157 Tuthill, Love of Admiration, 22–23. 
158 Tuthill, 156. 
159 See for example the chapter entitled “Prejudice” in Tuthill, The Young Lady’s Home, 1848, 198–206. 
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Tuthill’s guidebook The Young Lady’s Home laid out how to carry out this improvement, 

a process in which religion and gender were explicit. She wrote that “woman owes her present 

elevation of character and condition to Christianity; in all the countries where its benign, holy 

influence is unfelt, she is still an unintellectual, a degraded being,—and just in proportion to its 

purity and its power over a people, is her domestic happiness.”160 While a young man, upon 

finishing collegiate education, “enters immediately upon the study of the profession, or into the 

business” that “his natural talents, the habitual bias of his mind, or the wishes of his friend” 

determines, the young lady, according to Tuthill, does not have such a specific objective to set 

into view.161 Her orientation was not external, but rather internal and domestic. A man falls into 

vice without an external purpose, without a profession or an occupation, even if he is “a man of 

liberal education and refined taste.”162 A young woman becomes aimless when she fails to orient 

herself properly, mistaking her worldly appearance for her spiritual content. Her vices are vanity 

and concern for the appearance of culture rather than true character itself. To combat vice, a 

woman’s continued education was to aim at the care of self, at the improvement of faculties. As 

Tuthill writes in The Young Lady’s Home: 

You now enjoy the best possible opportunity to gain a knowledge of yourself, 
your disposition, habits, prejudices, purposes, acquirements, deficiencies, 
principles. . . . Cheerfully, then, commence that self-education, without which all 
other education is comparatively useless.163 

Internally-oriented education is a process of disciplining the self, of self-improvement. 

                                                
160 Tuthill, 93. 
161 Tuthill, 12. 
162 Tuthill, Reality, or, the Millionaire’s Daughter, 289. 
163 Tuthill, The Young Lady’s Home, 1848, 14. Self-instruction was for Tuthill, as Allaback describes, “equivalent to 
moral discipline.” Allaback, The First American Women Architects, 49. 
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Professional education and education without a particular external object in view (let us 

tentatively call this humanistic education) are both directed at producing forms of subjectivity. 

But while professional education’s ultimate aim is at the production of producers, the creation of 

subjectivity for the purposes of external creation, humanistic education’s aims are internal, 

aiming at the formation, culture, and care of the self (what is called Selbstbildung).164 In Tuthill’s 

work, and in much of Early Republican discourse, these two activities are explicitly gendered.165 

But humanistic knowledge, the disciplining of self, was not useless in Tuthill’s view. It is 

directed back outwards through the concept of taste. Women, Tuthill said, are the “arbiters of 

taste”—a power gained by positioning oneself as a client: “The women of our country surely 

ought to cultivate a refined taste that they may know how to spend nobly and gracefully the 

money lavished upon them by the gold-gatherers—their fathers and husbands.”166 Rather than 

the production of producers, it is the production of consumers that Tuthill saw as the aim of the 

education of women. This is the flipside of the professionalization at work, a realization that 

once the architect’s design is converted into a commodity (a key move, discussed in chapter one, 

made in order to position architectural work as something deserving compensation), then the 

consumer has the potential, and ethical responsibility, to drive the character of production. 

Tuthill, like Walter, was aware of the authority of the client formed by the professional 

structuring of builder-architect-client. If architecture is a market profession, it is the client that 

holds power over whether the knowledge is wanted or not (regardless of whether they should 

want it). 

                                                
164 Michel Foucault, The Hermeneutics of the Subject: Lectures at the Collège de France, 1981-82, ed. Frédéric 
Gros, trans. Graham Burchell (New York: Palgrave Macmillan, 2005), 46. 
165 Emerson complained in his famous 1837 “American Scholar” speech about the feminization of American 
intellectuals by “practical men.” 
166 Tuthill, Reality, or, the Millionaire’s Daughter, 179. 
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The production and consumption of architecture, inscribed with gender, occurs through 

the mutually accessible medium of taste, and proper consumption requires educated skill. 

Reading can provide an analogy. Good reading, Tuthill explains in the introduction to her 

collection The Young Lady’s Reader, means reading aloud with “full and distinct enunciation,” 

“correct and elegant pronunciation,” “natural key,” good volume, pace and tone, and a “graceful 

attitude and pleasant . . . countenance.” It means, “above all,” reading “intelligently” with 

an understanding of the meaning and spirit of the author. Good reading makes the author’s 

intentions appear through proper emphasis and expression, an aim her 1847 My Little Geography 

written entirely in Comstock’s phonetic alphabet made explicit. 

 

Figure 47. Comstock's phonetic alphabet from Tuthill's My Little Geography 
(1847) 

The client-consumer’s approach to architecture is like that of the reader. Irene, in Reality; 

or, the Millionaire’s Daughter, first discovered George Raymond as an architect hounded by ill-

informed dilettante gentleman like her father. “Ignorant and pretentious people, with vague 

notions of style and elegance” held the power of the purse strings, and thus the architect’s fate, in 
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their hands.167 She, in contrast, comported herself like an educated consumer who enables the 

architect’s authority. She wrote in a letter to a friend that “Mr. Raymond is now my Michael 

Angelo;” he is a real “live hero” who, she says, “has elevated my standard of character.” 168 The 

architect’s client and love interest merged. 

The admission of the patriarchal subservience of the consumer-client (even if they held 

the purse strings) tied in with the cult of domesticity, as a key conversation between Irene and a 

knowledgeable dilettante (who, in romantic fashion, turns out to be the architect George 

Raymond’s long-lost father) illustrates: 

“I know very little about architecture,” replied Irene, with evident embarrassment. 
“Very few young ladies do; and yet it concerns them nearly. Woman is the 
mistress of the house, and the house should be mainly built with reference to her 
comfort and pleasure. The master is abroad much of the time, and the mistress is 
the ‘keeper at home.’ There is much foolish talk about woman’s sphere; we all 
know, wherever the circumference of that sphere may be, the center is home.”169 

The reply, in common nineteenth-century fashion, tied womanhood to domesticity but also to a 

placed-based dilettantism.170 However, it is the circumference of that domestic sphere that 

centers on the home, that Tuthill’s writing called into question.  

For Tuthill, the domestic was deeply entwined with the public and the national. While 

opposing the liberatory rhetoric of women’s suffrage, her account of the domestic economy 

positioned the feminine consumer as active participant in the formation of national architectural 

identity.171 Taste cut across the boundaries of professional and dilettante. Women were its “true 

arbiters” she said in the dedication of her History because taste was a fundamental medium of 
                                                
167 Tuthill, 114. 
168 Tuthill, 118. 
169 Tuthill, 130–31. 
170 Allaback, “The Writings of Louisa Tuthill,” 14ff. 
171 “To enter as a fiery partisan into the contentions of political opponents is unbecoming the delicacy and dignity of 
female character,” Tuthill, The Young Lady’s Home, 1848, 268. See also Eldred and Moretensen, Imagining 
Rhetoric: Composing Women of the Early United States, 117. 
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human refinement. The home was a place of respite for men who participate in the public 

sphere—it becomes an ‘other space’ from the work of commerce—but as a heterotopic space of 

consumption its ideals still exerted influence over the public culture’s activity and taste and 

ultimately guided the formation of the national domestic.172  

In Reality; or, the Millionaire’s Daughter, the intersections of the professional and the 

domestic become more complex than a binary of production and consumption. Irene, who, of 

course, winds up marrying the architect George (in a church he had designed no less), shows one 

of her perspectival sketches to him and he is decidedly impressed—“Very neatly done! 

Beautifully done!” She asks to become a part-time (unpaid) draftsman for him, and because she 

has leisure time each day after completing all her domestic affairs, he agrees.173 George, as a 

progressive thinker, declares that “if a woman is governed by right principles, and acts 

conscientiously, a strong and cultivated intellect, and even a strong will, can do her no harm.”174 

Crossing household with architectural authority, the master of the domestic sphere was conflated 

with the master of design. The relationship of architect and draftsman is constructed in a 

gendered frame. Womanhood and manual labor are both established as subservient to the 

mindful authority of the architect.  

There is in this narrative a prefiguration of the divide between architects and draftsmen 

that would become substantial several decades later as drafting became one of the semi-

                                                
172 Hadley Kruczek-Aaron, Everyday Religion (Gainesville: University Press of Florida, 2015), 38. While 
consumption crosses into the public, exterior world, so does professional production enter into the home. Even the 
domestic needs external professional guidance according to Tuthill; Doumato, “Louisa Tuthill’s Unique 
Achievement: First History of Architecture in the U.S.,” xii. 
173 Tuthill, Reality, or, the Millionaire’s Daughter, 302. 
174 Tuthill, 292. This license has limits, however, as he continues that a woman who attempts to assume dominion 
over men is “guilty of almost as great a folly as angels would be, were they to come down from Heaven and mingle 
in the strife of one of our Presidential elections.” 
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professions.175 The deep ties of semi-professions—those professions that aspire to yet have not 

achieved the rank professions—to occupations deemed the work of women (such as elementary 

school teaching, nursing, and social work) make visible the inherent connection of 

professionalism and patriarchy.176 While drafting remained largely male, we nonetheless see a 

patriarchal relation in the reduction of drafting labor to the architect’s permanent secretary 

(rather than pupil), and perhaps even the prefiguration of the erasure of women from 

architectural production in cases like Marion Mahony Griffin’s work for Frank Lloyd Wright. 

Imagination and Associational Relations to History 

While he occasionally references two fictional works—John Bunyan’s Pilgrim’s 

Progress and John Milton’s Paradise Lost—Walter was virulently against fiction as an idea: 

We hear of “moralizing fiction,” but such a thing as moralizing fiction is 
impossible.—Fictitious takes are immoral, whatever lessons they may be intended 
to teach,--they are immoral, in whatever light they may be viewed; —they are 
confessedly untrue.—The apostle John says, “no lie is of the truth.” The truth 
requires nothing that is untrue, to enforce it, —nothing that is untrue, to illustrate 
it, nothing that is untrue, to embellish it.177 

Fiction is immoral because it is a lie, and an unnecessary lie at that. Tuthill, on the other hand, 

saw imaginative work of fiction as a powerful force for good, as her substantial corpus of overly 

didactic, moralizing novels suggests.178 In The Young Lady’s Home, She mounts a defense of the 

restrained used of fiction: 

                                                
175 See Johnston, Drafting Culture: A Social History of Architectural Graphic Standards. 
176 Jeff Hearn, “Notes on Patriarchy, Professionalization and the Semi-Professions,” Sociology 16, no. 2 (1982): 
184–202. 
177 TUW, Box 21, Folder 307, “The Secret of a Sunday-School Teacher’s Success.” This is contra moralist like 
Wayland, who writes that the moral law forbids “The utterance as truth of what we know to be false. I say they 
utterance as truth, for we sometimes imagine cases for the sake of illustration, as in parables of fictitious writing, 
where it is known beforehand that we merely address the imagination. Since we utter it as fiction and do not wish it 
to be believed, there is no falsehood if it be not true;” Wayland, The Elements of Moral Science, 255. 
178 Tuthill’s fiction was at best a minor part of the developing body of women’s fiction in the nineteenth century. 
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History may be read for amusement. Facts are always agreeable to the human 
mind; “if any moral feeling be instinctive, it is respect for truth." The little works 
of fiction, which too often constitute the first intellectual food, would lose half 
their value with children, if they suspected they were not true. Let it not be 
supposed, that we would on this account prohibit all works of fiction at that early 
age. They often inculcate lessons of wisdom, and furnish bright examples of 
moral excellence, which may be of lasting benefit; they sometimes afford to those 
of riper years that knowledge of refined and elegant society, which cannot be 
gained in any other way. But tales and romances often induce a disrelish for 
history. To the reflecting and philosophic mind, it furnishes a rich fund of 
intellectual enjoyment.179 

Fiction, the medium in which Tuthill had her greatest printed successes, was a way of packaging 

moral truths and of allowing access to parts of the world otherwise inaccessible. Approached in 

the correct way (i.e., with philosophical reflection), fiction can aid in the formulation of general 

principles and refinement of self. 

Walter’s simplistic, moralizing critique of fiction was not uncommon for early 

America.180 What is important, though, is that it is a critique licensed by a metaphysics, shaped 

by the legacy of Scottish common sense realism, that privileges actuality over possibility.181 

Fiction is immoral because it is untrue, and it is untrue because it describes unrealized 

possibilities rather than reality. As the Scottish philosopher James Beattie in his Dissertations 

Moral and Critical (1783) warns, fiction is a “dangerous recreation” that “breeds a dislike for 

history, and all substantial parts of knowledge.”182 The reality created by God which finite 

humanity through science only ever knows partially, is replaced by the fictional unreality created 

by humans and knowable in totality. 

                                                
179 Tuthill, The Young Lady’s Home, 1848, 49. The quote, “if any moral feeling be instinctive, it is respect for truth” 
comes from David Brewster, The Edinburgh Encyclopædia, vol. 3 (Edinburgh: William Blackwood and John 
Waugh, 1830), 509. First American edition David Brewster, The Edinburgh Encyclopaedia, 18 vols. (Philadelphia: 
Joseph and Edward Parker, 1832). 
180 Martin, The Instructed Vision: Scottish Common Sense Philosophy and the Origins of American Fiction, 57–106. 
181 Martin, 84, 87, 90, 101–3. 
182  Beattie 87-89, 320.  
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Walter resolves his appreciation of Bunyan and Milton, of Jesus’s telling of parables in 

the Gospels, and of the narrative of book of Revelation by distinguishing fiction and allegory 

(variations of which are the parable and fable).183 In allegory, material objects are substituted for 

spiritual or moral ones, so that we can have “insight into things we could not have been made to 

comprehend by any other process.” In fiction, what is imaginary, unreal, and untrue is presented 

in such a way by “inventive genius” that the mind is convinced it is true history. In allegory, on 

the other hand, we are aware that what is being conveyed is not material history, but rather an 

illustration. In fiction “there is no substitution” of material for moral. While Walter and Tuthill 

differ on the value of children believing that what is narrated in the moral tale actually occurred, 

there is an underlying similarity in their views on the danger of fiction: the temptation to 

wholeness and completeness. The distinction of bad fiction and allegory, or fiction read 

incorrectly versus philosophically, is one of the intentional relations of fiction to the real, actual 

world. Tuthill’s good fiction and Walter’s allegory aim at improving the imperfect world, her 

bad fiction and his fiction are means of escape into another complete and autonomous one. This 

metaphysical distinction is key in understanding their accounts of improvement and progress as 

necessary conditions of human existence in an imperfect, fallen world.  

Fidelity to the real, not-yet-perfected world and the ethics of improving it manifests itself 

in Walter’s and Tuthill’s accounts of the relationship of the faculties to architectural production. 

Walter is clear that architecture requires imagination in addition to reason and taste. He writes 

that “a mere knowledge . . . of those qualities that address themselves to the human reason, will 

                                                
183 TUW, Box 22, Folder 355, note on fiction and allegory and Revelation 1:12-20, January 28, 1872. In comparing 
these two notes we can see how the terms “moral” and “spiritual” are essentially interchangeable. Contra Tuthill, 
Walter sees a distinguishing feature of allegory in that no child would assume it to be literally true. 
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never enable the Architect to rise superior to the rank of an imitative builder.”184 The scientific 

mechanic who imitates good taste is not enough. Rather, “the Architect of imagination alone can 

administer to the intellectual enjoyment of those who look upon his works.” In the 1834 article 

from the Architectural Magazine that Walter is paraphrasing, Loudon goes on to say that while 

many practices require imagination (such as the machinist’s invention of new machines) only 

those practices that “produce emotion” are properly described as “arts of imagination.”185 It is 

these arts of the imagination—arts that involve the affections—that, in turn, Walter says vivify 

the observer’s imagination.186 

What is imagination? Loudon describes it as “that power of the mind which consists in 

recalling ideas previously treasured up there by the memory, and presenting them in new 

combinations.”187 For Walter, imagination is a faculty that fills in what is unseen in the actual 

world, as he describes it as power of the observer to fill in the missing parts of both the 

Parthenon and the Roman Colosseum, as well as a faculty activated by harmony in architectural 

form that leads the mind to engage in the activity of filling in.188 Imagination is grounded in the 

world—as Loudon says, “the reason of this is, that the imagination sees only in other things what 

                                                
184 Walter, Lectures on Architecture, 218–19; The Conductor (John C. Loudon), “Architecture Considered as an Art 
of Imagination,” 147. Walter is paraphrasing Loudon, who writes: “The architect to whom architecture is not an art 
of imagination, as well as an art of reason, can never . . . rise above the rank of an imitative builder.” 
185 Loudon qualifies these claims as being true for humanity in general, for “every art and pursuit may become an art 
of imagination to him who follows it with a sufficient degree of ardour and enthusiasm.” But in general, some arts 
produce emotions in mankind generally and are therefore “arts of imagination.” 
186 Walter, Lectures on Architecture, 219. Also see Walter’s description of the observer’s imagination as able to fill 
in the gaps of the missing parts of the Parthenon and the Colosseum (74, 123), the Roman influence in the decline of 
Grecian imagination (105), the “fertile imagination” of Greek poets (134), imagination in relationship to Islamic 
architecture (142), imagination as darting from earth to heaven in the gothic cathedral (150), architecture as 
vivifying imagination (205), harmony as an architectural principle that leads the imagination to concealed objects 
such as the other side of the column (212). 
187 The Conductor (John C. Loudon), “Architecture Considered as an Art of Imagination,” 145. 
188 He, in fact, gives an example very much like what Edmund Husserl would later use in describing the 
phenomenological process of “ideatic variation”: a harmonious architectural object allows the mind to fill in the 
other unseen side of the column; Walter, Lectures on Architecture, 212. 
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it has first made its own by observation and memory.”189 Bunyan’s, Milton’s, and Jesus’s 

parables are all proper acts of imagination because they fill in the unobserved, they illuminate 

what was not previously visible by drawing on material we have previously understood. 

Likewise, architectural imagination brings forth previously unobserved aspects of reality—both 

material and spiritual—by working with our memories and associations. 

A difficulty develops here. If imagination is predicated on the process of assembling 

memories, which is used interchangeably with the association of ideas, are any connections 

licensed or are some better than others? Associations are contingent, but are they arbitrary? Take 

for instance Wayland’s discussion of associations in The Elements of Moral Science (1835).190 

Association designates two different “habits of mind.” In the first, “the sight or recollection” of 

one object leads our thoughts to a second object. For example, seeing a hearse, he says, may lead 

us to think of the death of a friend. In the second, an emotion is awakened by some antecedent. 

The structure of Wayland’s example of this is important:  

the countenance of a person may be suited to awaken no emotion of pleasure in 
itself; but if I become acquainted with him and am pleased with his moral and 
intellectual character, a degree of pleasure is at last excited by his countenance 
which in the end appears to me agreeable, or, it may be beautiful.  

Importantly, the relationship of the emotion to the object is accidental, not necessary. In both 

cases, “no new idea is gained.” Rather, we simply associate two existing ideas. “Association is 

the faculty by which we transfer.”  

Walter uses an argument about the “association of ideas” in relationship to the term 

Zion.191 Mount Zion was a hill outside of Jerusalem, until David captured it in c. 1010 BCE. 

                                                
189 The Conductor (John C. Loudon), “Architecture Considered as an Art of Imagination,” 146. 
190 Wayland, The Elements of Moral Science, 28–29. 
191 TUW Box 6 Folder 93, The Conquest of Mount Zion, 2 Samuel 5:1-12, April 17, 1859. 
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David made it the site of his royal residence. The temple was built on Mount Moriah, but this hill 

became identified with Mount Zion and took its name. Eventually, Zion “by association of ideas” 

came to be associated with the Temple itself—“the dwelling place of the most high.” This leads 

to its deep meaning: 

The term Zion became redolent of the most endearing associations to the Jews;--it 
filled the poets’ imagination with the loftiest thoughts,--it nerved the warrior in 
the din of battle, --it inspired the musician with the sweetest—holiest emotions, 
and, in time it became the watchword of all true believers, in the Christian, as well 
as the Hebrew dispensation. 

Wayland uses his discussion to say that while we might construct moral judgments by 

association, we never acquire moral sense this way. Moral ideas are presupposed by association, 

just as in Walter’s example the term Zion gains its meaning from the reality of the Divine 

dwelling. Judging the propriety of imagination and the association of ideas requires a prior set of 

values. 

Here is the key point: imagination is a tool of the will—of associating and guiding 

associations both in production and consumption. Imagination does not function in a void, but 

rather is in a sort of feedback loop with purposeful taste. As Loudon says:  

the exercise of the imagination adds greatly to the pleasures of taste; and, 
consequently, whoever wishes to enhance to the utmost his enjoyment of 
architectural design should be assiduous in storing his mind with ideas on the 
subject, by reading, by the observation of buildings of every kind, whether as 
designs or drawings in the portfolios of artists; or of edifices, whether in town or 
country, newly erected, or in ruins; and whatever may be their uses, their beauties, 
or their deformities; and, in short, by every means in his power.192  

Recognizing that architecture is an “art of imagination,” and that this third faculty of imagination 

bends one’s will via the active structuring of memory and association means understanding 

                                                
192 The Conductor (John C. Loudon), “Architecture Considered as an Art of Imagination,” 147. 
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architecture as a tool for producing self-understanding. This understanding for Walter and Tuthill 

occurs at personal, national, and world-historical levels.  

For Tuthill and Walter, below the division of producer and consumer, author and reader, 

sat the category of perception—of the perceiver—that influences both subject positions. 

Perception is a faculty directed by the will and that cultivates the passions. One does not merely 

see but sees well or poorly. Promoting a religion of self-cultivation rather than self-denial and 

thus squaring more with Shaftesbury than Calvin, Walter and Tuthill direct the power of 

improvement towards the self. Self-improvement leads to clearer perception of worldly progress, 

and both are divinely directed. 

Racialized-Nationalized Progress 

The historical narrative of architecture told in the Early American Republic was one in 

which black and brown bodies and their architecture were seen as steps along the way to the 

contemporary, improved white ones. The formation and improvement of the faculties was a key 

tool in this narrative, as it connected the appearance of architecture to the minds of those that 

created and appreciated it. Taste in particular acted as a faculty for constructing a type of 

architectural nationalism that linked mind and matter into a drama of constant improvement and 

progress.  

The subjects of the Early American Republic were understood to be at the forefront of 

this historical march, and the constitution of its citizens’ minds positioned their bodies as the 

forefront of the development of spiritual and the material unity. In the white protestant body, the 

present found its most consistent relationships with past and future. It was the constitution of the 

faculties—memory, imagination, and reason as the most prevalent triad—that was used to 

universalize this form of white Protestant subjectivity. This constitution was also used to 
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establish accounts of personal, racial, and national minds. Jefferson had, in Notes on the State of 

Virginia, used the faculties to distinguish race in a description of the inferiority of black people: 

“comparing them by their faculties of memory, reason, and imagination, it appears to me, that in 

memory they are equal to the whites; in reason much inferior, as I think one could scarcely be 

found capable of tracing and comprehending the investigations of Euclid; and that in imagination 

they are dull, tasteless, and anomalous.”193 It was in contrast to mental inferiority of this 

blackness that Jefferson positioned white American progress. But in the architecture of this 

progressive white body, the spiritual mission of the New Israel intersected with the aesthetic 

idealism of a New Greece to fabricate an architectural racism in the guise of a futural idealism. It 

is to the fabrication—the universalization of whiteness—in its proximate and utopic futures that 

we finally turn. 

 

                                                
193 Jefferson, Notes on the State of Virginia, 146. 
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6. The New Greece: Whiteness and Hope in Protestant History 

The fulfillment of this prophecy is today before our eyes—the white 
race is dwelling in the tents (or occupying the land of the red race) 
in our country, to a prodigious extent—this language applies to us, 
and the aboriginals of our county as truly as words could be 
spoken today;—observe also the progress of the English in India, 
and at this moment in Persia, and we see a progressive fulfillment 
that can end only in the universal sway of the white race. 

Thomas Ustick Walter, “Landing from the Ark,” July 14, 1867 1 

Our architecture must, therefore, be partly indigenous. 

Louisa Tuthill, History of Architecture, 18482 

I am quite straight-faced when I ask soberly: “But what on earth is 
whiteness that one should so desire it?” Then always, somehow, 
some way, silently but clearly, I am given to understand that 
whiteness is the ownership of the earth forever and ever, amen! 

W. E. B. Du Bois, “The Souls of White Folk,” 19203 

 

According to the theological image of history I’ve characterized over the past two 

chapters, the white subject was imagined simultaneously as a transcendentally ideal measure and 

as the historically real forefront of earthly human progress. That is, black and copper (or red) 

subjects were positioned as inferior stages along the way to the perfected ideal. Those that 

remained in these colored bodies—the indigenous people of the Americas, India, China, the 

Persian Gulf, and Africa—were characterized as pale reflections of their ancient precursors, 

stupefied and even racially diseased in their non-progressive isolation.4 The best that could be 

                                                
1 TUW, Box 21, Folder 303, “Landing from the Ark,” Genesis 8:15-22 and 9:1-16, July 14, 1867. 
2 Tuthill, History of Architecture, 275. 
3 W. E. B. Du Bois, Writings (New York: The Library of America, 1986), 924. 
4 Benjamin Rush, for example, thought blackness was a result of leprosy; Benjamin Rush, “Observations Intended to 
Favour a Supposition That the Black Color (As It Is Called) of the Negroes Is Derived from the Leprosy,” 
Transactions of the American Philosophical Society 4 (1799): 289–97. 
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hoped for by these wretched of the earth was assimilation to whiteness.5 On the narrative of 

Republican Theology, white supremacy had a nation in the United States that was the torch 

bearer of progress and that had a responsibility to assimilate the world to its Christian whiteness. 

This racialized progressivism rested in a utopic future beyond the proximate one of national 

progress. While the ends for Latrobe and Jefferson’s program of an architecture based on an 

Enlightenment indifferentism was a nation grounded in reason, on the explicitly Protestant view 

of a theological image of history, this end was merely penultimate. Beyond it rested an ultimate, 

millenarian destiny.  

This final chapter is a meditation on the ways a Protestant image of history entangled the 

proximate future of continued national progress with a utopic future through the futural 

orientation of hope. This split between proximate and millenarian futures mirrored the split of 

the past between antediluvian prefigurations and concrete postdiluvian architectures discussed in 

chapter four. The historical narrative that runs from Babel and Egypt to the United States and 

into a proximate, national future was bracketed within a distant primitive past to which one only 

could have a conjectural relationship and a distant utopic future for which one could only have 

Christian (rather than worldly) hope. 

In the case of the split past, the historical divide between an ante and postdiluvian world 

rested on a metaphysical split manifest in the postlapsarian break from Eden. The effects of the 

fall on human constitution, the dualism of body and soul, functioned as a fundamental tool in 

explaining architecture as discussed in the previous two chapters. In the case of the split future, 

the historical divide between the nation’s progress and a globally perfected future rested on a 

                                                
5 Frantz Fanon, The Wretched of the Earth, trans. Richard Philcox (New York: Grove Press, 2004). 
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metaphysical split between time and eternity.6 This split in time was, as Walter describes, 

manifest in two different types of hope. Worldly hope was in a futural yet relative perfection that 

remained in progressive continuity with the present, whereas Christian hope was in something 

absolutely perfected and “incorruptible,” an immortal existence that could know no end. I will 

argue here that these two temporalities provided a way in which a Protestant image of history 

reconciled Greece and Israel. While the proximate architectural orientation of the United States 

came in the forms of classical Greece, its utopic temporality came from Israel. 

1. Hope and Relative Perfection 

In the century after Christ’s death, against the backdrop of the Acropolis, “perhaps with 

his eyes fixed upon the sculptured Parthenon,” Tuthill said, St. Paul stood on Mars’ Hill and 

proclaimed to the Greeks: 

Ye men of Athens, I perceive that in all things ye are too superstitious. For as I 
passed by, and beheld your devotions, I found an altar with this inscription, 'To 
the unknown God.' Whom, therefore, ye ignorantly worship, him declare I unto 
you. God, that made the world and all things therein, seeing that he is Lord of 
heaven and earth, dwelleth not in temples made with hands. Forasmuch, then, as 
we are the offspring of God, we ought not to think that the Godhead is like unto 
gold, or silver, or stone, graven by art and man's device.7 

It was in Athens, in the precinct of the perfected temples of the Acropolis, that Paul opened the 

Greco-Christian world. As Walter—in what we should note is a robust burst of associationist 

philosophizing—described the experience of a contemporary wandering through the ruins of 

Athens: “here Eschylus strung the tragic lyre,—here Socrates and Plato reasoned on the 

immortality of the soul, —here Demosthenes poured forth the thunders of his eloquence against 

the Macedonian king; —here too, the great apostle of the gentiles proclaimed the sublime 

                                                
6 TUW, Box 6, Folder 97, “On Hope,” Romans 5, September 30, 1860. 
7 Tuthill, History of Architecture, 88. Tuthill is quoting from Acts 17:22-24. 
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mysteries of Redemption.”8 In the spaces of great events such as these, architecture found its 

perfection through “the highest triumph of Grecian genius,—the master work of a master mind.”9 

It was amongst the perfected forms of Grecian architecture that Paul preached Christian 

redemption through the miracles of Jesus’s birth, death, and resurrection. These events marked a 

rupture in the narrative of world history, a turning point in how God dispensed his grace. Jesus, 

the perfect union of humanity with divinity, embodied a resolution to the metaphysical and 

anthropological problem of the disjointed soul and body. He preached an ethics that would suture 

this divide and repair humanity’s relationship with God.10 This divinely gifted resolution was, 

however, rejected by the world. Christ was murdered and human existence remained out of joint. 

Ultimate perfection would have to wait.  

But progress and perhaps even some relative perfection could be pursued. As Walter 

described in his lesson on Pentecost (Acts 2:1-13), these events marked the beginning of a new 

historical dispensation, one in which the helpmate of the Holy Spirit took up residence in all 

believing Christians.11 It is this direct connection with God—rather than the mediation of the law 

handed down to Moses—that was to guide Christian thought and action and ultimately, the 

Christian confidently hoped, to orient history towards redemption. It is the junction of the Gospel 

with Grecian aesthetics, politics, and philosophy that guided Tuthill’s and Walter’s worldviews. 

The synthesis embodied by Paul on Mars Hill flowed through their Protestant Whig theology. 

                                                
8 Walter, Lectures on Architecture, 70. 
9 Walter, 73. These lines comes from Walter’s description of the Parthenon. 
10 TUW, Box 20, Folder 292, “The Fourth Beast,” December 2, 1860. 
11 TUW, Box 20, Folder 289, “Pentecost,” Acts 2, March 4, 1860 and March, 30, 1873. 
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The Temporality of Faith and Hope 

Walter said that hope, humanity’s key connection to the future, came in two varieties: 

worldly and Christian. In both cases, it was different than faith: 

Faith and hope are . . . separate and distinct emotions of mind;—faith belongs 
exclusively to the past;—hope to the future—"faith is the substance of things 
hoped for”;—in other words, a belief of the promises of the gospel, so strong that 
they become a substantial reality in the soul.—Hope is the confident expectation 
of future good, growing out of such a belief of gospel truth.12 

Faith looked back, while hope looked ahead. Faith was a mode of historical consciousness, one 

that believed in the events of the past. Hope was the forward-looking response to this faith’s 

effect on the soul. Hope was not simply a wish. It was a confident belief and expectation of a 

particular future. In material, worldly terms, hope worked much like David Hume’s description 

of constant conjunction. Because the sun has risen every day before, one expects that it will 

again tomorrow. But in Protestant terms, in the mind of the faithful, hope was other worldly, 

looking towards the fulfillment of the promises of the gospel. Christian faith was in a historical 

narrative that secured hope in a coming redemption. 

The division of Christian and worldly hope, for Walter, rested on a distinction of time 

and eternity. Worldly hope looked forward to proximate developments, to improvement and 

progress and a secure material existence. It was manifest in the belief in the United States’ ability 

to continue to progress. Christian hope, in contrast, looked towards an eternal future in which 

one no longer progresses towards absolute perfection but has actually reached it. Tuthill, while 

never clearly distinguishing faith and hope, defined the substance of this futural Christian hope 

when she wrote: 

                                                
12 TUW, Box 6, Folder 97, “On Hope.” Walter is expositing Hebrews 11:1. 
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What human philosophy will afford consolation in death, and hope of a blissful 
immortality? The Bible! The Bible alone reveals the mystery of man's being, his 
fallen, sinful state, and the means of restoration; points out the path of duty, and 
opens wide the golden gates of immortality.13 

The foundation on which Christian hope rested were the promises revealed in the divine text.  

According to Walter the human body existed only temporally in the past and future and 

the soul in the eternal present (see chapter five). Thus, to hope in an incorruptible, eternal future 

was to hope for a transformation of the relation of body and soul. It was to understand the 

dualism that resulted from the fall as reconcilable. But Walter’s version of absolute Christian 

hope was not only individual but also global. It was for “salvation in the fullest sense of the 

word,” salvation that would be completed in the perfection of “the Universal Empire of Christ” 

that was to come.14 

Grecian Perfection  

Architectural perfection was closely approached in Greece, as the threads of previous 

black and copper developments were taken up and improved. After a final discussion of Jewish 

architecture, Tuthill concluded Ancient Architecture with a glance towards the contents of a 

never-written second volume (this text, rather, was absorbed into her History of Architecture): 

The rules of the art, were not fixed at this early period; few explanations have 
been necessary, and few technical terms have been used. When Architecture was 
brought to perfection by the genius of the Greeks, every part of an edifice had its 
appropriate name,—its proper situation,—its precise proportion, &c. &c. 

The progress of the &c. would find perfection in the Greeks. Grecian architecture, and in 

particular the Greek temple, was, as Walter said, a “full perfection of art.”15  

                                                
13 Tuthill, The Young Lady’s Home, 1848, 284. 
14 TUW, Box 6, Folder 97, “On Hope”; Box 20, Folder 292, “The Fourth Beast.” 
15 Walter borrowed this phrase from William Wilkin’s introduction to his 1813 translation of Vitruvius, Walter’s 
preferred translation; see Amundson, “‘Vast Avenues to Knowledge:’ Thomas Ustick Walter’s Books.” 



308 

Grecian architecture did not arise in a vacuum, but rather was a further development of 

the past. Walter has no patience for Vitruvius’s “contradictory, inconsistent, and improbable” 

origin accounts of the classical orders, and Tuthill had little to say about them.16 Under the 

influence of archaeology, and the more general influence of Baconian empiricism, Walter and 

Tuthill rejected Vitruvius’s various bodily mythologies and instead traced the orders back to 

Egyptian sources. The Greeks transformed Egyptian scientific rigor into something great. As 

Walter summarized: 

the first ideas of systematic Architecture entertained by the Greeks, were of 
Egyptian origin;—they seem to have, no doubt borrowed from Egypt the arts of 
civilization, and purified them in the alembics of their own genius, already 
realized under the refining and ennobling influence of climate and political 
freedom.17 

Both cultures had three orders that were robust, chaste, and elegant, respectively, and, with the 

robust order in particular, could trace the appearance of columnar architecture back to the 

constructional logic of carpentry.18 

Rooting Grecian trabeation in Egypt was not a new idea. Dunlap in 1834 wrote that 

Egypt “furnished the leading principles of that style which has been diffused throughout the 

world, and is now acknowledged the standard of the art—the three orders of Greece.”19 This 

echoed an idea at play in Elmes’s history, and before that in the discourse of late eighteenth and 

early nineteenth-century aesthetics. In, 1849, Robert Cary Long, Jr. asserted a relationship in the 

transition from Egyptian “pyramidalism” to Grecian “cubicularism,” and used this thematization 

to describe a similar transition in the Americas. In the improved cubicular system, there were  
                                                
16 Walter, Lectures on Architecture, 76. The same was true for the gothic: “It must be confessed that the origin of 
pointed or Gothic Architecture is hid in the obscurity of “the dark ages;” the principles have been discovered only 
after long and careful examination of the buildings themselves,” Walter, 154. 
17 Walter, Lectures on Architecture, 71.   
18 Walter, 43, 78, 80. 
19 Dunlap, History of the Rise and Progress of the Arts of Design in the United States, 330. 
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definite ideas of proportion and symmetry, certain laws of form, a relation of all 
the parts to the whole, and the existence of a perfect whole by means of the 
congruity, perfectness, and variety of its parts. Architecture has now become an 
art and has arrived at the power of representing in its productions, the Beautiful.20 

Greek architecture was the dialectical resolution of the faculty of reason with the free play of the 

imagination under the control of the will.21 While architecture was an “inventive art,” it was 

principled invention at its most perfect. Working from models and principles rather than 

complete free play or slavish copying of working from the past, architectural perfection was 

achieved.22 

What characterized this architectural perfection, above all, was proportioned order, an 

order visible, and thus architectural achievable, independent of “costliness, magnificence, and 

antiquity.”23 The principles of composition were prefected by the Greeks, achieving a balance 

between unity and variety. In proportional perfection, each piece was given proper place in 

relationship to the whole, and the unity of whole itself was systematized through precise 

proportion. Terms like “harmony,” “unity of effect,” grace, and elegance recur throughout 

Walter’s and Tuthill’s descriptions of Grecian architecture.24 The finest example of this 

perfection was the Parthenon, where Walter’s praise was entirely unchecked: 

Of all the public buildings of Athens the Parthenon is unquestionably the most 
perfect in its proportions, and in every respect the most beautiful.—As a finished 
monument of classic taste it stands unrivalled.25 

However, formal architectural order was not just an issue of compositional success. It 

was also success in representation, in the articulation of support against the forces of gravity. 

                                                
20 Robert Cary Long, Jr. The Ancient Architecture of America, 1849, 25 
21 Tuthill, History of Architecture, 220. 
22 See Allaback, “The Writings of Louisa Tuthill,” 123–32. 
23 Tuthill, History of Architecture, 83. 
24 Walter, Lectures on Architecture, 208–14; Tuthill, History of Architecture, 82–99. 
25 Walter, Lectures on Architecture, 73. 
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This type of order was immediately visible. Tuthill quoted from Architecture of the Middle Ages 

(1835) by the Cambridge reverend and engineer Robert Willis (1800-1875): “The eye, even of an 

unpractised observer, when viewing a magnificent building, is never satisfied, unless the weights 

appear to be duly supported; and it receives a corresponding pleasure when that is the case.”26 

Willis drew a distinct between “mechanical,” “actual construction”—how a building’s weight is 

really supported—and “decorative,” “apparent construction”—how that weight appears to be 

supported. In the Grecian trabeated system of construction, these two principles were more or 

less coincident.27 Grecian form, Tuthill argued following Willis, was a re-presentation of bearing 

weight. 

Walter attempted to be precise in defining the character of ordering principles. Some 

were under the confused impression, he said, that the orders were “established upon arbitrary 

rules, and determinate calculation.”28 This particularly vicious devotion to the contingent got the 

order of the orders backwards: rather than properly understanding that the orders precede the 

exact rules, this attitude sets the rules before the orders. The truth was that “the orders existed 

long before the rules,” the Greeks never committed to any precise set of rules for proportioning 

the orders, but there was nonetheless a “uniformity of principle” in their architecture: “the 

general expressions of the orders were always adhered to; but without imposing any fetters on 

genius other than the limits that nature herself has drawn.”  

From the understanding of Grecian architecture as a representation of the forces of 

gravity, to Walter’s and Tuthill’s description of the precursors and genius that led to the formal 

                                                
26 Tuthill, History of Architecture, 83. In Robert Willis, Remarks on the Architecture of the Middle Ages, Especially 
of Italy (Cambridge: J. & J. J. Deighton, 1835), 15. 
27 The Roman arch threw off this harmony and required a resolution that develops up through the Gothic. 
28 Walter, Lectures on Architecture, 80. 
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perfections of Grecian order, the echoes of Winckelmann and others are clear in Walter’s and 

Tuthill’s histories. Greek genius was enabled by the first principles, the basic order, of 

architectural science laid down by the Egyptians. These minimal principles, which reflect 

Perrault’s positive beauty, were, in the Jewish flight from Egypt, crossed with the pattern of 

peripteral columniation. The tabernacle was an ephemeral transformation of the Egyptian 

temple—Jewish architecture left little more than words—and the Grecian temple transformed 

this wandering order into perfected form. Underlying this origin story of the Grecian orders, 

which admitted to endless variation, were ultimately three archetypes.29 Tuthill concluded that 

“the principles of Grecian Architecture were fixed by men of consummate science and skill, and 

have their foundation in immutable truth.”30  

Relative Perfectionism and Stylistic Variety 

The usage of the term perfect needs qualification. Tuthill began her discussion of Ancient 

Greece in the History by noting (as quoted in chapter five) that “perfection, cannot be claimed 

for any of the works of man; it belongs only to the Divine Architect of the universe.” However, 

she went on to say that “in the Grecian orders there is a union of strength and lightness, of 

simplicity and ornament, of grandeur and beauty, which can never be surpassed.”31 While 

claiming that architecture and humanity continually progress and improve, Walter and Tuthill 

seem to suggest that architecture already found its material limits in fifth century BCE Athens 

and that at best this perfection could only be matched. But their theology suggests that the gap 

between the material and spiritual can never be closed by human effort, and that perfection, like 

                                                
29 As Walter said, these were “principles that nature dictates;” Walter, 80. 
30 Tuthill, History of Architecture, 97. 
31 Tuthill, 82, 97. 
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a limit in calculus, can only asymptotically be approached. To choose a moment in the past as 

perfection, would be to abandon hope for a backwards looking faith.  

Tuthill, in Reality, embodied the danger of faith without hope in a tempestuous character 

mockingly named Sesquepedalia Verba who insisted that “there is nothing deserving the name of 

style” (here it functions as an absolute concept) outside of the ancient Greeks.32 Mr. Dinsmore, 

the well-educated patron who knew he needs the guidance of professional architects, 

encountered this wordy amateur at the Academy of Fine Arts and responded that “Genius is a 

cosmopolite, and her favors are bestowed from age to age, throughout all time.”33 He believed in 

progress.  

Sesquepedalia Verba presents an argument against progress in architecture in the vein of 

Winkelmann and Hegel: “No, sir; two of the Arts had their illustrious birth and their triumphant 

death in Greece; sculpture and architecture.” 34 While heaping praise upon a Grecian design for a 

classical villa in the Corinthian order (his fawning over this order rather than the Doric was 

meant to be telling of his unsophisticated taste), he recoiled upon seeing that the same architect 

also has displayed designs in other styles. This absolutist attitude is similar to that of young 

Walter, who, at the height of his Grecomania, remarked in his 1834-1835 Journal: 

If we want pure taste that will elevate the mind, and bring forth glowing 
sensations of pleasure indescribable; we must turn to 
     “t’Egean Shore,  
     Where stands a city, built nobly” 
Can any heart be so callous, as to look to Rome or Ancient Brittian [sic] for the 

                                                
32 Tuthill, Reality, or, the Millionaire’s Daughter, 128. 
33 Tuthill, 129. 
34 Sesquepedalia Verba continued his argument by saying  “Vile Gothic—barbarous Romanesque—unmeaning 
Venetian—contemptible Renaissance!” Tuthill, 129–30. However, regardless of the difference between Verba and 
Mr. Dinsmore, they both pay the architect Mr. Raymond for his designs. 
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soul inspiring charms of architecture? I hope not.—“its country’s Greece, its 
throne the acropolis of Athens.”35 

In response to this sort of obstinate singlemindedness, the well-educated Mr. Dinsmore 

said it is precisely the concept of hopeful progress that guided the United States: 

The genius of an architect . . . must be employed, in our day and country, in 
adapting all styles hitherto invented, to our own wants and condition. All the arts 
of civilization are progressive; each nation invents only what is most needful for 
itself, and appropriates what has already been invented by others. The Greeks 
were not entirely original; they were familiar with the architecture of Egypt and 
Etruria, of Indian and of Persia, and improved upon all! We must do the same.36 

Progress was a tool, echoing Lafever, for collecting all of the past.  

Pure faith only in the architectural past is the logic of revivalism. But historical 

progressivism does not essentialize any particular moment as the peak of perfection. Faith in the 

architectural past provided the substance of architectural hope; the architectural past provided the 

substance of what had not yet come. 

For Walter and Tuthill, then, there were a variety of revivable styles—the Egyptian, 

Greek, Roman, Gothic/pointed, and castellated at the very least—all of which had examples that 

could be praised.37 In the end, the hero architect in Tuthill’s Reality, Raymond, was essentially a 

style-monger (often asking clients what style they want their building in), and her discussion of 

style in History of Architecture advocated a conscious eclecticism, drawing on a series of 

anonymously authored articles on style published in The American Journal of Science and Arts 

                                                
35 TUW, Box 19, Folder 263, Journal 1834-36. The quotes here come from Archibald Alison’s review essay of Earl 
of Aberdeen’s essay on Grecian architecture, printed in Blackwood’s Journal in July 1819 and the Edinburgh 
Review in August 1823; see Sir Archibald Alison, “National Monuments,” in Miscellaneous Essays: By Archibald 
Alison (Philadelphia: Carey & Hart, 1845), 78–84. The poetic fragment, which is cited by Alison, is from John 
Milton’s “Paradise Regained.” 
36 Tuthill, Reality, or, the Millionaire’s Daughter, 130. 
37 See Walter, Lectures on Architecture, 190–94; Tuthill, History of Architecture, 257–307. Also see Koenigsberg, 
“Arbiter of Taste,” 348. 
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in 1830 (potentially authored by either of the eclectics Town or Davis). 38 Walter echoed 

Lafever’s claim to the entire globe, “the architecture of all of the world is now the property of 

every civilized people.”39 While he preferred Grecian classicism, he did not mind approaching 

practice eclectically, as many examples in his body of work—such as the castellated design of 

Moyamensing Prison (1831)—bear out. 

 

Figure 48. Walter’s design for Moyamensing Prison, 1831, Athenaeum of 
Philadelphia, WTU.001 

Walter, however, did have a way of suggesting a certain sort of Grecian primacy. The 

Greek orders were not simply a style among styles. They were orders. Orders referred to the 

tripartite division of trabeation systems, “all other systems of building are known by the name of 

styles; which are designated according to the countries whence they proceed.”40 The orders were, 

                                                
38 See “Architecture in the United States,” The American Journal of Science and Arts 17, no. 1 (1830): 99–110; 
“Architecture in the United States,” The American Journal of Science and Arts 17, no. 2 (1830): 249–73; 
“Architecture in the United States,” The American Journal of Science and Arts 18, no. 1 (1830): 11–26; 
“Architecture in the United States,” The American Journal of Science and Arts 18, no. 2 (1830): 212–37. 
39 Walter, Lectures on Architecture, 200. 
40 Walter, 85. 
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in some sense, basic. Walter said that “the three Grecian orders embrace all the general 

expressions that can be given to the simple form of a column and an entablature,” and thus “the 

invention of a new order will no sooner be sought than the achievement of a perpetual motion, or 

the discovery of the Philosopher’s stone.”41 Analogizing the three orders to the alphabet and to 

notes on a musical scale, Walter said that while classicism has principles, the other styles did not. 

However, while columnar architecture was principled, it was not the limits or principles 

of architecture itself. Walter’s preference for columnar architecture dictated a focus on the 

perfections of the Greek, but “the Architect may produce the most elegant compositions without 

having any reference whatever to the orders;—he may invent new styles, and produce novel and 

beautiful forms, entirely without the aid of the ancient.”42 This incompleteness was, again, the 

result of human constitution—of the desire for continued improvement. The work of imagination 

was never complete: “there are other qualities in design, which produce certain effects upon the 

mind, that are totally undefinable; and by which we form and arrange the various members of 

architecture, so as to enhance the pleasure produced by the definable qualities.”43 

The discourse on genius that ran through Tuthill’s and Walter’s accounts of the 

perfection of Greek architecture echoed late eighteenth-century English theories of genius and 

reinforced architecture’s uniqueness amongst the building trades and the professions. Tuthill said 

that for architecture, unlike the three learned professions (law, theology, and medicine), genius 

was necessary. It was required for the architect to raise himself beyond the rank of builder: 

In order to rise to eminence in art, genius is indispensable. By study and practice, 
a man of ordinary talents may become a good builder; he may understand his art, 
so far as it relates to the necessaries and conveniences of life; but something more 
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42 Walter, 81. 
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is requisite to raise him to the rank of an artist,—on the same level with the poet, 
painter, sculptor, and musician.44 

Genius was invoked in relationship to creativity and brought with it a class: “Genius is the true 

nobility.”45 While in ancient times men of royal and noble class became architects, in the United 

States it would be men of genius who became royal and noble architects. 

Genius, as Geoff Quilley points out, was bound up with exploration. Rather than denoting 

“either simply the unique character or qualities of a place, person or even object, or else an 

intellectual capacity or aptitude for some particular skill or learning,” genius was voyaging and 

exploring: “The task of genius is to push beyond the limits of the known, then to translate the 

findings of that endeavor into morally and spiritually uplifting instruction for mankind.”46 The 

genius adventures out into the great outdoors and transforms what is new into a set of order or 

principles. She or he eventually arrives at order, and its principles could then be implemented by 

a people to re-present their national identity. Of the Greeks, Tuthill said “the genius of this 

wonderful people was employed in the invention of mechanical and decorative architecture, until 

it was formed into three distinct orders, the Doric, Ionic, and Corinthian.”47 Genius was 

employed to give order. 

We see here a tension between the notions of principles and imagination. Is architecture 

rooted in scientific discovery of principles of the world or artistic inventions of forms not of 

physical nature but rather of the mind? The principled genius, the scientific artist; these are the 

paradoxical construction of the professional architect. This paradoxical approach found 
                                                
44 Tuthill, History of Architecture, 219. 
45 Tuthill, 219. 
46 Geoff Quilley, Empire to Nation: Art, History and the Visualization of Maritime Britain, 1768-1829 (New Haven: 
Yale University Press, 2011), 16–18. 
47 Tuthill, History of Architecture, 83. The architecturally less sophisticated Dunlap wrote that “The Doric, Ionic, 
and Corinthian are acknowledged the universal standard of taste in the art;” Dunlap, History of the Rise and 
Progress of the Arts of Design in the United States, 332. 
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temporary relief in the perfect resolutions of principles and genius of the Greeks. Classicism was 

an architecture that pursued something beyond revivalism. It looked towards another form of 

perfection, one towards which the Gothic also strove. 

The Gothic Sublime and Divine Perfection 

After the conquering of Greece, the fall of Rome (to which we will return shortly), and a 

short passage through the “intermediate” or “transitory” stage of the Romanesque, Tuthill and 

Walter arrived at the Gothic.48 According to Tuthill, drawing on a host of different sources, the 

Gothic was a period of the rediscovery of an “internal principle of harmony,” a principle that had 

last existed in Grecian classicism.49 Importantly, this rediscovery of principle arose in relation to 

“a new pure religion.” While Egyptian architecture had developed in relation to a mysterious 

priesthood, and the Grecian in relation to the deification of nature, the Gothic arose from the new 

Christian covenant (or dispensation) of grace of which Paul spoke on Mars Hill. The Gothic was 

an architecture committed to a God that was both near and distant—beautiful and sublime—who 

had come and would return.  

For Tuthill, the Classical and the Gothic were a pair of extremes in terms of principle; 

one was horizontal and other vertical. Following the Anglican priest William Whewell, she 

characterized the Classical as rational, “reposing,” and “definite” versus the emotional 

“aspiring,” and “indefinite” Gothic.50 She quoted Coleridge to this effect: "the principle of the 

Gothic Architecture is infinity made imaginable. It is no doubt a sublimer effort of genius than 

                                                
48 Tuthill, History of Architecture, 136. 
49 Tuthill, 149. 
50 Tuthill, 150.This description comes from the preface to William Whewell, Architectural Notes on German 
Churches, with Remarks on the Origin of Gothic Architecture. (Cambridge: J. & J. J. Deighton, 1830), iv. Tuthill 
does not cite Whewell by name here, although she mentions him in a long footnote on authorities on Gothic 
architecture; Tuthill, History of Architecture, 169. 
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the Greek style.” The difference between the Classical and the Gothic is one of their relationship 

to mind—to which faculties they activated and exceeded. 

Walter lamented the collapse of Rome and the dark and barbarous ages that characterized 

Europe over the millennium from 400-1400 and praised Arabia for playing a crucial service in 

preserving the arts and learning during Europe’s dimmest time.51 He praised the “lofty genius” of 

Islamic architecture and, quoting Washington Irving, characterized the Alhambra as “an elegant 

memento of a brave, intelligent and graceful people who conquered, ruled, and passed away.”52 

But he ultimately condemned the foundations of the Islamic tradition, calling Muslims “blinded 

disciples of that notorious imposter,” and after this condemnation, he traded his initial critique of 

the barbarous, dark ages of Europe for seemingly unqualified praise: 

The remnants of these days of chivalry date up the march of intellect through ten 
romantic centuries with beautiful precision;—and the influence of art on mind is 
here exhibited through all the grades of civilization. 
The science developed in the Architecture of a portion of these mysterious ages is 
as profound as it is astonishing;--and the grandeur, sublimity, and poetry 
displayed in many of these specimens which still exist, especially in those of 
modern Europe, tell of a tasteful and mighty people.53 

While the Gothic was altogether different than the Classical, it could still be praised in 

classical terms. For example, Walter said of Salisbury Cathedral: “It embraces in an eminent 

degree an association of the beautiful,—and the sublime,—its boldness, and strength impress the 

mind with ideas of grandeur and magnificence, while its loftiness, and lightness, awaken the 

most delicate emotions of taste.” The gothic, in this case, is architecture of “lightness, 

gracefulness and harmony.”54 

                                                
51 Walter, Lectures on Architecture, 140–42; Tuthill, History of Architecture, 128. 
52 Walter, Lectures on Architecture, 170–71. 
53 Walter, 165, 171. 
54 Walter, 151. 
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Tuthill further suggests that the Gothic, as a style, could be dissociated from the Gothic 

church plan and made entirely appropriate to Protestant churches. In particular, she suggested 

that the American adaptation of the Gothic could combine the style with simplicity in form. This 

was possible because “the case is different with us [Americans];” the whole world is accessible 

to a country disjuncted from European pasts.55 The past becomes a land of eclectic faith, a place 

from which hope could find all sorts of substance. Tuthill, quoting from Loudon’s Magazine, 

understood this relationship in naturalizing terms: 

Like the bee, an architect should be able to extract his nutriment, that is, the hyle 
or material of his art, from the most varied sources, afterwards concocting it into 
something altogether his own. . . . Plagiarisms of this kind are not only excusable, 
but glorious; they constitute the triumphs of art. In such a process lies its genuine 
alchemy.56 

What do we make of Walter’s and Tuthill’s fraught relations to the Gothic? Walter, no 

doubt, at moments revealed himself to be a classicist who begrudgingly accepted a swing in 

American preferences to other styles. And Tuthill, more ecumenical, seemed to accept multiple 

styles while nonetheless showing a preference for the Classical for civic architecture. But what 

underlaid Walter’s begrudging acceptance and Tuthill’s ecumenicalism was the fact that their 

commitment to classicism as an architecture of the national domestic rested on a theory of 

human existence, not a theory of style. What the Gothic did, on their account, was to strongly 

invoke the imagination (mirroring their earlier description of Hindu architecture) rather than 

reason, and in particular an imagination that stretches out towards a divine rather than human 

will. The Gothic stretched the human between two worlds, as Walter quoted Britton (who was 

quoting Shakespeare): “the mind swells before [Salisbury Cathedral] with lofty and harmonious 
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emotions, and the imagination ‘darts from heaven to earth, from earth to heaven in rapid and 

daring flights.’”57 Ultimately, nature could not be redemptive in Walter’s and Tuthill’s 

metaphysics; the material world could strive towards immateriality, but it could not reach it. 

Thus, much like Hegel and later Worringer would identify, the Gothic was an attempt to turn 

architecture inside out. 

Walter privileged architecture with discursive rationality. His oscillation on the Gothic 

was evidence of that inability to confront the discursive silence of an architecture that lacked 

either a theory (the European theorization of classicism since the Renaissance) or an 

anthropological archaeology (e.g., Walter’s account of the Egyptians). The Gothic embodied 

romantic sublimity in a way unknown to the Classical.58 It pursued a type of perfection beyond 

that which the willful balance of intellect and imagination was capable of achieving. 

Ultimately, perfection was a term with at least three intertwined and often not sorted 

meanings: perfection of a style that was past, imperfect perfection of the ever progressing 

present, and divine, absolute perfection to come. The first provided a historical principle for the 

organic narration of architectural styles in terms of birth, flowering, decay; the second a principle 

for human activity and claims of racialized and ethno-nationalistic supremacy; and the final a 

millenarian end for which only religious consciousness could hope.59 While historical 

discussions of the Classical and Gothic could both appeal to the first, it was the second earthly 

                                                
57 Walter, Lectures on Architecture, 150; John Britton, The History and Antiquities of the Cathedral Church of 
Salisbury (London: Longman, Hurst, Rees, Orme, and Brown, 1814), 68. The first part of the quote “glances from 
heaven to earth, from earth to heaven” is from Shakespeare’s A Midsummer Night’s Dream. Britton writes “darts” 
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58 Walter also ascribed a wide difference between the Classical and the Gothic to the introduction of glass. Walter, 
Lectures on Architecture, 159. 
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phase—early, perfect, degenerating—history of the Gothic: early pointed (or early English), the decorated, and the 
perpendicular (or florid); Walter, 143; Tuthill, History of Architecture, 154, 161. 
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perfection which was most relevant to the classical and the third, other-worldly perfection 

towards which the gothic strove. In both, a faith in the past was recovered in particular kinds of 

hope for the future. 

Associationism and its Responsibilities 

According to the theological image of architectural history, while building is first pursued 

as a practice of animal necessity, it is elevated to a fine art when it exceeds necessity, 

transformed by the higher human desires. As Tuthill said, “the sense of the beautiful, and the 

power to produce it, are among the gifts of [man’s] higher nature, to be perfected when the 

‘mortal shall put on immortality.’”60 While material architectural order or style might find some 

form of perfection in this pursuit, the subject it is for remains imperfect as long as they have their 

temporal, material body. Access to the higher faculties in humanity’s fallen state still begins with 

the body. Walter, echoing Lockean empiricism, wrote that “all ideas are in the first instance 

communicated to us through the medium of our senses” and that “all ideas in matters of taste are 

dependent on visible objects for their first existence.”61 However, while ideas arise from the 

mortal body, they are ultimately not for it. Ideas that originate bodily are “the atmosphere, as 

well as the food of the soul.” 

The nexus of an Early Republican account of architectural meaning and effect thus was in 

the translation from body to soul, from the domain of animal necessity and perceptive faculties to 

the higher mental faculties of emotion, imagination, and intellect. This translation was situated in 

the gap that I have characterized in Walter’s and Tuthill’s anthropologies as “mind,” the space in 

which the improvement and progress of human character could take place. What was required to 
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understand these faculties’ relationship to perfection was an account of the relation of the 

material and thought, and John Dowson’s 1836 article “Essay on the Metaphysics of 

Architecture” published in Loudon’s Architectural Magazine was influential in Walter 

associationist formulation of an answer.62  

Dowson gave an account of associationist ethics. In his argument, architecture created 

environments for human thought: “the scenes around us becom[e] . . . the pedestals upon which 

our souls naturally exalt themselves to take a view of things beyond.”63 Architecture, whether 

beautiful, sublime, or somewhere in between, affected humans and enabled higher thought. 

Architecture did not produce specific thoughts or concepts, but rather encouraged the formation 

of meaning in various ways—“ideas become purified, raised, or expanded, according as they are 

surrounded with that which is beautiful, harmonious, or high” or they are “degraded and 

contracted by association with inharmonious and mean scenery or objects.” 64 As Walter 

described it, a person was not only affected by absorbedly contemplating works of art, but rather 

the associations of an artistically-produced environment allowed thought to have a “pure and 

lofty tone” and to “grasp things of higher import.”65 

Dowson classified four associational modes of architecture based on the effects they 

produce: the beautiful, the sublime, the grand, and the magnificent. The beautiful was grounded 

in principles of grace, expression, proportion and harmony.66 The sublime was rooted in “the 
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high and the awful”—large designs with large parts. These two modes were a set of extremes, 

the grand being a union of beauty and sublimity, and the magnificent carrying this unity to a 

higher degree of ornament, luxury, and execution. Culture-based architectural styles like the 

Greek or even the Gothic cut across these four modes in varying degrees, although certain styles, 

Dowson said, had particular affinities for expressionist modes (for example the Egyptians with 

sublimity). Thus, while one may understand architecture through a set of formal concepts about 

order or style, as it is experienced it is not these rules but rather the way in which they produce 

an environment that enabled or disabled higher thoughts.  

In the formation of associational environments, emotions and taste played a key role. For 

example, Tuthill said while the “straight outlines and large square forms” of Ancient Egypt “fill 

the mind with wonder and awe,” the “perfect proportions,” “simple ornaments,” and 

“harmonious distribution of the members” of the Doric temple cause the spectator to be ‘filled’ 

with “the emotion of beauty.”67 Walter said that, by finding a science and designing based “on 

fixed principles of art,” the Greeks “never failed to awaken in the mind agreeable emotions of 

taste.”68 For example, he said the Ionic order was rooted in a situation in which the dimensions 

of a building “would not admit of producing an effect of grandeur,” so they “sought to awaken 

agreeable emotions of taste by substituting a character of elegance and beauty.”69 In Tuthill’s 

History, the characteristics of architectural styles were often described in terms of human 

emotion, such as “cheerful dignity” of the roman Doric or the “grave” character of the 

                                                                                                                                                       
cognizance of our reason.” The distinction between relative and absolute is, for Dowson, one of degree rather than 
kind (as it was for Perrault and Wren). 
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68 Walter, Lectures on Architecture, 76. 
69 Walter, 89–90. 
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Egyptian.70 Casting architectural styles in terms of emotion created means by which to judge 

suitability. The “grave and majestic” Grecian Doric should rarely be used on dwellings she said, 

unless the family living there was “grave and somber.” Rather, she encourages the use of other 

orders, such as the replicas of the Erechthion’s ionic capitals by Walter on the Newkirk mansion 

in Philadelphia (1835). Architecture fundamentally worked as a world-forming tactile 

environment, rather than acting as an object of direct, focused contemplation. Progress and 

improvement resulted from the field of associations enabled by an environment engaged by one 

with taste. An architecturally well-shaped world led the subject into further improvement of the 

world in a feedback loop of progress.71 

 

Figure 49. Illustration of Walter’s Newkirk mansion in Philadelphia from 
Tuthill, History of Architecture 

The feedback loop between architecture and subject required subjects to have a proper 

openness. Developing taste was a way of rendering oneself sensitive to experience what is in 

excess of bare animal necessity. Taste was a way of understanding architecture’s “principles” 
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and “historical associations” that exceed mere animal needs.72 Tuthill wrote in her Preface that 

“The best way of effecting improvement in any art or science, says Alison, ‘is to multiply as far 

as possible those who can observe and judge.’”73 Walter concluded his final lecture by 

suggesting that architecture should be taught in popular education and in collegiate studies; 

knowledge of it should be “diffused in all classes.”74 The feedback loop of associationism was 

between experience and ability—one could only be refined and ennobled by architecture if one 

already had refinement and taste.75 The architectural pursuit of perfection required an attention 

both to architectural environments and the human subjects that occupied them. 

2. Republican Simplicity and the Progress of Whiteness 

The pursuit of perfection occurred at the nexus of body and soul, material and ideas. 

When the account of associationist environmentalism just discussed was thought at a national 

rather than only personal level, the pursuit of perfection became that of a collective body—one 

thought racially and ethno-nationalistically. This body at the forefront of this pursuit, as Walter 

was quoted at the beginning of this chapter, was white: “we see a progressive fulfillment that can 

end only in the universal sway of the white race.” Whiteness was used to think a collective 

connection between the material and the transcendental. It worked as both a feature of real 

human existence in the world and as the definition of progressive humanity. As George Yancy 

puts it in Black Bodies, White Gazes, whiteness deems itself “the horizon of all horizons.”76 It 
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positions itself as the good and common sense—the unobjectified ground—against which other 

forms of human existence are seen as less progressed. 

This white body was the material foundation on which associationist psychology built an 

account of nationalistic architecture. Terence Martin argues in The Instructed Vision, that in the 

pages of magazines like the North American Review, associationist psychology was put to work 

in the service of a type of literary nationalism.77 The same can be said for Early Republican 

architectural discourse and its hope for architecture. As Tuthill, wrote of the need for great 

American architecture: 

We wish those who come after us to respect our memory; and, what is of far more 
consequence, to respect our laws and institutions. Let us then endeavour to have 
the objects associated with these laws and institutions,—(state-houses, colleges, 
academies, churches, &c.,) —such as to heighten reverence.78 

In this section, we turn to the way in which Tuthill and Walter, and the developing 

architectural profession, attempted to structure their pursuit of national identity by combining 

their faith in the United States as a New Israel with a faith in the country as a new Greece. What 

developed was the pursuit of “Republican simplicity.” 

The United States and Ancient Greece 

Dunlap, in his History of the Rise and Progress of the Arts of Design in the United States, 

made a thinly veiled assertion of American superiority through a discussion of the ingenuity of 

Greek colonies: 

We have not at all times (when speaking of Greece) been sensible of the 
obligations which Greece proper owed to her colonies. Not only the two most 
perfect orders of architecture, the Doric and Ionic, were invented by the colonists, 
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but the history of Heroditus [sic], and the poems of Homer, were bestowed by the 
colonies on the mother country and the world.79 

Followed by a critique of the decline of English architecture since the time of Inigo Jones and 

Wren into the construction of “monuments of absurdity,” Dunlap’s critique was clear. The link 

between Greece and the United States (and, conversely, Europe and the decline of Rome) was 

for many Americans explicit. Tuthill wrote: 

We have seen the unrivalled excellence to which Greece exalted the fine arts 
during her republican might. No nation has yet surpassed her; but it is not 
impossible that this may yet be done by the United States; for since the decline of 
Greece, no people have ever been more favourably situated for the 
accomplishment of great designs.80 
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Figure 50. (continued) Christ Church, Philadelphia, designed by John Kearsley, 
1727-1744 and a prime example of what Walter called the Americo-Roman 
style, Historic American Buildings Survey, PA-51-PHILA, Sheets 6 and 7 

In Walter’s narrative, there was an interesting reversal in the historical plot, as he 

characterized the architecture of the United States as first Roman and then Greek. The Americo-

Roman style, as he called it, developed in parallel to eighteenth-century England’s preferences. 

Buildings such Christ Church and Independence Hall in Philadelphia, as well as City Hall in 

New York, were key examples of this early cultivation of architectural science. Buildings like 

Independence Hall—the birth place of American liberty and independence—elicited “the most 

thrilling associations in every patriotic mind,” aligning architectural form with political 

significance.81 But while Americo-Roman architecture had strong associations, it was in the turn 

to Grecian architecture that Walter saw “the introduction of a style of building so much more 
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consistent with the genius of our Institutions.” This style was the product and embodiment of 

republican simplicity, an approach deeply indebted to Latrobe, “the Father of American 

architecture,” and his Bank of Pennsylvania. It was his “pure and highly cultivated taste” and his 

“lofty genius” that guided architects in the United States to this style. However, Walter quickly 

pointed out that this attitude was taken to an extreme by other architects and builders that 

mistook “simplicity and blankness” for the Grecian unity of effect. The challenge to the architect 

was to attend to Greek architectural principles and not to an overly simplified reduction of a style 

to particular attributes. 

 

Figure 51. Benjamin Henry Latrobe’s Bank of Pennsylvania, Philadelphia, 
1798, Maryland Historical Society, 1897.1.5 

Architectural success had already occurred in this vein according to Walter and Tuthill. 

Naming Strickland’s Second Bank of the United States as a quintessential example, Tuthill gave 

the Grecian Doric unmitigated praise:  

I know of no instance in which it has been employed, in which its pure, chaste, 
and noble character has not been at once appreciated. There is in it so much of 
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true grandeur, united with great simplicity; such boldness, joined with delicacy in 
the outlines; such apparent recklessness of effect; such disregard to everything 
extraneous, and seeming confidence in its own inherent merits; in short, such 
consonance in all its parts with the principles of beauty with which we have been 
familiar in nature, that every one feels immediately a charm to which he has not 
been accustomed in architectural objects.82 

Evoking a direct connection between this order and the experience of natural beauty, Tuthill 

naturalized the Greek Doric while also proclaiming it to be the highest and most progressive 

achievement of architectural art. In this sense, the Grecian Doric, embodied the civil architecture 

of America. 

Tuthill, following the American historian George Bancroft, drew a stark contrast between 

colonial America and the Early Republic. She had little good to say about colonial American 

architecture, as its occupants were in engaged in “a struggle for very life” against unforgiving 

nature, violent Native Americans, and domineering European powers.83 Prior to the revolution, 

the American was, Tuthill quoted Bancroft, “wild as the savage scene,” mixed with “rude 

nature,” and “his knowledge in architecture surpassed, both in strength and durability, by the 

skill of the beaver.” Architectural progress was prevented by the declensionist forces of native 

savagery and foreign monarchical power being exercised in this postlapsarian world. The 

meeting houses of New England, she said, “while truly graceful and even beautiful from 

association, to the eye of piety, […] were outrageous deformities to the eye of taste.” Other 

buildings, like courthouses, academies, and schools were likewise of “uncouth style.” 84 

Associationist psychology could only carry architecture so far, as the associated activities could 

never entirely sever the building from the deep history of architectural meaning, nor from the 
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basic constitution of human faculties. In a rare appreciation of ephemerality, Tuthill said of these 

buildings, “Happily, they were all of such perishable materials, that they will not much longer 

remain to annoy travellers, in ‘search of the picturesque,’ through the beautiful villages of New 

England.”85 

But things had rapidly changed. After progress in military and political genius during the 

Revolution, "the acuteness, ingenuity, and skill, of the free Yankee” in mechanical and utilitarian 

operations was quickly exercised.86 Tuthill saw a complete change in the relationship to nature: 

“now, man, civilized, intellectual, refined, through the mysterious guidance of Providence, 

occupies the same soil.” Again following Bancroft, she said the Early Republic shifted from 

being at the whim of nature to being in charge of it, dominating it through mechanical ingenuity 

and learned science. This ingenuity in the useful arts would never alone be enough for an 

improving nation. It must be followed by the fine arts, she said. Architecture must precede the 

other fine arts in this progressive development for the others “are but the handmaidens who 

decorate her palaces, her capitols, her churches.”87 Following the lead of Greece, architectural 

refinement was the next step for the United States after military, political, and mechanical 

genius. 

Architecture, the Politics of Utility, and the Utility of Politics 

Walter and Tuthill rarely spoke directly of politics. A cursory reading of Walter’s diaries 

finds only one note on how he voted in a presidential election, for Ulysses. S. Grant and Schulyer 

Colfax on November 3, 1868. This appears to be the only election in which he articulated a 

deeply held commitment in writing or formal speech. Presiding over a Republican town hall 
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meeting in October of the same year, Walter, who claimed to have “never attended a political 

meeting before in [his] life,” delivered a speech in support of Grant and Colfax and the 

reconstruction of the South.88 To him, their Republican administration was necessary for the 

progress of the American Republic.  

Tuthill’s silence on politics was similar, but a matter of her conception of a gendered 

domestic order. She wrote in The Young Lady’s Home: 

to enter as a fiery partisan into the contentions of political opponents is 
unbecoming of the delicacy and dignity of female character. . . . Leaving 
government, and all its multifarious concerns, to those to whom the all wise 
Creator has delegated authority, let us [women] be content with that influence 
which is "pure, peaceful, gentle, without partiality, and without hypocrisy.”89 

Gender roles were the result of the divine division of the domestic and political realms, and the 

influence of women was to be carried out separately from political activity. 

Tuthill, however, did express an ethno-nationalist politics through her architectural 

history and theory. She compared geology’s discovery of different “races” of animals to the 

archaeological study of architecture: “the remains of art reveal to us the power, knowledge, 

religion, and character of races of men, and remain ‘solemn marks of the frailty of human 

greatness.’”90 In one of her last chapters, she compared the style of domestic architecture to that 

of a culture’s dress. She said, contra Lafever, that "in adopting the domestic architecture of 

foreign countries, we may be equally ridiculous [as adopting their dress] . . . . Our architecture 
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of attending political meetings in his diaries and thus am inferring that this was the location of the undated speech.  
89 Tuthill, The Young Lady’s Home, 1848, 268. 
90 Tuthill, History of Architecture, 26. The quote, “solemn marks of the frailty of human greatness” comes from an 
1820 poem “On the Death of George the Third” by the English Poet Horace Smith.  It was reprinted in The 
Quarterly Christian Spectator in July 1820, which Tuthill’s husband Cornelius was editing it. Another similar line 
on Egyptian architecture: “They contain the chiselled record of the manners, customs, arts, sciences, literature, and 
religion of a portion of the human race who would otherwise have been buried in oblivion;” Tuthill, 46.  
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must, therefore, be partly indigenous.”91 Her definition of partial indigeneity began in a fairly 

abstract place: “Our associations of convenience, home-comfort, and respectability are connected 

with a certain style of building, which has been evolved by the wants, manners, and customs of 

the people.” However, she then refined her argument for a place-based conception of domestic 

architecture through a particularly striking dialectic of nationalism and cultivated taste. The more 

one cultivated taste and reason, she said following John Ruskin (under the pen name Kata 

Phusin) in Loudon’s Architectural Magazine, the more one would be in danger of making 

architecture a pursuit of ideal beauty, rather than building in harmony with the situated scene and 

climate of a place. Connecting vernacularism and nationalism, she suggested that “in our country 

there is a danger that our villas will be anything rather than national.”92  

What is striking in Tuthill’s argument is twofold. First, she appears to prefer what Ruskin 

characterized as the “more violent” feeling of nationalism over the excessive refinement that 

leads to the leisurely pursuit of architectural idealism. This claim, read in relation to her 

suggestions that architecture lifted too far from its origin in necessity and utility results in 

pointless frivolity, suggests that limiting ornament was a way of maintaining cultural order. 

Luxury and indulgence in appearance undermined national identity and, quoting from Ruskin, 

naturalness itself: “we shall find that the more polished the mind of its designer, the less natural 

will be the building.”93 In this case, polishing was a problem for Tuthill. Architecture 

disconnected from nature loses its necessary situatedness in nature (even if this situatedness took 

on the character of resistance to natural conditions). Architecture that loses its utility, loses its 

                                                
91 Tuthill, History of Architecture, 274–75. 
92 Tuthill, 277. Original in Kata Phusin, “The Poetry of Architecture. No. 3. The Villa. I. The Mountain Villa.--Lago 
Di Como,” The Architectural Magazine 5, no. 52 (June 1838): 241–50. 
93 Tuthill, History of Architecture, 276. 
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nationalistic politics. But this is not an anti-taste argument, as she returned to the issue in her 

next to last chapter saying that the “purity of morals” of the United States would not be 

compromised by the “cultivation of a taste for architecture” nor by the “beautifying of cities and 

villages.”94 Rather, the argument was against the detachment of taste from place, of architecture 

from nation, of mind from body. 

While Walter, like Tuthill, remained largely silent on matters of politics, his architecture 

did not. A few years prior to his public stumping for Grant and Colfax, in August 1862 in the 

midst of the Civil War, Walter praised Abraham Lincoln in a letter to his son Thomas Walter.95 

Echoing the description from his Lectures of the ray of immortality on which architecture 

depended, Walter said that he hoped that he could complete the Capitol during Lincoln’s 

administration to “add a ray of glory, in the way of art” to his work. The United States 

government, Walter said, was “the only government in the world worth perpetuating.” About a 

month after writing this letter to his son, Walter put his beliefs about the Civil War in a world 

historical frame in a letter to his second wife Amanda Gardiner’s father: 

There have always been conflicting elements in this country which prevented its 
giant strength, and its incalculable resources from making its grandure and its 
power felt among the despotic and down trodden nations of the earth. This war 
will no doubt result in the permanent and indissoluble union of the states, the 
general diffusion of the religion of Christ and the attainment of a purer civil 
liberty than has ever yet been enjoyed by man.96 

Architecture was functioning within a world historical context in which the American nation was 

to lead. 

                                                
94 Tuthill, 327. 
95 Thomas Ustick Walter to Thomas Walter, August 16, 1862, Walter Letterbooks, TUW. 
96 Thomas Ustick Walter to Richard Gardiner, September 27, 1862, Walter’s Letterbooks, TUW. 
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Figure 52. Thomas U. Walter’s section/elevation of the new dome of the US 
Capitol, 1859, WTU.059.003 

Earlier in Walter’s career, his architecture had been used as a political weapon. Walter’s 

Girard commission began an influential relationship with the president of the Second Bank of the 

United States, the Grecophile and public intellectual Nicholas Biddle. Biddle was president of 
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the Girard College Board of Trustees and chair of the Building Committee and an active 

promoter of the Franklin Institute.97 He was also the editor of Port Folio from 1812-14, a 

premier, nationalist American literary magazine in which he pushed a focus on the fine arts 

(George Tucker’s essay on taste, which I discussed in chapter two, was published by Biddle in 

1814). Throughout the Girard project Biddle would essentially act as Walter’s patron, using the 

financial support of the building committee to send Walter on a four-month tour of Europe in 

1838.98  

As President of the Second Bank and a prominent Whig, Biddle was engaged in a fierce 

battled with Jacksonian Democrats in the 1830s over the size and scope of the federal 

government, a battle in which the National Bank was viewed by Democrats as a Hydra monster. 

Strickland’s Second Bank of the United States in Philadelphia became a key representation of 

this monstrous, overreaching state institution. Rather than being functional and practical, 

classicism was represented as “pompous, aristocratic and elite.”99 

 

                                                
97 On Biddle, see Thomas P. Govan, Nicholas Biddle, Nationalist and Public Banker, 1786-1844. (Chicago: 
University of Chicago Press, 1959). On Biddle, Walter, and Girard College, see Taylor, “Nicholas Biddle and Greek 
Architecture in the Age of Jackson”; Michele Taillon Taylor, “Building for Democracy: Girard College, Political, 
Educational and Architectural Ideology” (Ph.D., University of Pennsylvania, 1997); Agnes Addison Gilchrist, 
“Girard College: An Example of the Layman’s Influence on Architecture,” Journal of the Society of Architectural 
Historians 16, no. 2 (1957): 22–25; Amundson, “Thomas Ustick Walter’s ‘Lectures on Architecture,’” 141–44. 
Nicholas Biddle traveled to Greece in 1806 and, as Amundson puts it, “returned proclaiming the two truths in the 
world as the Bible and Grecian architecture: (142). 
98 Walter was sent to Europe with a list of issues to investigate, the majority revolving around questions of 
construction, most importantly the usage of marble roofing; see Walter’s notebooks on his European travels in 
TUW, Box 2, Folder 11, and Box 25, Folder 487, and the final report to the Girard College Building Committee in 
TUW, Box 2, Folder 13. 
99 Taylor, “Nicholas Biddle and Greek Architecture in the Age of Jackson,” 85. For a later attack on Girard College 
based on style, see the Indiana Democratic Representative Robert Dale Owen, Hints on Public Architecture (New 
York: George P. Putnam, 1849). 
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Figure 53. Andrew Jackson (left) battling the Hydra monster of the Second 
Bank of the United States. Nicholas Biddle is the largest head of the Hydra with 
a top hat in the center. H. R. Robinson, 1836, Library of Congress, LC-USZ62-
1575 

 

Figure 54. “The Downfall of Mother Bank,” 1836. Nicholas Biddle with the 
head of a demon, along with several Whig politicians, runs as Stricklands 
Second Bank of the United States collapses into ruins from the radiant force of 
the “Order for the Removal of Public Money” held aloft by Andrew Jackson. 
Library of Congress, PC/US – 1833.R661, no. 1 
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The role of classicism in the Democrat and Whig quarrel over the size and scope of the 

federal government came to the fore prominently in Walter’s dispute with Robert Mills over the 

Treasury Building in Washington, D.C.100 Mills, who had been assigned the position of the 

Architect of Public Buildings by Andrew Jackson in 1835, was given the commission for the 

Treasury Buildings in 1836 and was appointed supervising architecture for Ithiel Town and 

William Parker Elliot’s Patent Office.101 In 1838, soon after construction began, Walter was 

hired to give a report on the construction of these two projects, a report in which Walter critiqued 

Mills on both grounds of appearance and structure.102 After Alexander Parris was hired to 

produce a third report to mediate the dispute, a bill was brought to the floor in 1838 to 

disassemble the partially built Treasury Building and modify the Patent Office (it was barely 

voted down 94 to 91). 

The Democratic Pennsylvania representative George Keim in a June 1838 speech to the 

House in relationship to this bill compared the struggle between Mills and Walter to that of the 

mythological figures Ajax and Hector.103 He vigorously disputed Walter’s report on the 

problems with Mill’s Treasury Building and got a couple of slights in at Girard College in the 

process. He suggested that “not one syllable” can be found to justify the extravagant expenditure 

                                                
100 The position of The Architect of the Capitol had been eliminated under Andrew Jackson in 1829 against 
Bulfinch’s protests, and upon Bulfinch’s departure there would not be another filling that role until Walter in 1851. 
101 He received these commission, and one for the General Post Office soon after, in part because of his experience 
with fire proof construction. 
102 Mills rejected Walter’s critique of the aesthetics of the elevation of Treasury building by appealing to the 
precedents of the colonnades at the Louvre and the Bourse in Paris. Likewise, he critiqued the structure the Treasury 
building, calling for thicker internal walls. This critique was, in Mills’s view, problematic because he had already 
had empirical success in building this way; Walter’s theory was, he said, either erroneous or it did not “embrace all 
the circumstances of the case.” In either case, Mills appealed to empirical success over Walter’s abstract theory; 
John Morrill Bryan, Robert Mills: America’s First Architect (New York: Princeton Architectural Press, 2001), 266. 
103 George Keim, “Removal of the Treasury Building: Speech of Mr. Keim,” The Congressional Globe 6 (June 
1838): 418–21. John Quincy Adams said of Keim’s defense, he “looks at this object, and all others, through the 
smokey lens of party politics, and stands by the wretched bungler of architecture, Mills, because he was 
recommended by Mr. Jefferson.” Bryan, Robert Mills, 267. 
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of Biddle on Walter’s design.104 In fact, “the expense of needless ornament alone would support 

an additional school.” Ornamental luxury came at the expense of sacrificing funds that could 

have been otherwise used to pursue good. Girard’s will did indeed call for the college to be 

constructed “in the most permanent manner, avoiding all needless ornament, and attending 

chiefly to the strength, convenience and neatness of the whole.”105 Walter had, Keim said, 

“seized upon the public propensity for external style and ornament.”  

In making his argument for an economically restrained architecture, Keim paraphrased 

Elmes: “That architecture owed its birth to necessity, and its embellishments to luxury, is an 

admitted truth.”106 For Keim, this meant the proper focus of architecture was the economic 

relation of the two: “how far, as a national trait, the costly expenditures upon public buildings 

assimilate to that age of luxury should be fully inquired into by the economist.” In fact, “motives 

of economy are always patriotic.” The idea of simplicity arose not only from economics but also 

from architecture as a mirror of the political state. As Keim continued: “Would it not be 

conducive to our better interest if the same simplicity were preserved which the spirit of our 

Constitution inculcates?”107 In fact, Keim carried the architectural metaphor about as far one 

could, comparing the republic to an “unadorned column, whose base is the people; the shaft the 

constitution; and the capital the laws.” 

The dispute between Whigs and Democrats, in which Walter’s work took center stage, 

was fundamentally over the question of necessity. Was the grand Corinthian order of Girard 

college “needless,” or did it serve a necessary purpose? Keim generalized his critique in 

                                                
104 Keim, “Removal of the Treasury Building: Speech of Mr. Keim,” 420. 
105 Keim, 420. 
106 Keim, 421. Original in Elmes, Lectures on Architecture, 15. 
107 Keim, “Removal of the Treasury Building: Speech of Mr. Keim,” 421. This is sentiment with a history; see Noll, 
America’s God: From Jonathan Edwards to Abraham Lincoln, 65. 
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comments towards the end of his speech by again paraphrasing Elmes from his Lectures on 

Architecture: 

Whether [architecture] originated in the infancy of the world, was cherished and 
promoted by the Egyptians attained perfection among the Greeks, declined among 
the romans, or was revived by modern Italy, would require more research than I 
am willing to bestow upon it.108 

Instead of appealing to the Whiggish conception of a long, progressive history, he suggested that 

architectural work should be judged in relation to an attempt to found an American school of 

architecture based on “economy, simplicity, and convenience.” In a sense, Keim was following 

Elmes, who contrasted the vigor of Greek invention with the stagnation of Roman copying and 

collecting. Rather than making Washington a “counterfeit imitation of ‘the Eternal City,’” in 

America “some effort should be made on our part to be inventors, instead of followers of any 

system.” 

Above all, Republican people were to admire the useful over the polite, or fine arts: 

“Utility is emphatically the American order” said Keim. Composition should be rooted in utility, 

and, rather than extravagance, the architecture of the government should be “plain, 

unostentatious, and comfortable.” For the Democrat, the mediating principle between bodily 

necessity and ornamental refinement was economic, not the development of the mind towards 

the divine as it was for the Protestant Whig. 109 The critique of Walter’s Girard College and the 

dispute between Mills and Walter over the Treasury Building exceeded issues of construction 

and function. What was at stake was the roll of history and the nature of Republican simplicity.  

                                                
108 Keim, “Removal of the Treasury Building: Speech of Mr. Keim,” 421. The original line from Elmes is “Its rise 
took place in the very infancy of the world; its progress was made among the Egyptians and the early inhabitants of 
Greece; it reached perfection among the Greeks in the age of Pericles; declined and scintillated among the Romans; 
became torpid in the middle ages; and was revived, with literature and the other arts, by the great and illustrious 
people of modern Italy,” Elmes, Lectures on Architecture, 6. 
109 see Howe, The Political Culture of the American Whigs, 70–75. 
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Republican Simplicity 

Architects were to “render tasteful and beautiful that which is essential,” Tuthill said.110 

When thought in terms of a dualism of ornament and necessity, the two sides of this definition 

make sense. However, as soon as the initial definition is crossed with an associationist 

psychology that says environments are what condition the possibilities of thought, then 

architecture became a key tool in the formation of a progressive civil society. The clean division 

between appearance and utility blurs. 

Tuthill said the fine arts were necessary in the production of “enlightened republics” 

because they kept citizens from becoming “restless and discontented.”111 But “taste must be 

universally diffused among the higher classes of the community” for fine arts such as 

architecture to be appreciated. For fine arts to do their necessary work, those that engaged with 

them must do so with the proper form of engagement. To this effect, she quoted an 1840 article 

by the English historian Sir Francis Palgrave: “the fine arts have ever been the consequences of 

the teaching of the intellect—never its teachers.”112 According to Palgrave, the fine arts have 

always “followed the lead of society, rather than acted as a promoting cause.” For architecture, as 

a fine art, to have effect in a republic, its consumers must be educated. Aesthetic education, a 

part of the improvement of self, gave one a “higher power of appreciation,” it attuned one to the 

elevated world as one learns to see well.113  In this sense then, architecture acted as place for the 

proper channeling of the higher desires of an improved society. 

                                                
110 Tuthill, History of Architecture, 221. 
111 Tuthill, 248. 
112 Tuthill, 248–49. The original is in Francis Palgrave, “The Fine Arts in Florence,” The London Quarterly Review 
66, no. 132 (September 1840): 167–89. 
113 Tuthill, Reality, or, the Millionaire’s Daughter, 191. 
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Walter was aware of the pressure the call for educated engagement put on the body 

politic as a whole: “In this country therefore more than any other, the progress and influence of 

architecture depend on the estimation in which it is held by people.” 114 The United States did not 

have nobles with “unbounded wealth” to guide culture. Rather, “the people are the nobility—the 

people are the sovereign.” Therefore, collective taste, whether good or bad, would guide national 

artistic projects. Thus, knowledge of architecture needed to be diffused to all classes through the 

cultivation of “Public taste.” Only then, Walter said, would the formation of architecture with 

national character “irradiate the social Firmament.” Only then, would it “humanize the 

sensibilities” and, as Walter quoted Felicia Hemans’s poem “Modern Greece” (1817), cause the 

nation to “cry, ‘This ancient soil hath nursed a glorious race.’” 115 

Walter’s and Tuthill’s attempts to give architecture back to the people, paradoxically 

challenged the authority of the professional architect themselves. Lafever realized this, writing 

that “it has been justly observed, that the public at large has a claim over the architecture of a 

country.”116 Architecture is “a common property, in as much as it involves the national taste and 

character.” The architect did not have a right to invention freed from the nation, he said. The root 

of architectural taste was the need to embody republicanism and orient the body politic.117 

Architectural form embodied the relationship between the individual and collective, but the 

nation, or race, which architecture embodied pushed back against the claimed sovereignty of the 

professional body. 

                                                
114 Walter, Lectures on Architecture, 201. 
115 Felicia Hemans was a popular English poet in Walter’s time. At the end of a lesson on the destruction of 
Babylon, Walter notes to read Mrs. Hemans “Ruins of Babylon”; TUW, Box 23, Folder 394. 
116 Lafever, The Architectural Instructor, Containing a History of Architecture from the Earliest Ages to the Present 
Time, 16. 
117 See Upton, “Architectural History or Landscape History?” 
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Classicism could, in some sense, be understood a way to make utility palatable in the 

nineteenth century. As Caroline Winterer suggests, particularly in relation to consumer goods, 

“classical aesthetics was not a thin veneer . . . it was their very essence, a way industrialists 

cloaked the novelties of technological progress and factory production in forms appealing to the 

upper and middle classes.”118 But this cloaking must not be understood as a mere draping or 

hiding of something’s true nature. Rather, classical aesthetics was a way of revealing 

technological progress for what it was. Taste, like technology, progressed, improved, and 

refined. But taste, unlike technology, could choose the contents from the past on which it drew. 

Classicism could be used to show human existence its higher purposes. The goal of a Republican 

architecture was as ornamental practice that aimed at the creation of a virtuous people. The idea 

of virtue held together a classical understanding of “disinterested service to the common good” 

with a Christian commitment to God’s will.119 Virtuous architecture then would be the type of 

architecture that reflected a people’s intellect and emotion back to them in a way not detached 

from the political goals of the Republic. Architecture was to be oriented by continual progress, 

not indulgent, recreational luxury. 

Architectural classicism was understood as a way to return a people to itself. The 

Parthenon’s Doric order was characterized, Tuthill said, by “chaste simplicity and solemn 

grandeur” and by “stern and massive simplicity.”120 Walter similarly said, it was characterized 

by “stern and massy grandeur.”121 While they both of course discussed the Ionic and Corinthian 

                                                
118 Winterer, The Mirror of Antiquity: American Women and the Classical Tradition, 1750-1900, 6. 
119 Noll, America’s God: From Jonathan Edwards to Abraham Lincoln, 91. 
120 Tuthill, History of Architecture, 90, 97, 101, 214, 327. 
121 Walter, Lectures on Architecture, 76. 
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orders, the Doric was given birthrights. In it, “the line is perfect” Tuthill said.122 It blended 

variety and uniformity “into a perfect unity of effect,” Walter said.123 This notion of effect, as 

already discussed, was central to Dowson’s associational account of architecture, one that 

eschewed the primacy of style in favor of the way architecture affected its occupants. As Tuthill 

quoted from Loudon, “effect is its alpha and omega.”124 

The effect of good Grecian architecture would be “Republican simplicity” according to 

Walter and Tuthill.125 A common Early Republican term, republican simplicity was perched 

somewhere between barbaric primitivity and “aristocratic decadence.”126 It described a way of 

mediating between animal materiality and detached dreams of immorality, between pretext and 

dogmatism. This mediation, where mind worked, sought to stitch back together what had been 

torn asunder in the Fall. 

Walter, however, found “simplicity” to be an inadequate term when discussing 

architectural form. When simplicity was praised, it was usually a result of it being confounded 

with some other “coexisting features.”127 When it was used in relationship to Grecian classicism 

what was really being observed was unity, he said. Simplicity on its own led to “blankness” or 

“bald” architecture.128 Tuthill had a similar warning about simplicity: “an ostentatious display of 

                                                
122 Tuthill, History of Architecture, 91. 
123 Walter, Lectures on Architecture, 88. 
124 Tuthill, History of Architecture, 217. 
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simplicity in style, often produces affection.”129  Affection in this description was what Tuthill in 

Reality had described as the human folly of pretext, of appearance taken priority over reality.130 

Thus “republican simplicity” did not mean simple architecture in the sense of basic or 

plain. It was connected with refinement and was a way of describing the proper moral effects of 

architecture upon a nation’s sensibilities. Walter and Tuthill found Grecian Classicism to be a 

particular powerful architecture in this enterprise. In it, Walter saw unity, and other positive 

qualities such as intricacy and harmony, uniformity and regularity. Tuthill likewise saw an 

elegant balancing act, describing the perfection of the Grecian orders as a balance of “strength 

and lightness, of simplicity and ornament, of grandeur and beauty.”131 But these compositional 

judgments are not ultimate principles on which to base architecture. Rather, for Walter and 

Tuthill, the issue at stake was the formation of an environment for the uplift of human occupants. 

Architecture was a moral issue because it affected the pursuit of human perfection. 

Environmentalism and Whiteness 

In an 1856 Sunday School lesson on the divine nature of Jesus Christ, Walter wrote that, 

“whatever has its origin in the natural course of humanity, must bear the stamp of humanity, and 

share in the sinfulness that stains it.”132 This line was lifted from the German theologian Johann 

August Wilhelm Neander’s The Life of Jesus Christ in Its Historical Connexion and Historical 

Development (1837). The English translation published in 1848, opened with an address from 

                                                
129 Tuthill, History of Architecture, 216. 
130 The writer George Tucker, with whose account of taste I began chapter two, in an 1815 essay “Simplicity in 
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Neander to his “Christian Brethren in the United States of America” in which he declared the 

present age “an epoch of transition in the development of the kingdom of God.”133 This epoch 

was one marked by the formation of a new universal church that spanned the Old and New 

Worlds. This universalization projected the message of Christianity to global extents: the stamp 

of humanity was a universalizing mark. All were in need of divine salvation and participation in 

the collective work of progress. 

The metaphor of the stamp, however, could also be used as a method of racial and racist 

differentiation, perhaps most famously articulated by Mississippi Senator and future President of 

the Confederacy Jefferson Davis in his 1860 remarks on the floor of the United States Senate: 

“the inequality of the white and black races—stamped from the beginning, marked in degree and 

prophecy—[is] the will of God which the puny efforts of man have attempted to subvert.” This 

truth, Davis said, had been “confirmed by history through all its successive stages.”134  

Monogenists, like Walter and Tuthill, certainly believed that the frailty and finitude 

stamped on human beings was universal. But they often, as Davis exemplified, also understood 

human existence to be divided up by a host of other differences which came out in the historical 

study of global asymmetries in progress and regress. Walter, as already discussed, understood 

white supremacy to be a divine decree, as racialized hierarchies were a result of the curse of 

Ham. The global structure of ethno-nationalistic progress reflected the divine ordering of the 

races. Tuthill also divided up humanity based on differences in appearance and sensibility, and, 

while she avoided direct supremacist statements like Walter’s, her historical progressivism was 

                                                
133 This text was translated by two professors at Dickinson College, the Methodist preacher John McClintock and the 
physician, lawyer, language professor, and preacher Charles E. Blumenthal; August Neander, The Life of Jesus 
Christ: In Its Historical Connexion and Historical Developement (New York: Harper & brothers, 1848). 
134 “Senator Jefferson Davis,” The Congressional Globe 36th Congress, 1st Session, no. 106 (April 12, 1860): 1682. 
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likewise fundamentally hierarchical in its comparison of the progress of different peoples. In 

both of their views, environmentalism functioned as a tool for linking architecture and people in 

mutual progress or regress. 

Environmental theories of race as they developed in the eighteenth century understood 

race to be affect by climate and the states and habits of a society. The politician and intellectual 

James Bowdoin lectured at the American Academy of Arts and Sciences in Boston in 1770 on 

the climatic causes of racial differences in “both mind and body,” and Benjamin Rush had 

published a 1773 anti-slavery tract making a similar argument.135 Samuel Stanhope Smith’s well-

known 1787 lecture in Philadelphia to the American Philosophical Society (APS) Essay on the 

Causes of Variety of Complexion and Figure in the Human Species (revised and expanded in 

1810) outlined the effects of climate, society, and habits of being on race. Like Rush, Smith 

made his argument in a way that reflected his extensive education in Scottish common sense 

philosophy: race was detectible by human senses and was also affected by them.136 

Rush in a 1799 article in the APS’s journal, agreed with Smith, but in addition suggested 

that the color and figure of blackness were a result of leprosy combined with “greater heat” and 

“more savage manners” than were experienced in Europe.137 Like many assimilationists, he 

thought that blackness could be cured through medicine and relocation to the proper 

environment. In fact, through environmentalist arguments that connected North America to 
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Greece and other great white cultures, assimilationists suggested that the Middle Passage, and 

Caribbean and North American enslavement could be thought of as good things for black people. 

Progress was to be attained by absorbing the whitening effects of good environments—both 

natural and built. To Rush and others, this whitening was literal. The founder of the University of 

Pennsylvania’s Medical School John Morgan had exhibited two two-year-old black children that 

were supposedly whitening at the American Philosophical Society in 1784.138 Black skin could 

be turned to white, Rush said listed several examples, but, he warned white women who married 

black men, white skin could be turned black. 

Racism as a system of visibility was intertwined with aesthetic theory. In Smith’s 

account, the European body and its features served as “the standard of measurement” towards 

which bodies progressed.139 Rush, in describing the black inhabitants of an island in the Pacific 

Ocean, said they not only had leprosy, but were also “short, ugly, [and] ill proportioned.”140 And 

beyond appearance, echoing Jefferson’s assessment of differing faculties, Rush said the “morbid 

insensibility”—manifest in apathy, immunity to pain, and increased sexual prowess—of enslaved 

black people was also a result of leprosy. Even as Smith revised his views in the 1810 version of 

his Essay, suggesting that black skin did not have to be lightened, he still suggested what was 

required was a transformation of the black sensibilities. The standardization of the European 

body and its sensibilities, Cornel West suggests, was a key manifestation of the “normative gaze” 

that developed in the eighteenth and nineteenth centuries through crossing the presumed 

authority of science with Cartesianism and “Greek ocular metaphors and classical ideals of 

                                                
138 See Kendi, Stamped from the Beginning, 113. 
139 Kendi, 114. 
140 Rush, “Observations Intended to Favour a Supposition That the Black Color (As It Is Called) of the Negroes Is 
Derived from the Leprosy,” 292. 
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beauty, proportion and moderation.”141 Scottish common sense philosophy helped align these 

epistemic programs. The result of classicists like Winckelmann idealizing the Greek body was 

that classical aesthetics, aligned with natural history such as that of Linnaeus, became a tool of a 

philosophical anthropology of white supremacy.142 

Associationist accounts of taste, taken on their own, were fraught with arbitrariness. If the 

appearance of particular forms or styles were associated with particular intellectual and 

emotional responses through conjunction and repetition, then why should any forms be preferred 

over others? Ethno-nationalistic and racial accounts of style became the key way to resist 

arbitrariness. As Smith wrote in a footnote to the first edition of his Essay: 

It may perhaps gratify my countrymen to reflect that the United States occupy 
those latitudes that have ever been most favorable to the beauty of the human 
form. When time shall have accommodated the constitution of its new state, and 
cultivation shall have meliorated the climate, the beauties of Greece and Circassia 
may be renewed in America; as there are not a few already who rival those of any 
quarter of the globe.143 

Environmentalism as theory of architecture’s impact provided ways for understanding the 

history of architecture and nature as comparable (thus naturalizing architecture to a certain 

extent). Both affected the progression and regression of human bodies and faculties.144 By 

combining racism and associationism, progress could be understood as moving from people to 

people via the development of mind. As Dunlap wrote in his History:  

If the progress of arts was from Egypt to India, and thence to Greece, they, on 
their arrival at the latter country, were a chaos without form and void. It required a 
more perfect state of the human mind to extract form from the chaotic mass.145 

                                                
141 West, “Race and Modernity,” 75. 
142 There is a much longer history here that could be traced back through Buffon, Linnaeus, and back into the 
fifteenth or sixteenth centuries; Dain, A Hideous Monster of the Mind, 6–19. 
143 Smith, An Essay on the Causes of the Variety of Complexion and Figure in the Human Species, 1787, 43. 
144 Thus, architectural and natural history could be compared as two mediums of history, as Tuthill and Long did. 
145 Dunlap, History of the Rise and Progress of the Arts of Design in the United States, 4. 
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In understanding humans as either progressing or regressing, environmentalism became a way of 

understanding the stamp of the Fall as both a source of sameness and difference. Associationist 

environmentalism—both architectural and natural—acted as a tool for white nationalism.  An 

architectural history in which the profession’s science and its imagination were rooted in black 

and copper races was compatible with white supremacy.146 

Importantly, the environmental assimilationist believed that the relationship between 

races and their climate and societal state was not one of permanent, polygenetic alignment, but 

rather one in which individuals and peoples as a whole could be transformed, and many 

assimilationists took this argument for mutability, in fact, to be a way to counter white 

supremacism.147 Environmentalism linked human and world through a normative gaze, but the 

mutability of this link turned on a conception of history. The character of an architecture 

reflected its people, and, on an environmental argument, vice versa. White classicism—that of 

Greece in particular—was the superior style against which others were judged, and the 

idealization of Greek architecture went hand in hand with the idealization of their white body.148 

Architecture, like the body, could be transformed through modifying the feedback loop of person 

and environment. White bodies and white architecture were sympathetic results of progress and 

were the standards against which others were measured.  

                                                
146 The French Count Constantine Volney made this claim to the black origins of European sciences, arts, and even 
speech in his 1787 Voyage en Syrie et en Égypte, pendant les années 1783, 84 et 85. 
147 If race was the result of the environment—disease, climate, and cultural habits—rather than divine judgement or 
polygenetic difference, then blackness should be met with human empathy and a belief in natural equality that strove 
to create progress. However, as Rush said, because black people were diseased by leprosy, white people should keep 
up their “prejudice” against them to avoid being infected. Rush, “Observations Intended to Favour a Supposition 
That the Black Color (As It Is Called) of the Negroes Is Derived from the Leprosy,” 295. 
148 For example, Walter said the Persian taste in sculpture was “particularly grotesque” and the Chinese was 
“superficial and tasteless.” Walter, Lectures on Architecture, 54, 59. The point also should be made that the Greeks 
were made white by this type discourse rather than this discourse developing out of Grecian whiteness; see Nell 
Irvin Painter, The History of White People (New York: W. W. Norton, 2010). 
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3. Declension and Millennial Hope in Absolute Perfection 

Tuthill’s and Walter’s was a story of architectural attempts at salvation, attempts that 

always came up short. Although Paul was preaching the Gospel on Mars Hill in the precinct of 

Grecian perfection, the people to whom he preached were only a pale reflection of their 

architectural ancestors. Ravaged by Rome, Athens was already a trace of its lost perfection. The 

compromise was one of the minds of Grecian artist themselves: “they were not permitted to 

think, and act for themselves,” Walter said. “Their imagination was gradually reduced to the 

standard of Roman genius; and they found out by experience that ‘they who live in Rome must do 

as Rome does.’”149 

Excess and the Threat of Declension 

A particular tension was shot through Walter’s, and to a slightly lesser degree Tuthill’s, 

image of history. Protestant Whigs like them, while speaking of constant progress, remained 

troubled by a Renaissance (and ultimately Aristotelian) conception of cyclical development—

that all organisms have a birth, flowering, decay, and death.150 While progress occurred at the 

global scale (and even this, Walter suggests, could be understood in cyclicals at the geological 

scale), particulars on the surface of this globe were constantly threatened by the natural process 

of decline.151 Walter introduces his fourth lecture, on the Middle Ages, with this tension: 

                                                
149 Walter, Lectures on Architecture, 134. The phrase “they who live in Rome must do as Rome does” is an 
idiosyncratic rendering of “When in Rome, do as the romans do.” As far as I can tell, Walter picks up this strange 
turn of phrase from the English reporter, author, and newspaper editor James Grant in his 1837 The Bench and the 
Bar, which was reprinted in Philadelphia in 1839; portions of it were also reprinted in The Metropolitan Magazine in 
New York in 1837. 
150 As Lynerd notes: “republican theology deals in two-sided coins, with eschatological optimism shining one on 
side and the specter of irrevocable failure shading the other,” Lynerd, Republican Theology: The Civil Religion of 
American Evangelicals, 99. 
151 Taylor, “Nicholas Biddle and Greek Architecture in the Age of Jackson,” 69–70. In a Sunday School lesson on 
creation, Walter suggested that the fossil record indicates that “our globe was inhabited by living creatures, 
overturned and re-inhabited at least 5 times before it became the residence of man”; TUW, Box 23, Folder 436, 
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The mind is so constituted that its energies can never remain stationary.—Nations 
as well as individuals, are either found advancing in knowledge and skill, or 
receding from the lights of science and literature, into the shades of ignorance and 
superstition.152 

Like the human constrained by their finite, fallen body, the nation as a body politic was 

constrained by its parts. It was threatened by the possibility of its regression and collapse even as 

the spirit of human history marched perpetually forward. While the American Republic was the 

most progressive step of Enlightenment reason as of yet, this was not a reason to believe that this 

nation would not enter into the process of decline and collapse. 

Walter’s narratival guide Elmes, for example, said—like Hegel and Winckelmann—that 

architecture, like other arts, had a rise, progress, perfection, and decline (although Elmes thought 

this perfection might be recovered).153 Hume, in “Of the Rise and Progress of the Arts and 

Sciences” had tempered his story of historical progress with the inevitability of national decline: 

“when the arts and sciences come to perfection in any state, from that moment they naturally, or 

rather necessarily decline, and seldom or never revive in that nation, where they formerly 

flourished.”154 The metaphor he used was organic—the arts and sciences were plants, the nation-

state the soil that, no matter how fertile, would stop producing perfection once it was exhausted. 

While for Hume’s skepticism, the inevitability of decline and the tenuousness of perfection were 

matters of fact for which no metaphysical explanation could be given, for Whiggish Protestants 

like Walter and Tuthill the explanation was decidedly theological: decline was a consequence of 

original sin. The relationship of the organic and the arts and sciences was not just metaphorical; 
                                                                                                                                                       
“The Creation,” Genesis 1:1-19, November 29, 1857. On geology, also see TUW, Box 6, Folder 97, “The New 
Heavens and the New Earth,” Revelation 20:11-15, 21:1-14, November 16, 1856. In this lesson, Walter draws 
extensively on Edward Hitchcock, The Religion of Geology and Its Connected Sciences (Boston: Phillips, Sampson, 
and Co., 1851). 
152 Walter, Lectures on Architecture, 139. 
153 Elmes, Lectures on Architecture, 5–6. 
154 Hume, “Of the Rise and Progress of the Arts and Sciences,” 195. 
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the progress and decline of both individuals and nations was a result of the inscription of sin on 

human and environmental finitude. 

On a theological image of history, the causes of decay were decidedly moral. Natural and 

moral decay was bound up with excess and decadence in many forms—in morality, politics, and 

religion, as well as in the arts.155  Lyman Beecher, in his 1803 sermon “The practicability of 

suppressing vice, by means of societies instituted for that purpose” linked the decline of great 

nations, from Egypt to Babylon to Rome, to sin. “It has,” he said, “become a maxim, that nations 

through the influence of moral causes, have their infancy, middle age, old age and death; that no 

nation will ever be exempted.”156 But this maxim was to be questioned, he suggested. Just 

because no nation so far has “resisted the influence of sin,” does this mean none ever shall? 

Beecher argued, returning to the analogy of the biological and the moral, that through the 

creation of moral societies, sin’s influence could be limited, and “nations, who must otherwise 

have died prematurely, shall experience even to a good old age, the health and vigour of youth.” 

The nation could be preserved through the efforts of organizations at the scale between the 

individual and the nation. 

There was, according to a Whiggish image of history, a key difference between the 

natural body of the human and the body politic. George Tucker, in his 1845 essay “Dangers to 

Guard Against in the Future Progress of the United States” suggested that governments were 

“more correctly compared with the species than with individuals—while the latter flourish for a 

time and then pass away, the former have the power of perpetual renovation.”157 That is, the 

                                                
155 This is a move made by Winckelmann and Hegel, too. 
156 Beecher, The Practicability of Suppressing Vice, by Means of Societies Instituted for That Purpose., 4. 
157 George Tucker, “Dangers to Be Guarded against in the Progress of the United States,” The American Whig 
Review 5, no. 6 (June 1847): 614. 
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body politic must be thought phylogenetically rather than ontogenetically. Dissolution was not a 

necessary condition for nations, because, like species, they could continually renovate. National 

progress could potentially be “indefinitely extrapolated.”158 Architecture, as a professional body 

at the scale between individual nation, created environments that exceeded mere utility for the 

indefinite extrapolation of progress and perpetual renovation of the species of the American 

nation. 

Rome and The New Babylon 

The threat of historical declension came in the transformation of progressive aesthetics, 

politics, and culture into self-indulgent carnality. Ancient Rome functioned as a quintessential 

example of this indulgence in relationship to classical architecture. “Instead of inventing any new 

orders,” Tuthill wrote, “the Romans combined the arch and vault with the Grecian column and 

entablature. In time, the art gained in richness and luxuriancy of decoration, but lost the pure and 

lovely simplicity of its native land.”159 While Walter was never as negative about Roman 

architecture as his historical guide James Elmes, he still said that the Romans were, in religion 

and architecture, copiers rather than geniuses.160 When they tried to invent, the activity was 

additive rather than harmonious.161 Rome, while characterized by great architectural and 

infrastructural works in many respects, ultimately declined into excess—luxury for the sake of 

luxury: “rich in decoration, and gigantic in size, her finest structures were wanting in grace and 

                                                
158 Howe, The Political Culture of the American Whigs, 75. 
159 Tuthill, History of Architecture, 102. 
160 Walter, Lectures on Architecture, 115. 
161 For Tuthill and Walter, calling the Roman Tuscan or the Composite an order was a misnomer, as neither were 
original inventions or, more importantly, harmonious totalities. The Tuscan was a simplification (in the sense of 
baldness) of the Grecian Doric and the Composite an unresolved combination of the Ionic and the Corinthian 
Walter, 79; Tuthill, History of Architecture, 102–3. 
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elegant simplicity.”162 The Romans attempted to create the new but ultimately did so only 

through an excess of the old.  

The use of the Corinthian order was a case in point; it was an order “injured by a 

luxuriance and superfluity of ornament, which, however, accorded well with ‘the high and palmy 

state of Rome,’” Tuthill said (quoting from Shakespeare’s Hamlet).163 It was an order of excess 

that reflected the declension of the state that used it: 

Roman Architecture, which was never so classically pure as the Grecian, in time 
degenerated into barbarous magnificence, overloaded with ornaments. . . . After 
the people became vitiated by luxury, and lost their Roman dignity, and their 
emperors were the most monstrous examples of vice, every work that they 
undertook showed a want of taste and order, a departure from all simplicity and 
true beauty.164 

Their Corinthian order, which had also been liberally used in modern Europe, had quickly 

becoming a favorite of the United States. This, Tuthill said, was a potential roadblock:  

Its rich and elaborate ornaments are apt to delight the popular fancy. Here is its 
greatest danger; and if it should become the favourite order, it is predicted that we 
shall never rise to any eminence in architecture.165 

While excess produced architectural wonders in scale and magnificence, it was ultimately 

deadly. As Tuthill wrote, “As it now stands, the Coliseum is a striking image of Rome itself; 

decayed, vacant, serious, yet grand:—half  gray and half green—erect on one side and fallen on 

the other, with consecrated ground in its bosom.”166 Rome was compromised to its core because 

of its grandiosity. The fall of the Roman republic in its “degenerate days” was due in part to 

politicians not learning the history of the country—they put the political position before the 

                                                
162 Tuthill, History of Architecture, 150. 
163 Tuthill, 108. 
164 Tuthill, 127. 
165 Tuthill, 292. 
166 Tuthill, 109. 
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acquisition of the qualifications necessary to virtuously execute the position.167 Rudeness or 

savageness was, as Walter had said, bound up with a lack of historical knowledge. But the failure 

of the Roman nation was also domestic, Tuthill said: 

The folly and extravagance of Roman women were only equalled by Cleopatra 
herself. Their time was spent at the theatres, baths, and other places of public 
amusement, and the moral influence of home was no longer felt among a 
degenerate, corrupt people, hastening to their downfall.168 

Their architecture expressed power before it considered the purposes and rightness of that power. 

It was an architecture of pleasure and amusement, an architecture detached from a proper 

nationalism and instead in service of pleasure.  

However, Walter at one point, contrary to Tuthill, said that the richly embellished 

Corinthian order “may be considered as the highest triumph of art in architecture.”169 His 

moderated comments on the Corinthian were reflections of his practice. It was, after all, the 

Roman Corinthian order that he had used at Girard College and then again on the dome of the 

United States Capitol. But he ultimately agreed with Tuthill. Luxury was not a voyage of 

discovery like that of invention. Rather, it was an indulgence. It occurred when “learning and the 

arts” lost their influence over the people.170 In Rome, “Philosophy grew dim” and “taste sunk in 

the general wreck of intellect.” A recession from the “lights of science and literature” led a great 

culture into “ignorance and superstition.” Like in the ancient black and copper cultures Walter 

and Tuthill had discussed, architectural extravagance became a way to disguise illegitimate 

                                                
167 Tuthill, The Young Lady’s Home, 1848, 53–54. This claim is made by Tuthill by quoting an unnamed text, which 
is actually the entry on “History” in Volume 10 of Brewster, The Edinburgh Encyclopaedia. 
168 Tuthill, The Young Lady’s Home, 1848, 93. 
169 Here he was talking about the Greek rather than Roman Corinthian; Walter, Lectures on Architecture, 93. 
170 Walter, 139. 
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power and false religion. Bad excess, ornamentation detached from necessity of all kinds, 

reflected the decay of the nation’s mind.  

As already discussed, between the fall of Rome and the Renaissance revival of 

classicism, Walter’s and Tuthill’s judgments were mixed. What was clear for both of them, 

however, was that Gothic form, in its pursuit of sublimity, created a new sort of unity, a 

condition last seen in Grecian architecture. This was the emergence of a religious architecture 

with a desire proper to the new dispensation of the church. The Gothic was a pursuit of 

architecture beyond itself, and thus an architecture of higher necessity. But, Tuthill said, “the last 

vestiges of Gothic originative art disappeared” with the Renaissance, “that convulsive period 

which shattered the whole fabric and newly moulded the whole moral constitution of society.”171 

Rome returned to the center of Tuthill’s and Walter’s narratives after the Gothic. Sublimity was 

appropriated by political power. While Tuthill did not have a problem with much of the 

Renaissance, its greatness was compromised by an impure religion. She did not level major 

critiques of the Catholic church in writing—preferring a more ecumenical ethic—and even 

praised the architecture of the Renaissance, especially St. Peters. However, she did say the 

corruption of the “Romish Church” undermined the purity of the Gothic, and the construction of 

religious architecture after the Gothic declined.172 

Walter, in contrast to Tuthill, tended to more militantly disparage religious Renaissance 

architecture. According to him, the Catholic church, the whore of Babylon, was a religious 

failure. St. Peter’s, he said, accomplished many things, but not tastefully: 

In this vast pile, genius has been united with riches, and power, to produce 
sublimity; and science has contributed all her stores to comsummate the work:—

                                                
171 Tuthill, History of Architecture, 167. 
172 Tuthill, 168. 
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nothing has therefore been wanted in the design of St. Peter’s, but taste—a 
refined, a cultivated taste; the absence of which is evident in every part of the 
composition.173 

Much like his critique of ancient Egyptian, Hindu, and Chinese architecture before this, Walter 

disparaged the way Catholicism used architecture to reinforce cultish power. His notebooks from 

the 1830s do not hide his dislike for what he perceived to be the extravagance of the Italian 

Renaissance, particularly in its later mannerist and baroque extravagances. In his notebook from 

his 1838 trip to Europe, sponsored by Girard College and in particular by Biddle, he leveled an 

extended critique of the Vatican and St. Peters for being “in the worst Italian taste.”174 He even 

remarked that “I find it impossible to like Michael Angelo in either of his three attributes, 

Architecture, Sculpture, or Painting.”  

 

Figure 55. Walter’s notes and sketch of St. Peters from his notebook on 
European buildings, TUW, Box 2, Folder 11 

                                                
173 Walter, Lectures on Architecture, 130. On Walter’s interpretation of St. Peters, see Amundson, “Thomas Ustick 
Walter’s ‘Lectures on Architecture,’” 213–15. 
174 TUW, Box 2, Folder 11. 
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Walter’s critique of the Renaissance was fundamentally bound up with his Protestant 

historiography. In two Sunday School lectures on chapter 17 of the book of Revelation, written 

by John at the “Zenith of [Rome’s] splendor,” Walter focused on the discussion of that city and 

its destruction.175 Verses 3 through 5 of Revelation 17 read: 

So he carried me away in the Spirit into the wilderness. And I saw a woman 
sitting on a scarlet beast which was full of names of blasphemy, having seven 
heads and ten horns. The woman was arrayed in purple and scarlet, and adorned 
with gold and precious stones and pearls, having in her hand a golden cup full of 
abominations and the filthiness of her fornication. And on her forehead a 
name was written: 
      Mystery, Babylon the Great, 
      The Mother of Harlots 
      And of the Abominations 
      of the Earth. 

On Walter’s reading of this account of “Mystic Babylon,” the scarlet beast represented “pagan 

Rome,” while the woman dressed in purple and scarlet represented “papal Rome.”176 Papal 

Rome, dressed in the colors of Popery, established herself on the back of Pagan Rome, “red with 

the blood of the saints.” The Papal, Romish church was founded on the back of state violence 

that had perpetuated itself by killing millions of “God’s people.” The Catholic church was thus 

the continuation of an empire in decadent decline, a people carried away through bad excess. The 

architecture of the Catholic church since the fifteenth-century was, for Walter, a reflection of this 

decay. 

In a Sunday School lecture addressing the “Fourth Beast” that appeared in the vision of 

the Prophet Daniel, centuries before John’s vision in which the Scarlet Woman and Beast had 
                                                
175 TUW, Box 23, Folders 395 and 396, “Mystical Babylon,” Revelation 17, January 20 and 27, 1856. 
176 On Walters interpretation, the seven heads are understood as the seven hills of Rome, and the ten horns as the ten 
kings and ten kingdoms overrun by the Goths and Vandals in the 3rd century. These ten kingdoms were given to the 
beast, “and have ever since been the horns of the pope;” TUW, Box 23, Folder 394, “Babylon: Its Destruction,” 
Daniel 5, December 23, 1855 and May 31, 1857. In his day, Walter says the kingdoms under papal power are 
Bavaria, Germany, Burgundy, France, Aragon, Castile, Lower Italy, the Vandals, the Lombards, and the Ostro-
Goths. 
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appeared, Walter described how the first three beasts in Daniel’s vision represented the 

successive kingdoms of the Babylonian monarchy, the Medo-Persian Monarchy, and the Greco-

Macedonian monarchy. 177 The fourth beast represented the Roman Empire and its continuation 

in the Roman Catholic Church. It was the coming destruction of this fourth beast, of popery, that 

was predicted in Daniel’s and John’s visions, that Walter said would mark the beginning of the 

universal empire of Christ. It was this future, not compromised by luxurious decadence for which 

Walter hoped. 

 

Figure 56. The Scarlet Woman and Beast from Larkin, Dispensational Truth, or 
God’s Plan and Purpose in the Ages (1918) 

In contrast to the Roman-Papal beast destined for destruction, Walter and Tuthill saw 

themselves as in the lineage of a Greco-Protestant union that took shape in the wake of Ancient 

Roman destruction and that would survive the coming destruction of papacy. While the Catholic 

Church was the continuation of Roman excess, it was Grecian simplicity and unity that was, for 

Walter and Tuthill, properly understood as Protestant and American, and as the heir to Israel’s 

divine mission. Republican simplicity was, for them, a description of this political and cultural 

condition that would survive the destruction of worldly luxury, not of formal architectural 

                                                
177 TUW, Box 20, Folder 292, “The Fourth Beast,” Daniel 7, December 2, 1860 and Box 23, Folder 427, “Daniel's 
Dream of the Four Beasts,” Daniel 7:1-8, August 2 and 9, 1857. 
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simplicity. It was the simplicity of a principled, unified state—one that was guaranteed by 

theological certitude. 

It is within this grand historical narrative that the question of American progress and 

decline was to be set. Tuthill, towards the end of her history, issued a challenge: “Is luxury to 

enervate and demoralize the nation? . . . Let us hope better things.”178 She gave the arts a 

particular power in regard to the possibility of this progress: 

We can scarcely conceive of a more effectual check to extravagance and 
licentiousness, than careful cultivation of the Fine Arts. They may be a 
consequence of luxury, but they do not produce it. Luxury may lead to sensuality 
and extravagance; but it is not when employed upon useful works of art, or in 
giving beauty to objects of sight, that it endangers public morals. We should be 
careful to separate the luxury and licentiousness from the fine arts which have 
been cultivated, when and where they also have prevailed, and have led to the 
final destruction of a nation.179 

The fine arts, while they emerged from excess over mere utility, do not have to produce bad 

excess. Artistic excess may have participated in the downfall of Rome and may be a sign of the 

decline of Papal Rome as well, but when properly channeled it could actually be a way of 

encouraging a progressive nation to stay on the right track. Architecture, with the proper kind of 

faith, could also be a tool of eternal hope. 

Millennial Eschatological Hope 

In the midst of her discussion of the collapse of the Gothic phase of architecture and the 

regression of cathedral building after the fourteenth century, Tuthill speculated on the effects of 

the formation of understandable earthly institutions: “Perhaps our civil institutions are 

detrimental, nay, almost destructive to high and honourable reverential feelings towards our 

                                                
178 Tuthill, History of Architecture, 248. 
179 Tuthill, 329. 
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parents, guides, and superiors.”180 The emotional experience of sublimity and awe for God in 

Christian worship may have been upended by the recovery of classical form in the fifteenth 

century, and the constitution of definite and understandable civil institutions and civil 

architecture might in fact limit any pursuit of absolute perfection that exceeds the earthly relative 

perfection. While humans might have hope in the progress of life on earth, ultimate hope was to 

be placed in something entirely unearthly. Walter echoed this sentiment when describing the 

sublimity of certain natural experiences of wildness that take use “from the visible to the 

invisible” and “excite in us the purest sentiments of infinity” that raise our minds to “the beauties 

of eternal duration.”181 Looking beyond nature and human institutions and constructions, visions 

of an infinite, eternally present God might be formed. This absolute was what oriented ultimate 

Christian hope. 

Walter described his Lectures on Architecture as being “on the rise and progress” of 

architecture, the inverse of Gibbon’s Decline and Fall of the Roman Empire.182 Rome 

represented the inverse of hope and thus the wrong past in which to place faith. But even if faith 

was put in the Grecian past, its effects on the future would still be relative: the improvement of 

worldly environments and taste. For Walter, the universal principle of hope—the belief that 

things can always get better—was what characterized the temporal structure of desire: Humans 

were “always unsatisfied with present enjoyment” and always want more.183 This principle, he 

said, was “irrefragable evidence of the immortality of the souls.” This unending desire for 

improvement was evidence of architecture’s purest end—the perfection of immortality. This 

                                                
180 Tuthill, 168. 
181 Walter, Lectures on Architecture, 215. 
182 Walter, 34. 
183 TUW, Box 6, Folder 97, “On Hope.” 
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ultimate hope in absolute perfection was of a different order than the penultimate hope in 

progress. Speaking of Paul’s visit to Athens, Walter said: 

Marble may be chiseled into a thousand forms to charm, and even elevate and 
ennoble the sensibility, but marble is perishable—mind is not.—The soul is more 
magnificent, even in ruins, than all the works that grecian hands have ever 
wrought.184 

The Greeks had achieved greatness in many ways, but even they were imperfect. Their art 

remained the handmaiden of an improper religion given over to materialism rather than a proper 

“philosophy of mind.” Walter’s usage of philosophy of mind as a synonym for Christian religion 

is telling. His work was ultimately marked by a form of idealism that set architecture’s perfection 

in another world: 

everything on earth is perishing—buildings decay in the lifetime of their 
builders—the builders themselves pass away—there is no permanency in either—
earthquakes—violence—the elements of nature ever at work to cause 
dilapidation—Architecture bears the impress of the mind that conceived it, but 
both must yield to time—in heaven there is no decay—the foundations of the new 
Jerusalem never tremble, its inhabitants never grow old.185 

The new Jerusalem towards which perfection ultimately looked was not something that human 

improvement of the material world could get too. 

Walter and Tuthill, like many of their fellow American Protestants, held millennial 

beliefs in a future divine redemption towards which the world and humanity as a whole is 

proceeding. Walter said, “we know from . . . the word of God that popery is to have an end, and 

that all men are to be righteous.”186 In 1856, he said “the approach of the downfall of Popery, 

and the introduction of the Millennium is plainly to be seen in the state of the 10 kingdoms at the 

present day,” going on to list ways in which France, Italy, Austria, Spain, and Portugal were all 

                                                
184 TUW, Box 6, Folder 97, “Paul’s Visit to Athens,” Acts 17:13-34, October 5, 1856. 
185 TUW, Box 6, Folder 97, “Examples of Faith,” Hebrews 11: 7-10. March 1, 1857. 
186 TUW, Box 20, Folder 292, “The Fourth Beast.” 
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bucking the command of the Catholic church.187 But he also reminded himself, in a lesson on 

Daniel, to “speak of Millerism—its results insanity—infidelity—the dark days—the end of the 

first 1000 years—cathedrals.”188  

 

Figure 57. Anti-Millerite Poster, 1844. William Miller sits on the roof on top of 
the root of the ascending tabernacle, with a prophet below surround by bags of 
money and the devil. 

Millerism, a particular Christian interpretive tradition, followed the work of the Baptist 

Pastor William Miller in New York, who predicted the return of Christ in 1843 and again in 

1844.189 When neither return happened, what Walter, following others at the time, described as 

                                                
187 TUW, Box 23, Folder 396, “Mystical Babylon.” 
188 TUW, Box 20, Folder 292, “The Fourth Beast.” 
189 On Millerism, see Ronald L. Numbers and Jonathan M. Butler, The Disappointed: Millerism and Millenarianism 
in the Nineteenth Century, 2nd ed. (Knoxville: University of Tennessee Press, 1993). For Charles G. Finney, one of 
the key Presbyterian preachers of the Second Great Awakening, the Millennium had to be brought about by the 
church. He had, in 1835, suggested the Millennium could come in three years if the Church did its duty; Lynerd, 
Republican Theology: The Civil Religion of American Evangelicals, 114. 



365 

“insanity” was wrought amongst his followers.190 In fact, following a proper Scottish 

Enlightenment epistemology, Walter suggested predicting the time of the millennial kingdom 

was a misguided use of the mind. As Benjamin Rush had observed in 1812, one of the chief 

causes of insanity was in the intense study of biblical prophecies, “most frequently from an 

attempt to fix the precise time in which those prophesies would be fulfilled, or from a 

disappointment in that time, after it had passed.”191 The finite mind could not know God’s time. 

The question for Walter was not “when” but “what” would the future look like?192 

The end of popery, Walter said, would not result in the return of Christ to literally rule a 

kingdom on earth for 1,000 years.193 He dismissed the premillennial idea that the empire of 

Christ meant Jesus would return to the earth in human form, for this was a fundamental 

misunderstanding of who Christ was and what his coming reign would look like. Rather, “these 

prophecies point to the dominion that Christ shall exercise over the hearts of all men, —a 

dominion precisely like that which he holds at this moment over all who believe in him, and 

walk in newness of life.” That is, on his postmillennial view, which was common amongst 

American Whigs, the millennium did not mark the re-appearance of God in physical form, but 

rather the transformation of the world. 194 The millennium would appear as the transformation of 

                                                
190 Ronald L. Numbers and Janet S. Numbers, “Millerism and Madness: A Study of ‘Religious Insanity’ in 
Nineteenth-Century America,” in The Disappointed: Millerism and Millenarianism in the Nineteenth Century, ed. 
Ronald L. Numbers and Jonathan M. Butler, 2nd ed. (Knoxville: University of Tennessee Press, 1993), 92–117. 
191 Benjamin Rush, Medical Inquiries and Observations, Upon the Diseases of the Mind (Philadelphia: Kimber & 
Richardson, 1812), 37. 
192 However, he does seem to lend credence to the idea that this would happen in the year 2000 in TUW, Box 21, 
Folder 317, “Mohammedanism,” Daniel 8, December 6, 1868. 
193 TUW, Box 20, Folder 292, “The Fourth Beast.” 
194 Howe, The Political Culture of the American Whigs, 152–53. 
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all humans into Christians: “all men will be just what some men now are.”195 The results of such 

a transformation would be far reaching, as Walter described: 

If you take out of society all the elements of deception and dishonesty that now 
pollute it, a change would be effected in the business relations of men, that would, 
itself, turn earth into heaven, as far at least as social life is concerned. If the minds 
of the human family were purged from unchaste desires, and lawless passion were 
unknown on earth; and if a Christ-like temperance in eating and drinking were 
observed by all men, disease would lose its power, and men would die by the 
mere wearing out of the machinery of life; disease, in 9 cases out of 10 may be 
traced directly or indirectly to sin. 

Thus, the millennium was an absolute transformation of the material world through a total 

commitment to the spiritual, a commitment that architecture as the creatress of environments for 

higher thought could participate in. This was the end towards which humans and their 

architectural history moved. It was an end that oriented absolute Christian hope. It was a 

transformation not possible without divine intervention, and, on accounts like those of Walter 

and Tuthill, the United States was the new chosen nation through which this divinely 

orchestrated drama was progressing. 

Tuthill’s relation to the end of earthly history was slightly different, more akin to the 

premillennialist view Walter rejected. She described history “ending with a sublime apocalypse 

of the thrilling scenes that shall precede the dissolution of the world, the terrors of the judgment-

day, and a heart-cheering vision of the mansions of blessedness."196 At any moment, Christ could 

return and the world would be dissolved. This was an architecture of another world, mansions of 

divine creation. The theological project was clear: absolute transformation was always 

immanent. Walter, while he argued for a postmillennial view, still affirmed this sort of 

untimeliness. Quoting from the end of the book of Matthew, he said 
                                                
195 TUW, Box 20, Folder 292, “The Fourth Beast.” 
196 Tuthill, The Young Lady’s Home, 1848, 283. 
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“watch therefore for ye know not what hour your LORD cometh.”—If it was 
necessary for these four brethren to watch for the coming calamity—to watch and 
pray; it is just as necessary for us; the LORD comes upon the earth in 
judgement,—men die, and even the thoughtless say, ‘it was a visitation of GOD.’ 
The coming of the LORD is an event spoken of in connexion with the death of all 
his saints.”197 

This tension between the untimely divine—the hope that the savior could come at any moment—

and the timely—the incremental progressivism of personal and national improvement—

characterized the limits of the theological image of history.  

The progressive narrative that characterized human history between the fall and the 

millennium was a concrete narrative bracketed by conditions different in kind. Between Eden 

from which it fell and future immortality toward which it hopes, humanity lingered in a fallen 

state making incremental progress. Between the relative perfection of worldly architecture—the 

Greco-American mindset acting as proximate embodiment—and the absolute perfection of a 

future millennium—the hope of a New Jerusalem acting as its ultimate destiny—the theological 

image of history posited a disjuncted image of the future of architecture. As she ended her 

History in a discussion of cemeteries, Tuthill described this disjuncted hope:  

With the increase of civilization and refinement, a taste for the beautiful and 
sublime is induced; but the exalted principles of Christianity evoke a deeper 
sentiment, which leads us to hallow the grave where rest the remains of our 
beloved ones, till the last trumpet shall summon them to put on immortality.198 

Millennialism was for Walter and Tuthill a variant of utopianism, but one in which hope was 

posited, its fulfillment possible at any moment yet always perpetually delayed. 

 

                                                
197 TUW, Box 6, Folder 97, “The Destruction of Jerusalem continued.” 
198 Tuthill, History of Architecture, 331. This is a reference to 1 Corinthian’s 15:52. 
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Figure 58. Tuthill’s representation of the enterance to the Grove Street 
Cemetery, New Haven, Henry Austin, 1845, History of Architecture, Plate 33 

The Global End of Architectural History 

Walter and Tuthill used history to join the time of the architect’s life with that of the 

world. Taste, improvement, refinement, and progress were terms that set architects, buildings, 

the public, and the nation in intellectual and moral relationships of advancing interpretation and 

self-interpretation. Architects created environments that reflected higher pursuits, that elevated, 

assimilated, and improved people. Ultimately, Walter and Tuthill saw themselves as apostles of 

history, using architecture and knowledge of it to preach to the public about a truth that was 

guaranteed to unfold. Faith and hope in the grand narrative of theological history was the ground 

in which the profession of architecture was set.  

Claiming the whole globe, in retrospect and prospect, for the American architect was 

rooted in this conception of progress. Not only was the entirety of the past leading up to the 

present moment in the divine drama, but part of the mission of the Christian was to evangelize 

the entire globe. Being an apostle to global history also meant being a prophet to the globe. 

Walter saw a deep connection between the homogenizing forces of globalism and progress: 
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None of the architecture of the present day can however be said to possess a 
decidedly distinctive character amongst any people who mingle with the rest of 
mankind; nor is it probably that any nation will ever again practice a mode of 
building peculiar to itself, exclusive of other styles.199 

This global vision, however, was still in the future. The world it described not yet come. The 

result was not completely nonindigenous architectural imagination but rather, as Tuthill 

proscribed, “partly indigenous” architecture between the universal and the ethno-nationalistic 

particular. Although all countries now had access to the same “materials for thoughts in 

architecture” due to the rapidity at which architectural ideas were spreading through printing and 

engraving and the interconnection of various parts of the globe, there were still “peculiarities of 

climate,—of manners and customs,—and of government which influence the taste of every 

nature.”200 The world remained fallen. The utilitarian demands of necessity differed from place 

to place. Architecture remained timely, but in this timeliness a relative perfection of white bodies 

and minds provided a guide. 

The millennial utopia, for Walter and Tuthill, was a world of pure presence. If matter was 

only of the past and the future and soul only of the atemporal present, it would be the pure 

spirituality of the present that was liberated from the burden of faith and hope. Walter said, 

“when the peaceable reign of Christ begins on earth, in the hearts of all men, all superstitions 

must have come to a perpetual end.”201 The future and past would collapse with the present. 

Millennial hope was thus in an architecture beyond history, beyond the original disjunction of 

human and nature that created necessity, beyond the disjunction of necessity and ornament that 

separated the fine and useful arts. The monolithic condition towards which globalization tended 

                                                
199 Walter, Lectures on Architecture, 200. 
200 Walter, 200. 
201 TUW, Box 21, Folder 317, “Mohammedanism.”  
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was one that would be perfectly resolved in the untimely Millennial kingdom towards which the 

New American Israel wandered—in salvation that could come at any moment. This was a pure 

metaphysics of presence, architectural history without absence or concealment, without 

disorientation, architectural history without others. 
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Conclusion. Knowing Bodies 

The Grecian mania has passed. 

Louisa Tuthill, History of Architecture, 18481 

What is the value of going to the trouble of remembering that past 
which cannot become a present. 

Søren Kierkegaard, Fear and Trembling2 

The habitus—embodied history, internalized as a second nature 
and so forgotten as history—is the active presence of the whole 
past of which it is the product. 

Pierre Bourdieu, The Logic of Practice3 

The danger, in the minds of most white Americans, is the loss of 
their identity. Try to imagine how you would feel if you woke up 
one morning to find the sun shining and all the stars aflame. You 
would be frightened because it is out of the order of nature. Any 
upheaval in the universe is terrifying because it so profoundly 
attacks one’s sense of one’s own reality . . . . We, with love, shall 
force our brothers to see themselves as they are, to cease fleeing 
from reality and begin to change it. 

James Baldwin, “My Dungeon Shook,” 19634 

 

I return to where I began, 9:30 AM on Thursday, August 30, 1883, when twenty-eight 

white male bodies posed for a photo on the steps of an eighteenth-century Baptist Meetinghouse 

designed by an amateur gentleman and built by carpenters, housewrights, and anonymous 

laborers. On these steps was gathered a body that would not have welcomed the designer of the 

edifice on which they stood as a member. The morning before, Walter had declared to this group 

that their founding in 1857 was the result of the self-evident necessity of “a guild or society” that 
                                                
1 Tuthill, History of Architecture, 301. 
2 Søren Kierkegaard, Kierkegaard’s Writings, VI, Volume 6: Fear and Trembling/Repetition (Princeton: Princeton 
University Press, 1983), 30. 
3  Bourdieu, Pierre, The Logic of Practice, trans. Richard Nice (Stanford: Stanford University Press, 1990), 56. 
4 James Baldwin, The Fire Next Time (New York: Vintage Books, 2013), 9–10. 
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promoted the advancement of professional knowledge and the progress of architecture.5 It was 

up to professional architects to not only regulate its own membership but also to teach the public 

about its members role in human progress, about how architecture could cultivate and refine the 

public mind and shape the national character. 

Towards the end of his 1883 speech, Walter echoed Tuthill’s words quoted above—“the 

fetters that held architectural forms to classic models for centuries have been broken.”6 It was in 

this breaking of these shackles that, Walter suggested, it became apparent that “progress is the 

life blood of architecture.” But the freedom produced by the passing of Grecian mania, by the 

replacement of a “Pagan world” with “a higher civilization,” demanded an amount of cultivation 

and refinement of the faculties greater than ever before. This demand could be met. For Walter 

and Tuthill, humanity was incomplete but looked towards a restoration to its original undivided 

condition. 

In the last few pages, I want to meditate on how the Early Republican story I have 

discussed here continues to affect us today.7 What I want to suggest is that we need to be deeply 

cognizant of the way in which religious, racializing, and nationalist discourses implicitly run 

                                                
5 Mason, Jr., Proceedings of the Seventeenth Annual Convention of the American Institute of Architects, 2. Walter 
had earlier said in his 1877 AIA presidential address, “effective progress in architecture means the acquirement of 
knowledge in all that pertains to architectural science; it is therefore obvious that a high degree of excellence in that 
art can only be effectively promoted by insisting on a thorough course of education on the part of those who suppose 
to enter the profession.” He goes on to lay out the structure of individual acquisition: “a uniform system of study 
should be faithfully pursued by every student, first in the college or Technological Institute, and then in the office of 
some profession architect, whose certificate countersigned by order of the American Institute of Architects, should 
be his warrant for practicing his art.” TUW, Box 20, Folder 286, Eleventh Annual AIA Address. 
6 Mason, Jr., 4. 
7 To get from the mechanic institutes of the Early Republic to the university-based architecture schools that took 
shape in the progressive era, one could, for example, trace a line of studentship and apprenticeship directly from 
Latrobe to Strickland to Walter to Richard Morris Hunt to William Robert Ware, who started the architectural 
programs at both MIT and Columbia. Ware worked for Hunt who worked for Walter who worked for and was 
taught with Strickland, who worked for Latrobe.  



373 

through our historical discourse, and in turn how historical discourse runs throughout our claims 

of architectural expertise. 

1. Faith of the Faithful 

A dualism of necessity and expression has underlain much of the preceding discussion of 

the development of the profession’s intellectual backbone. This dualism played out in 

architecture as a contrast of necessity and ornament—useful and fine (or polite) arts. 

Architecture was an art form of both kinds, but its higher calling was the latter. The professional 

architect pursued not the bare animal necessity of shelter but rather the expression of humans’ 

higher spiritual necessities. This distinction of higher and lower was rooted in metaphysical 

beliefs about the nature of existence, and the way architectural design was understood to work 

was rooted in the way that human psychology connected with physical and mental environments. 

The professional himself was an ornament—an expression of higher human pursuits. An early 

trustee of Princeton University wrote in 1750 that: “our great intention was to erect a seminary 

for educating ministers of the Gospel, yet we hope it will be a means of raising up men that will 

be useful in other learned professions—ornaments of the State as well as the Church.”8 The 

education of learned professionals aimed to form men who served both state and the church, to 

form a Christian Nationalism grounded in expert knowledge. 

The professional architectural body claimed a kind of hermeneutical knowledge that 

looked backwards in order to effectively advance the nation and the globe. This attitude towards 

history gave the profession an abstract certainty but, at a practical level, riddled it with anxiety. 

Architectural expertise did not provide an epistemic framework with the certainty of the natural 

                                                
8 Cited in Thomas Jefferson Wertenbaker, Princeton, 1746-1896 (Princeton: Princeton University Press, 1946), 19. 



374 

or human sciences which rendered their expertise through a metaphysics of visibility—to be is to 

be present. Rather, architecture produced a kind of framework in which the present looked back 

to an absent past to inform a future oriented towards advancement. Architectural history rendered 

the past as something available to the professional, as something which could guide action. 

The type of history that took shape in the Early Republic may appear on the surface as 

one of style, but, as I have argued here, it was in fact an associationist environmentalism that 

underlay the account of systems of visible, classifiable form. Architecture did not have absolute 

fixed meaning—its modes of visibility were not the direct appearance of some transcendent 

order. Rather, architecture had a fixed structural role; its environments were in a feedback loop 

with embodied human minds. The profession imagined its power and responsibility was to shape 

these environments. 

The talk of principles of composition in the first decades of American architectural 

history and theory held over in only fleeting ways in the history and theory of Walter and Tuthill. 

The idea that there were fixed compositional rules was diminished by an appeal to a faculty 

psychology. Architectural justification shifted from transcendent to transcendental grounds in the 

Early Republic—from a fixed God or a fixed nature to the human mind. This transformation was 

concomitant with the professionalization of architecture—with the assertion of the authority of 

certain minds. 

Based in associationist psychology and assimilationist theories of race and ethno-

nationalistic mind, the argument put forth in the United States for transcendental grounds was 

not quite the same as the empathy theory that would later take shape in German art history. 

However, we should not be surprised that the university-based American architectural academy 

that took shape in the late-nineteenth and early-twentieth centuries was so sympathetic to art 
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historical and architectural traditions that developed out of empathy theory. August Schmarsow’s 

inner and outer harmony, for example, was markedly similar to Reid’s dualistic division.9 The 

later pursuit in American architecture schools of an architectural phenomenology, for all the talk 

of overcoming Cartesian dualism, reasserted many claims about environment and spirituality 

similar to their Christian predecessors.10 In fact, recent works like Sarah Williams Goldhagen’s 

Welcome to Your World to a large extent reaffirm many of the same basic theses of early 

nineteenth-century American architectural theory, that architecture is part and parcel to mental 

and moral virtue, through the grounds of contemporary sciences of embodied cognition.11 

In the longer story I have suggested here, the institutions of architectural education take 

central stage. Larson, in her extensive work on the professions, argues that a profession and its 

“cognitive base”—i.e., its legitimizing epistemic framework—can evolve separately, especially 

in their early years. But when the production of producers and the production of research begins 

to merge into a single institution—into the professional school—the powerful gatekeeping 

mechanism that emerges combines the production of producers and the production of knowledge 

in one institution. As Larson says: “the emergence of modern systems of education—and here, in 

particular, the transformation of their higher branches into centers for the production of 

knowledge—appears as the central hinge of the professional project”.12 

Early Republic architects were well aware of the power of the professional school, but it 

would only begin to find its footing in the late nineteenth century. Tuthill, in her History of 

                                                
9 See Harry Francis Mallgrave and Eleftherios Ikonomou, Empathy, Form, and Space: Problems in German 
Aesthetics, 1873-1893 (Santa Monica: Getty Center, 1994). 
10 See Jorge Otero-Pailos, Architecture’s Historical Turn: Phenomenology and the Rise of the Postmodern 
(Minneapolis: University of Minnesota Press, 2010). 
11 Sarah Williams Goldhagen, Welcome to Your World: How the Built Environment Shapes Our Lives (New York: 
Harper, an imprint of Harper Collins Publishers, 2017). 
12 Larson, The Rise of Professionalism: Monopolies of Competence and Sheltered Markets, 17. 
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Architecture insisted on the importance of professional education in the progress of architecture 

but only dreamt of adequate architectural educational institutions in the United States. As late as 

1870 Walter believed that, while the AIA had been established in 1857, there were still no 

schools that could adequately fulfill this necessary role.13 In 1874, he wrote to William Ware 

complaining about the poor state of architectural education at University of Pennsylvania (where 

an architecture school was actually not fully established until 1890).14 

 

Figure 59. Meeting of the architect’s of the 1893 World Columbian Exposition, 
Chicago, IL, February 24, 1891. Frances L. Loeb Library, Harvard University 
Graduate School of Design. 

In the stabilization of the professional architecture school at the turn of the century, the 

apparent tensions between East Coast Beaux-Arts based institutions and Midwestern German-

style polytechnic schools have been well documented. While these institutions and their related 

                                                
13 Walter to Franklin Wilson, Sept. 7, 1870, Letterbook, TUW. 
14 Walter to William Ware Sept. 29, 1874, TUW, Letterbook. In 1875, Walter accepted a position on the AIA 
Committee for Education, a committee which Walter said that “the Bill to Establish an Architectural Bureau was 
referred;” Walter to A. J. Bloor, Dec. 4, 1875. 
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practitioners certainly had differences on the content of architectural design, they shared a 

common conception of the architect as both a businessman and aesthete. In the confrontation 

between these two schools over the design of the 1893 Columbian Exposition in Chicago, the 

figure of the architect provided a shared common ground. This shared conception of the 

architect, in particular their formation through a fixed education system, was further reinforced 

by the founding of the Association of Collegiate Schools of Architecture in 1912 and the creation 

of a standard minima for curricula in 1916. In a 1913 comparison of curricula, compiled by the 

ACSA, the standardization of the architect’s education was already clearly apparent. While 

schools emphasized different aspects of the architect’s knowledge, the basic structure, as the 

creation of the standard minima would show three years later, was consistent. 
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Figure 60. Comparison of curricula at university-based architecture schools 
across the United States and Canada compiled by Clarence A Martin for the 
Association of Collegiate Schools of Architecture, 1913. Architecture Subject 
File 12.2.1, Box 2, Folder ACSA 1912-1919, University of Illinois Archives. 

By the time the United States entered World War II, the American architecture school 

was a well-organized institution. The curriculum and intellectual foundation of the architecture 

school that boomed in enrollment after World War II was deeply rooted in what had developed 

in the long nineteenth century. The architect was a transcendentally constituted figure, one with a 

set of properly-developed faculties. They were, at their most certain, the faithful, the ones who 

believed that architecture’s history exhibited the practices ability to shape environments and 

produce progress. 
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Figure 61. Enrollment numbers in architecture schools from 1898 to 1953, from 
Turpin C. Bannister and Francis Rufus Bellamy, The Architect at Mid-Century, 
1954, p. 294. 

2. Faith of the Faithless 

Architectural historians in the first half of the twentieth century provided a sympathetic 

voice for the faithful architect. While the explicit Protestant concepts of Walter and Tuthill had 

faded from most American architectural history after the Civil War, the theological framework 

remained inscribed in much of the work on twentieth-century architectural history. Bannister 
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Fletcher’s History of Architecture, one of the most used histories in architecture schools in the 

early twentieth-century, was indeed colonizing, but it was also essentially religious.15 

 

Figure 62. “The Tree of Architecture,” Frontispiece from Bannister Fletcher, 
History of Architecture, 5th Edition, 1905. 

The history that replaced Fletcher’s as a de facto standard at mid-century was the 

historian Sigfried Giedion’s Space, Time, and Architecture, a text first developed from his 1938-

1939 Norton lectures at Harvard. Although his opinion of nineteenth-century progressivism 

would be radically different in his later Mechanization Takes Command, In Space, Time, and 

Architecture, Giedion was as much a prophet of progress as any nineteenth-century American 

                                                
15 See Baydar Nalbantoglu, “Toward Postcolonial Openings.” 
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protestant preacher, and of architecture as cultural self-reflective expression as an Early 

Republican architect. In the Introduction he wrote that “We are looking for the reflection in 

architecture of the progress our own period has made towards consciousness of itself.”16 The 

narrative he told of architecture from the fifteenth-century forward was one of advancement, 

even if that involved various recoveries from temporary backtracking. While the line that 

initially influenced Giedion ran more through the Hegelian and Neokantian tendencies of 

German art history, the formation of the American architectural profession and its educational 

system based on theological-historical grounds certainly enabled a receptivity to this mode of 

architectural theory and historicization.  

The American architectural historians at work in the first university-based professional 

schools inherited the legacy of a Protestant image of history and prepared the ground for the 

acceptance of Fletcher and Giedion. To illustrate, let us take a brief look at the work of Alfred 

Dwight Foster Hamlin, who taught at Columbia beginning in 1882 and published his Textbook 

of the History of Architecture in 1896, the same year as Fletcher’s History. While the explicit 

theology of Walter and Tuthill was absent from Hamlin’s Textbook, the structure of his narrative 

into divisions of racial and nationalistic identities closely mirrored theirs: primitive/prehistoric 

origins; Egyptian; Chaldean and Assyrian; Persian, Lycian, and Jewish; Greek; Roman; Early 

Christian; Byzantine; Sassanian and Mohammedan; Romanesque and Gothic; Renaissance; 

Classical Revival; and recent architecture in Europe and the United States (Like Fletcher, but 

unlike Walter and Tuthill, he tacked on a short final chapter on “Oriental Architecture” at the 

end). Hamlin, like his predecessors, understood these ethno-nationalistic identities to manifest 

                                                
16 Giedion, Space, Time, and Architecture: The Growth of a New Tradition, 19; Giedion, Mechanization Takes 
Command: A Contribution to Anonymous History, 715–17. 
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themselves in the development of particular architectural styles. He wrote, “everyone at some 

point comes in contact with the work of the architect, and from this universal contact derives its 

significance as an index of the civilization of an age, a race, or a people.”17 Styles, for Hamlin, 

was not a set of free floating signifiers but rather “character expressive of definite 

conceptions.”18 They did not come about arbitrarily or accidentally but were deeply rooted in the 

“intellectual, moral, social, religious, and even political conditions” of the civilizations and 

people from which they emerged. 

According to Hamlin, the present creation of a people’s architectural style was the work 

of the architect, but it was the historian that showed this effort to be worthwhile: “it is the 

function of the historian of architecture to trace the origin, growth and decline of the architectural 

styles which have prevailed in different lands and ages, and to show how they have reflected the 

great movements of civilization.”19 The historian, through their analysis of the past, grounded the 

architect’s faith in their current activity.  

For Hamlin, architecture’s appearance was not permanent. Stylistic declines came about 

after a style was perfected (or “exhausted”) and resulted from either a shift in a civilization’s 

form of expression or in civilizations themselves.20 This was the result of a dualistic theory, like 

                                                
17 Alfred Dwight Foster Hamlin, A Text-Book of the History of Architecture (Longmans, Green, and Company, 
1896), xxi. See also Richard Plunz, “Reflections on Ware, Hamlin, McKim, and the Politics of History on the Cusp 
of Historicism,” in The History of History in American Schools of Architecture, 1865-1975, ed. Gwendolyn Wright 
and Janet Parks (New York: Princeton Architectural Press, 1990), 57. 
18 Hamlin, A Text-Book of the History of Architecture, xxii. 
19 Hamlin, xxii. 
20 Hamlin, xxii. Likewise he wrote that “The history of ornament is, then, the record of the origin, growth, decay, 
succession and inter-relation of the various styles of decorative design,” and “Each historic style is seen to have 
passed through the successive stages of infancy and early growth, maturity and decline, after which it disappears, 
usually giving place to a new style, either derived from some other civilization, or growing up out of the declining 
style by the introduction of some new germinant principle of design,” Alfred Dwight Foster Hamlin, A History of 
Ornament: Ancient and Medieval, vol. 1 (New York: Century Company, 1916), 10. Or “A history of Renaissance 
and modern ornament is a record of the origin, development, culmination, decline, and succession of the styles and 
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that of Early Republican theorists, that saw architecture as necessity elevated by expression. 

Following the familiar dualistic theory of architecture, Hamlin began his Textbook by saying 

that: 

A history of architecture is a record of man’s efforts to build beautifully. The 
erection of structures devoid of beauty is mere building, a trade and not an art. 
Edifices in which strength and stability alone are sought, and in designing which 
only utilitarian considerations have been followed, are properly works of 
engineering. Only when the idea of beauty is added to that of use does a structure 
take its place among works of architecture. We may, then, define architecture as 
the art which seeks to harmonize in a building the requirements of utility and 
beauty. It is the most useful of the fine arts and the noblest of the useful arts.21 

In the process of defining the profession of architecture, Hamlin distinguished it from its once 

common bedfellow engineering. The professional domain of architecture was juxtaposed not to 

master craftsmen but to an alternate form of knowledge that focused on only one half of 

architecture’s dualism (a particularly important point for university-based architecture schools 

trying to move out from under the engineering departments in which so many were founded).22 

While Hamlin characterized the cyclical nature of historical development in biological 

terms, he nonetheless, in the persistent Baconian language of nineteenth-century Americans, said 

that “the history of architecture appears as a connected chain of causes and effects succeeding 

each other without break, each style growing out of that which preceded it, or springing out of 

the fecundating contact of a higher with a lower civilization.”23 Removing the breaks from 

architectural history was in a way of de-theologizing it. The ruptures in Tuthill’s and Walter’s 

histories—the flood, the covenant of grace, the coming millennium were moment of particularly 

                                                                                                                                                       
movements which have dominated decorative design since the close of the Middle Ages,” Alfred Dwight Foster 
Hamlin, A History of Ornament: Renaissance and Modern, vol. 2 (New York: Century Company, 1923), 3. 
21 Hamlin, A Text-Book of the History of Architecture, xxi. 
22 See Saint, Architect and Engineer: A Study in Sibling Rivalry. 
23 Hamlin, A Text-Book of the History of Architecture, xxii. See also Plunz, “Reflections on Ware, Hamlin, McKim, 
and the Politics of History on the Cusp of Historicism,” 56–58. 
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divine action. By removing historical breaks, progress and regress could be thought as 

fundamentally an issue of world, rather than unworldly, history.  

But the origin itself was also a rupture, and this introduced a problem. An architectural 

style, on Hamlin’s account, emerged from connection with a previous style or springs from 

“some fundamental principle springing from its surrounding civilization.”24 While specific 

contingencies could be established, this did not yet give an account of the reason for the 

existence of the continuous chain of stylistic causes and effects. And Hamlin began his history 

by admitting as much: 

So far as the monuments testify, no savage people ever raised itself to civilization, 
and no primitive method of building was ever developed into genuine 
architecture, except by contact with some existing civilization of which it 
appropriated the spirit, the processes, and the forms. How the earliest architecture 
came into existence is as yet an unsolved problem.25 

Walter and Tuthill did not have this problem because they explicitly posited an uncaused cause 

as the origin of the ornamental side of architecture’s dualism, and, because of the function of the 

rupture of the global flood, they posited but then denied historical evidence for architectural 

primitives. Architectural ornament was always an effect, and therefore needed a prior cause. As 

cosmological and teleological argument for the existence of God go: if every effect has cause, 

and nothing can be the cause of itself nor can there be an infinite regress of causes, then there 

must be an uncaused cause.26  

                                                
24 Hamlin, A Text-Book of the History of Architecture, xxii. xxii 
25 Hamlin, 1. 
26 Emerging in particular in Aquinas’s Summa Theologica (but also present in Aristotle’s Metaphysics), this sort of 
argument was articulated by eighteenth-century British philosophers like Samuel Clarke in his A Discourse on 
Natural Religion (1705) as the impossibility of their only being contingency or dependent beings. As Clarke wrote:  
“An infinite succession therefore of merely dependent being, without any original independent cause; is a series of 
beings, that has neither necessity nor cause, nor any reason at all of its existence, neither within itself nor from 
without: that is, ‘tis an express contradiction and impossibility; ‘tis a supposing something to be caused . . . . and yet 
that in the whole it is caused absolutely by nothing: Which every man knows is a contradiction.”  
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The bind of a causal explanation of the history of architecture without a first cause was 

precisely the result of de-theologizing the concepts of architectural history while maintaining the 

progressive narrative.27 Walter’s and Tuthill’s divine absolute organized the proximate narrative 

of casual history around two distant vanishing points, one prior to the historian in the world’s 

beginning and the other beyond them in its millennial future. This model was secured by 

backwards-looking faith and forward-looking hope. While many twentieth-century architectural 

histories jettisoned the explicit theology of these vanishing points, the narrative remained close 

to this theism, the Garden and the Millennial Kingdom replaced by forms of idealized primitivity 

and utopia. Just as the religious moralizing language of preachers like Francis Wayland was 

converted into the secularized language of progressivism in the Victorian age, the divinely 

organized narratival structure of Protestant architectural history was converted into the secular 

language of the discourse of the university-based architecture school. 

Hamlin’s solution to the problem of the origin in de-theologized progress in his Textbook 

was to set its investigation in fields outside his own (it was properly in the field of archaeology 

and ethnology). In his later History of Ornament (1916, 1923) Hamlin shifted to a biological 

model of change as a type of historiographical alibi.28 Rather than an ontogenetic birth, 

flowering, and decay, his model became the phylogenetic “genesis, evolution and succession of 

the various styles that have prevailed.”29 He described ornament in terms of gradualist 

evolutionary change: 

Of the great variety of ornament-forms produced in any one period, a few find 
favor and are constantly repeated, while the others disappear. A tendency thus 
asserts itself in a given direction, and by countless infinitesimal changes of these 

                                                
27 See Hamlin, A Text-Book of the History of Architecture, 2–5, 162–63, 340, 370. 
28 Hamlin, 5. 
29 Hamlin, A History of Ornament: Renaissance and Modern, 2:viii. 



386 

familiar forms along the line of this tendency the style is developed and then 
gradually transformed. The historic styles are phenomena of growth, of racial and 
epochal environments, not suddenly occurring phases due to chance. No man and 
no coterie of men can create a real and living style; for style depends not alone 
upon the designer, but also on his inheritance and environment.30 

With tinges of Darwinian inheritance and Lamarckian environmentalism, Hamlin suggested that 

inheritance, persistence, reversion, progression, convergence were all descriptors of the evolution 

of ornament as they are of life.31 Style literally became a parallel to racialization, architecture the 

result of life. Perhaps divinely faithless, this is still a historiography characterized by the 

vicissitudes of professional faith. 

3. Hope of the Hopeless, Immanent Professionals Yet to Come 

In the final chapter of Playing in the Dark, Toni Morrison writes that today, race “has 

assumed a metaphorical life so completely embedded in daily discourse that it is perhaps more 

necessary and more on display than ever before.”32 While the explicit white supremacy of 

nineteenth-century nationalistic Protestant narratives has been abandoned, we must ask ourselves 

how the structures of these past attitudes remain embedded in our present institutions and 

practices. Challenging architecture’s role in racism through what projects professional practices 

will not engage—border walls, migrant concentration camps, for-profit prisons—is vitally 

important. But what I’ve tried to suggest in this dissertation is that racism is deeply rooted in the 

structure of the profession itself, in the assumptions about what the professions expertise and 

purposes are and what its practitioners look like. According to a 2015 AIA report, 2% of licensed 

                                                
30 Hamlin, A History of Ornament: Ancient and Medieval, 1:10–11. 
31 This shift, it should be noted, is what occurred in the differentiation of the individual and nation in terms ontogeny 
and phylogeny in Whiggish American thought. Also, this treatment of architecture in terms of biological evolution 
characterizes Giedion’s Space, Time, and Architecture and, in a different way, his later rejection of historical 
progressivism in favor of balance in Mechanization Takes Command. 
32 Toni Morrison, Playing in the Dark: Whiteness and the Literary Imagination (Harvard University Press, 1992), 
63. 
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architects are African American, and less than .3% are black women (the overall percentage of 

licensed architects that are women is 18%).33 These statistics speak to a profession that, even 

among the other professions, is particularly regressive in its imbalance and stagnation. As the 

AIA report suggests, the disparity between black and white architects is not simply a result of the 

path to licensure that begins after school, it is in fact rooted in the architecture school itself. The 

largest gap is enrollment. The institutional racism and sexism of architecture is a result, at least 

in part, of the history of the intellectual grounds of the practice itself, and these grounds express 

themselves in the school as much as, or perhaps even more than, the professional body. 

Architecture’s intellectual and institutional foundations are racist in at least a double 

sense. First, our image of professional exclusivity is based in the figure of the white, male 

gentleman. This conceptual persona has implicitly defined the extents to which particular 

engagements with the archi-technê of design are considered architectural work. It is this model 

that Melvin Mitchell challenges in The Crisis of the African American Architect (2003), 

particularly through the alternate conceptions of architectural education and practice that the 

Tuskegee Institute developed at the same time white architecture schools were forming.34 But 

secondly, even more fundamentally problematic, is the historical model used to ground the 

profession. The profession, at its origin, was predicated on a racist history that saw whiteness as 

the pinnacle of architecture that enabled a conception of the profession in the United States. If 

one wanted to deconstruct the colonizing, western white male hegemony of the architectural 

                                                
33 Additionally, 3% of licensed architects are Latinx. See The American Institute of Architects, “Diversity in the 
Profession of Architecture: Key Findings 2015” (The American Institute of Architects, 2015), 
https://www.architecturalrecord.com/ext/resources/news/2016/03-Mar/AIA-Diversity-Survey/AIA-Diversity-
Architecture-Survey-02.pdf; Curbed, “On Race & Architecture,” Curbed, February 22, 2017, 
https://www.curbed.com/2017/2/22/14677844/architecture-diversity-inclusion-race.  
34 Melvin L. Mitchell, The Crisis of the African American Architect: Conflicting Cultures of Architecture and 
(Black) Power, 2nd ed. (New York: Writers Advantage, 2003). 
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profession, the task then is to confront the intellectual roots—religious and political—that have 

structured professionalism itself. The challenge is not simply to try to bring more ‘others’ into 

the existing structure, but to understand how the structure itself is exclusionary. The challenge is 

to uncover architecture’s images of itself, its implicit assumptions about who the architect is and 

what it means to think architecturally. 

   

Figure 63. Drafting class and campus construction at the Tuskegee Institute, 
Tuskegee, AL, 1902. Francis Benjamin Johnston Collection, Library of 
Congress Prints and Photographs Division Washington, D.C. LC-DIG-ds-05694 
and LC-DIG-ds-05693. 

The history the architectural profession tells of itself to itself—its image of history—

shapes the character of practice and the limits of how one can practice. Deleuze says that the 

image of thought rests on the “supposition that thought is the natural exercise of a faculty, of the 

presupposition that there is a natural capacity for thought endowed with a talent for truth or an 

affinity with the true, under the double aspect of a good will on the part of the thinker and an 

upright nature on the part of thought.”35 For professional architecture, defining what it means to 

think like an architect, what it means to design, is an exercise in which history is particularly 

                                                
35 Deleuze, Difference and Repetition, 131. 
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attendant. The architect, like everything, has a history, but the extent to which the architect 

listens to the call of this history in defining their practice is constitutive of its image. 

The historian is an apostle—whether faithful or doubting—for a professional body. The 

theological model is constructed by a faithful apostle, one with architectural hope. Kierkegaard’s 

challenge about the purpose of remembering a past comes within an extended discussion of the 

challenges presented to faith by the horror of Abraham’s intent to murder (or sacrifice) his son 

Isaac following divine command. A confrontation with the fragility of one’s faith in the past, 

with the undermining of a naturalized past order, can destabilize. The question is, how do we 

confront instability in our faith? What does it do to hope in the future? Hope, unsurprisingly, 

turns to hopelessness—to nihilism—if one expects the past to arrive in the present in a 

theological manner without a belief in God. If one hopes in the divine while also preaching his 

absence, then a sort of hopelessness is bound to result. If hope is defined as salvation, but its 

mode of arrival is denied, then disappointment inevitably results. Rather than rejecting this 

disappointment, we might ask how we make of it an ethics. How do we create hope in the midst 

of this hopelessness? 

In historical work, we must pay particular attention to the relations of profession and 

discipline. I’ve attempted to suggest that discipline discourse is rooted in professional pursuits, 

rather than the profession in the disciplinary. This, in part, is a way of resisting the grand 

theological (and particularly Hegelian) narratives that have dominated the attempts to give 

discursive/disciplinary ground to the practice. It is a way of de-essentializing the discourse, for 

preventing the historian or theorist from declaring the authoritative contents of faith. The 

discipline is, in fact, contingent on the profession, which in turn is itself contingent on a 
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multitude of factors, including, recursively, the educational system’s articulation of the discipline 

as proleptically preceding the profession. 

Deleuze’s advice to the philosopher is to reject the attempt to come to some consensus on 

a pre-philosophical image of thought that could be accepted by all but rather to rigorously and 

radically critique the image as non-philosophical.36 The activity of philosophizing begins from 

differentiation and destruction of the image and its common and good sense. In sense, what I’m 

suggesting for architectural thought is that we must be very specific about which institutional 

positions launch the disciplinary project of architectural history. Architectural history functions 

as a tool for constituting a body rather than discovering it. Architectural history often acts as a 

way of naturalizing architecture’s artificiality—of making something contingent appear as if it 

were necessary, as if it had some Real, metaphysical core. We should instead de-struct the 

history of architecture as a history of metaphysics, we must think architecture without absolutes. 

Rather than understanding the project of history to be to make the past present, the historian 

should make the present pass—render our contemporary condition as historical and contingent, 

and thus capable of being otherwise at any moment. 

                                                
36 Deleuze, 132. 
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