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Dedicatory Preface

Fifty years ago, Henry Armand Millon first served as an Instructor in the Department of Architecture at MIT. ln
1960, he became an Assistant Professor, and in 1964 jumped two ranks to Associate Professor with tenure. I re-

call this last step, for I hadjustjoined Hank as the department's "other architectural historian" in 1963.

When I joined the MIT faculty, it was immediately clear that the young and still relatively new Professor Millon
held the profound trust and admiration of his colleagues-architects, artists, technologists, and humanists.

Notable among them was Lawrence B. Anderson, Head of the Department. ln 1964, in a period of increased at-

tention to the humanities, MIT responded to the advocacy of Anderson and Millon in appointing MIT's first art

historian, Wayne V. Andersen. Three years later the art historian Rosalind Krauss joined the group.

Hank became a full professor in 1970. In December 1972,he took the lead, along with Andersen, Krauss, and

myself, in submitting a proposal for the first departmental Ph.D. program, titled History. Theory and Criticism

of Art, Architecture and Urban Form. By the time the final proposal was accepted in 1974, Krauss had departed

for Princeton and Hank was serving as the Director of the American Academy in Rome. ln 1977, Hank returned
to MIT until 1980, when he became the first Dean of the Center for Advanced Study in the Visual Arts at the

National Galtery in Washington. While Hank brought his Center to international prominence, he remained com-

mitted to MIT. Almost without a break, Hank taught one HTC seminar each year, down to the present, leaving an

indelible mark on generations of students and a long series of faculty colleagues. Over the years, HTC proved to

be a leading doctoral program in architectural history-one that was internal to a department of architecture, and

that, uniquely, incorporated art history.

These recitations neglect two of the most important facets of Hank's intellectual genius. His commitments are

expansive. He was not only broadly admired within a greatly diverse MIT department, but he also brilliantly ex-

panded that diversity. At the beginning ofthe 1970s, Hank's advocacy was central to the initiation ofnew flelds,
with the appointment of outstanding artists in photography and fllm: Minor White and Ricky Leacock.

Hank is a profound scholar. Viewed from our internal perspective, we have enjoyed flfty years in which Hank
provided a model for the highest levels of academic performance, in research and teaching, while also being

a congenial and supportive colleague ofthe greatest generosity. I can personally attest to the abiding support
provided by Hank as mentor, colleague, and friend. His colleagues, both near and far, join in recognizing and

honoring his many qualities through this special issue of the Department's j ownal Thresholds devoted to the

Baroque an issue to which the graduate students have contributed as a way to attest to Hank's continuing im-
pact on their intellectual lives.

I close by expressing deep appreciation to Professors Erika Naginski and Mark Jarzombek who took the lead in
honoring Hank through this project.

Stanford Anderson

Professor of History and Architecture
MIT
l8 January 2005
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Editorial Forward:
The Necessity to Embrace

Enrrn NeclNsrr

Descriptions ofBaroque art and architecture often cannot help but fall back on a triumphalist vocabulary, and

this is because superlatives and a language ofthe marvelous are no doubt necessary to describe the visual effects

of, say, the vaults of the main hall of Filippo Juvarra's Royal Hunting Lodge at Stupinigi. That unrelenting bom-

bast might inspire not only awe but also confusion is revealed by Alois Riegl, who, as Werner Oechslin reminds

us in the essay he contributed to this volume, found the Baroque to be quite literally incomprehensible: "We do

not understand," Riegl confesses in his Die Entstehung der Barockkunst in Rom, "the extraordinary quality that

defines the Baroque, it is not convincing. it contains a contradiction, seems untrue; we therefore perceive it as

miraculous."r A calmer, more even-handed approach sets the tone for the introductory pages written by Henry

A. Millon for the catalogue of the recent blockbuster exhibition , The Triumph of the Baroque. Setting out to ac-

count for, on the one hand, the integration ofall artistic media (painting, sculpture, ornament, and architecture),

and, on the other, the sheer magnificence ofthe palaces, churches, and chapels created by that integration, Millon
writes ofthe "necessity to embrace." The phrase is as succinct as it is suggestive. It describes the new urbanistic

consciousness of architects who, as Millon explains, "envisioned buildings that were expansive and inclusive."l

It also points to what might be understood as a contradiction in terms-the desire simultaneously to include and
possess, to expand and conlract. to incorporate arddominate.

The contradiction, which evokes artistic form as well as politicat power, surely lies at the heart ofopinions on

Baroque art and architecture-from the depravity reprimanded by Johann Joachim Winckelmann to the wildness
detected by Jacob Burckhardt. Indeed, the urge to temper things architectural is already very much part ofthe
debate, for example, when Nicolas Poussin explained in a letter to Paul Fr6art de Chantelou, dated 2l September

1642,that one needed to refrain from "the confusion ofornaments . . . [which] were invented only to soften the

severity of simple architecture."3 But if I land on Millon's phrase concerning the "necessity to embrace," it is not

only to emphasize how well it serves as a description of Baroque culture more generally. It also addresses quite

eloquently the reason for which these essays were gathered together to pay homage to his work as an historian of
architecture. We have tried here to represent a diverse set of authors-from students to teachers, architects to
scholars-just as we have tried to focus on the Baroque with essays on its beginnings and ends, its manifestation
as theory and object, and its life as concept and work of art. In so doing, we hope to give Henry A. Millon some

sense ofour gratitude for his generosity and originality as teacher and interpreter ofculture.

7

l. Alois Riegl, Die Entstehung der Barockkunsl in Rom (Yienna,1908), 3.

2.HenryA.Millon,ed.,TheTriumphoftheBaroque. ArchitectureonEuropel600-1750(NewYork:Rizzoli, l999), 19.

3. Pierre de Colombier, ed., Leltres de Poussin (Paris: A la citd du livre, 1929),98.
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Leonardo Bufalini's Orthogonal Roma (1551)

Devro FRtEorvreN wrrn Paur- ScHLaposlRsry

City plans based on the principles ofgeometric survey are an invention ofthe Renaissance.' Their first use was

military and what they record is the defensive perimeters of sites. These were secret documents, closely held in
the war offices ofthe state, and the audience that had access to them had skills not found in the general public.
Foremost among these was the ability to read the specialized language oforthogonal plans.

Printed images ofcities, by contrast, were calculated for wider circulation and from the early fifteenth century
were largely pictorial. The most popular format was constructed from a vantage high above the city. Aside from
the novelty of this imagined point of view, the visual language of the "bird's eye" view, as it would later be called,

was very familiar. The representation of three-dimensional objects in space whether people or buildings-had
been the foundation of Italian painting since the early fourteenth century. Pictorial images also had the advan-

tage of flexibility. Because the bird's eye perspective was not based on measurement, view makers could move

landmarks and modify scale to compose images whose principal ambition was the expression of character. In so

doing, they continued a tradition in the representation ofcities that reaches back to Antiquity.

In this context, the appearance in print ofthe first orthogonal city plan, Leonardo Bufalini's Roma of 1551, poses

the difficult question of its purpose (Fig. I, Pl. 3).'] The plan is large-it measures approximately one and half by

two meters-and is made of twelve woodblock sheets. Like the manuscript plans intended for office use by spe-

cialists, Bufalini's Roma appears to support several practical applications. The first is military. Bufatini was one

ofthe participants in the conference called by Paul III in 1534 to consider the refortification ofRome, and his map

reflects this background in its careful representation ofthe city's wall. The second is archaeological. The plan

pays special attention to the ruins that were the city's most distinctive attribute, and thus it is the first graphic im-
age that attempted to coordinate information about the ancient monuments across the whole space of the modern

city. The third is administrative. Because the plan registered the streets and blocks ofthe city's physical fabric,
it offered the possibility of cataloguing the ownership of property and coordinating the planning of new streets

and squares. Perhaps it was Bufalini's purpose in printing his plan to make the new tool available for all ofthese
potential uses.

If so, he seems to have miscalculated. With the exception of military architects, contemporaries were not pre-

pared to use images to rationalize knowledge of the city. Topographic information continued to be transmitted
verbally and urban design was done on the site. Projects originating at the most sophisticated institutional and

professional levels-the site drawings from the workshop of the papal architect Antonio da Sangallo and the pic-
ture books that catalogue the property ofwealthy urban religious institutions (Libri di Case) produced a few

magnificent exceptions. But the daily record-as preserved in notarial books and the archives of government

agencies-remained doggedly verbal throughout the century. The cadastral mapping of property is a phenom-

enon ofthe eighteenth century and the visual documentation of urban planning projects is a working method we

l0


