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C a n d a c e  I r o n

H e n r y  L a n g l e y  a n d  t h e 
c r e a t i o n  o f  a  C a t h o l i c 
G o t h i c  R e v i v a l  i d e n t i t y 
i n  O n t a r i o

I have had the pleasure of knowing Malcolm Thurlby in many respects—as a 
professor, a supervisor, and now as a colleague and friend. It was Malcolm who 
first introduced me to the work of Henry Langley in a graduate course on Canadian 

architecture when he led a class walking tour of Toronto church architecture in 2003. 
When I undertook my doctoral studies at York, Malcolm became my primary supervisor, 
supporting my research on Henry Langley, helping me to photograph and document all of 
the existing Langley drawings, acting as a sounding board for my ideas, frustrations, and 
breakthroughs, supervising the writing of my dissertation, leading my defence committee, 
and finally seeing me cross the York University stage to receive my Ph.D. This essay is 
adapted from my Ph.D. dissertation, which catalogued and analyzed Henry Langley’s 
church buildings, looking at their social and historical context, their architectural 
influences, and their place in Canada as historical and cultural monuments that speak to 
the religious and cultural environment that existed in nineteenth-century Ontario. This 
essay was made possible largely due to the support Malcolm has shown me while acting 
as my graduate supervisor and mentor.
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In his obituary, published in the Canadian 
Architect and Builder in 1907, Toronto archi-
tect Henry Langley was described as, “a man 

of great kindness of heart, upright in all his deal-
ings with his fellow men, and one who from first 
to last upheld and practiced honorably his chosen 
profession.”1 While this is one of the rare occa-
sions where Langley’s personal and professional 
demeanor is described in print, perhaps the most 
important, albeit often overlooked line in the 
obituary, is that which indicates that he was, “the 
leading church architect of his day.”2 Certainly, 
nothing can be truer than this, for Langley’s 
career as an architect, which began after the 
departure from Toronto of his mentor William 
Hay in 1862, spanned approximately forty years 
and included more than one hundred church 
commissions. Henry Langley, however, was pri-
marily a Gothic Revival architect and was, there-
fore, charged with the task of designing churches 
that were both Gothic in style and denomination-
ally appropriate at a time when 92% of Ontario’s 
population was Christian in adherence.3 Each of 
Langley’s churches represents an accumulation of 
responses to local economic growth and change, 
to national and international architectural trends, 
and to the development of the liturgics that each 
church was intended to facilitate. Henry Langley’s 
career bridged the pre- and post-Confederation 
periods and he was one of the few architects born 
and trained in Canada to design domestic, com-
mercial, government, and ecclesiastical buildings; 
however, his churches are particularly important 

1 . 1907, “The late Mr. Henry Langley,” The Canadian Architect and Builder, vol. 20, no. 1, p. 14.
2 . Ibid.
3 . Grant, John Webster, 1988, A profusion of spires: Religion in nineteenth-century Ontario, Toronto, University of Toronto Press, p. 224.
4 . 1861, Census returns, Library and Archives Canada; Richardson, Douglas and Angela K. Carr, 1994, “Langley, Henry,” Dictionary of Canadian 
Biography, vol. 13., University of Toronto/Université Laval, <http://www.biographi.ca/en/bio/langley_henry_13E.html>, consulted April 13, 2020.
5 . Beszeditz, Stephen, 1983, Eminent Toronto architects of the past; their lives and works, Toronto, B & L Information Services; Richardson and Carr, 
“Langley, Henry.” 

for the history of Ontario, as he designed them for 
every major religious denomination that existed 
in the province at that time. This essay, however, 
will focus on Langley’s Catholic church designs, 
the theories that informed them, and their ability 
to establish a specifically Catholic Gothic Revival 
church type in Ontario.

Henry Langley (1836-1907)

Henry Langley (fig. 1) was born November 26, 1836, 
in Toronto to William Langley, a shoemaker, and 
Esther Anderson, who together had immigrated 
to Canada from Ireland in 1832.4 Henry was the 
youngest of four children who would all be influen-
tial in the architectural profession in Canada. His 
eldest brother, Edward Langley, born in 1832 in 
Ireland, was also an architect; his other brother, 
Benjamin Langley, born in Toronto in 1835, was a 
carpenter and clerk; while Langley’s sister, Sarah, 
born in 1826, would be the mother of Edmund 
Burke, Henry Langley’s future pupil and architec-
tural partner. 

Henry Langley’s training as an architect 
began at the Toronto Academy, a private school 
that was established by the Presbyterian Church of 
Canada in 1846 as a subsidiary of Knox College.5 
While biblical studies and the establishment of a 
seminary were central to the educational program 
at the school, the intention from its inception had 
been to obtain the co-operation of other Christian 
denominations; therefore in 1849, the Toronto 
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Academy became a non-denominational insti-
tution.6  While at the Toronto Academy, Langley 
likely would have been exposed to the school’s 
regular program of study, which included: math-
ematics, English, French, the classics, commercial 
subjects, and, most importantly for his future 
career, the principles of linear drawing, which was 
directed by the Toronto Academy Drawing Master, 
Edward Claxton Bull, an artist and designer.7

Around the age of eighteen, Langley became 
an apprentice to the Scottish-born architect, 
William Hay (1818-1888) at his Toronto office. 

6 . Spruell, S, 1847, Toronto Academy, Toronto, The Toronto Academy; 1850, (republished in 1982 on microfiche, Canadian Institute for Historical repro-
ductions, CIHM no. 38075.)
7 . Richardson and Carr, “Langley, Henry.”
8 . Hay was initially sent to Canada in 1846-1847 to oversee the building of George Gilbert Scott’s St John’s Anglican Cathedral, Newfoundland. Hay’s 
association with George Gilbert Scott (1811-1878), seems to have had a profound impact on Henry Langley’s Anglican work throughout the 1860s 
and 1870s. Moreover, it is likely through Hay’s association with Scott that one of Langley’s apprentices, Frank Darling (1850-1923), was afforded the 
opportunity to work with George Edmund Street (1824-1881), who had worked in Scott’s office at the same time as William Hay.
9 . Simmins, Geoffrey, 1992, Documents in Canadian architecture, Peterborough, Broadview Press, p. 43.
10 . Hay, William, 1853, “The late Mr. Pugin and the revival of Christian architecture,” Anglo-American Magazine, vol. 2, p. 70-73.

From Hay, Langley garnered an extensive know-
ledge of medieval and Gothic Revival architecture, 
developed a draughting style, and became part 
of a network of prominent architects in Canada 
and abroad.8 Though Hay designed buildings of 
all sorts, he is primarily remembered as a church 
architect, who, under the inf luence of a strict 
Episcopalian upbringing, principally designed for 
the Anglican Church. Hay, whose many churches 
in Scotland and Canada were all Gothic Revival in 
style, published an article in the Anglo-American 
Magazine in 1853, describing his architectural 
philosophy, his admiration for Augustus Welby 
Northmore Pugin (1812-1852), and his general 
preference for the Gothic style. While the article, 
which has been likened to an obituary for Pugin, 9 
summarizes many of the ideas that Pugin had 
put forth earlier in the nineteenth century, in the 
article Hay describes the Gothic Revival style, 
suggesting that,

Christian Architecture is the name given to 
that peculiar style of building, commonly 
called Gothic… It derived its origin from the 
efforts of Christians of preceding ages to 
embody the principles and characteristics of 
their faith in the structures which they reared 
for the services of their religion.10 

Hay himself was a Gothic-Revival scholar 
and so it is no surprise that his young pupil, 
Langley, would become one as well. In fact, the 
system of architectural apprenticeship that existed 
in Ontario at the time would all but guarantee it.

~ �Fig. 1. Henry Langley (1836-1907). THE CANADIAN ARCHITECT 

AND BUILDER, 1907
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Architectural apprenticeships 
in nineteenth-century Ontario

There is very little documentation regarding the 
nature of nineteenth-century architectural educa-
tion in Canada; however, the University of Toronto 
offered courses in civil engineering as early as 
1853, and beginning in 1889, the first architectural 
lectur er was appointed at the School of Practical 
Science at the University of Toronto. Additionally, 
in 1890, the university established the Department 
of Architecture. Until that time, however, most 
scholars agree that the only way to obtain an archi-
tect’s education in Ontario was through appren-
ticeship to a successful practitioner. As a result, 
prior to the last quarter of the nineteenth century, 
architectural ideas, styles, and types became estab-
lished in Canada as a result of the apprenticeship 
system, which saw immigrating British architects 
establish Canadian practices and then take on 
Canadian students, training them in the manners 
they were accustomed to and the styles of their 
expertise.

In 1874, English architect and author 
R.  Phene Spiers indicated that a student was 
expected, almost as soon as he entered an office, to 
assist in the making of working drawings. Further, 
the elements of design and the development of 
a student’s drawing style were invariably to be 
undertaken by the student in his leisure time.11 In 
the apprenticeship system, a student was to execute 
and, in many cases, copy the work of the principal 
designer until his articles were terminated or until 
he was an advanced pupil, at which time he could 
be given some opportunity to test his knowledge 
of simple design.12 As such, through Hay, Langley 

11 . Spiers, R. Phene, 1888, Architectural drawing, New York, Cassell & Company, Limited, p. 11-40.
12 .  Ibid.
13 . “The late Mr. Henry Langley,” p. 14.
14 . Gowans, Alan, 1966, Building Canada: An architectural history of Canadian life, Toronto, Oxford University Press, p. 89.
15 . Fay, Terence J., 2012, “Catholic Christians,” in Jamie S. Scott (ed.), The religions of Canadians, Toronto, University of Toronto Press, p. 50.

acquired an appreciation for, and became an expert 
in Gothic Revival architecture. 

Upon his departure from Toronto in 1862, 
Hay left his practice to Thomas Gundry (1830-
1869), a British-trained architect and civil engi-
neer with whom Hay had worked for less than one 
year. Gundry immediately took Langley into part-
nership forming the firm of Gundry and Langley. 
According to Langley’s obituary, he became 
responsible for the designing duties, while Gundry 
was left to handle the business side of the prac-
tice.13 This partnership would mark the beginning 
of Langley’s long church-designing career, which 
would include ten commissions from the Catholic 
Church. 

A Catholic community in Ontario

In his social history of the Gothic Revival style 
in Building Canada: An architectural history of 
Canadian life, art historian Alan Gowans indi-
cates that there was a Roman Catholic version of 
the style in Quebec and Anglican and Protestant 
versions in English Canada.14 Gowans’ analysis 
underscores the traditional discourses regarding 
the Catholic Church in Canada, which have prima-
rily focused on French Catholics; however, as reli-
gious historian, Terence Fay contends, the French 
were only the beginning of an influx of Catholic 
migrants to Canada, and, in the nineteenth cen-
tury in the area that would become Ontario, the 
Catholic community was dominated by groups 
from Ireland, Scotland, and Germany.15

Certainly by the time Langley was begin-
ning his career, Canada West (later Ontario), had 
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a thriving Catholic community, and as they spread 
and grew, their concern became the building of 
permanent churches to facilitate their liturgy. 
Langley’s job with respect to Catholic commis-
sions then became finding an appropriate style 
and form of building to accomplish that. Tempered 
by the architectural theories Langley had learned 
to respect, and following the lead of his mentor, 
William Hay, the style Langley chose was Gothic 
Revival. 

A.W.N. Pugin’s Catholic 
Gothic Revival

While Langley chose to design his Catholic 
churches in the Gothic Revival style, the type of 
Gothic Revival that Langley used was far remo-
ved from the kind he used for his Anglican and 
nonconformist commissions. In his practice, 
denominational stylistic distinctions were neces-
sary because early in the life of the Diocese of 
Toronto, long before Confederation, a rivalry 
existed between Protestants and Catholics. This 
rivalry was described in a letter written by the 
first Bishop of Toronto, Michael Power16 (1804-
1847), to the President of the Association for the 
Propagation of the Faith in Lyon, France, in 1842, 
in which he wrote:

Here we find ourselves facing Anglicanism in all 
its strength, in all its vigour: besides the Prot
estant Cathedral the Anglicans have three more 
churches; university and collegiate education is 
in their hands almost exclusively. Its adherents 
are numerous and rich .... It is here that a host 

16 . Michael Power was Bishop of Toronto from 1841 until his death in 1847.
17 . Power, Michael, 1842, “Building a cathedral,” in John S. Moir (ed.), 1991, Church and society: Documents on the religious and social history of the 
Roman Catholic Archdiocese of Toronto, Toronto, Archdiocese of Toronto, p. 20-21.
18 . Pugin, A. W. N., 1841, “Contrasts: Or a parallel between the noble edifices of the Middle Ages, and corresponding buildings of the present day; 
shewing the present decay of taste. Accompanied by appropriate text,” in Timothy Brittain-Catlin (ed.), 2003, Contrasts and the true principles of pointed 
architecture, Reading, Spire Books, p. v.

of English, Scottish, Irish Protestants come .... 
The religious movement in England far from 
softening the fanaticism of the sectarians, only 
increases it in the colonies ... the refrain of all 
their addresses is Papalism ....17

By referencing architectural and theoretical 
sources that were associated distinctively with 
Catholicism, Langley’s Catholic churches demon-
strate how he was able to sustain a productive prac-
tice by relying on a set of reference materials and 
principal drawings that he could adapt for various 
Catholic commissions by incorporating the needs 
and wants of the Catholic Church. For Catholics, 
Langley’s use of the Gothic Revival style was legit-
imized largely through the writings of Pugin. 

As an architect and author, Pugin relied 
on nostalgia and romantic notions surrounding 
the medieval period that existed in the minds 
of nineteenth-century churchmen to promote 
the revival of Gothic architecture. Since Gothic 
architecture was created in the medieval period, 
for Pugin it was a perfect representation of what he 
perceived as an orderly and moral time in England. 
He therefore felt it was the only appropriate style 
in which to build churches. Pugin expressed this 
in the preface to the second edition of, Contrasts 
(1841), wherein he wrote that, “revivals of ancient 
architecture, although erected in, are not buildings 
of, the nineteenth century, —their merit must be 
referred back to the period from whence they were 
copied.”18

While a great champion of the Gothic 
Revival style in general, Pugin was also a Catholic 
convert, and, according to architectural historian 
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Phoebe Stanton, after his conversion in June of 
1835, he thought of himself as a Catholic first 
and whatever else second.19 Pugin’s influence on 
Catholic architecture of the second half of the 
nineteenth century cannot be overestimated. He 
was Catholic; his writings, although admired by 
all denominations, were Catholic; and his reforms 
were intended to impact the English Catholic 
Church above any other.

Pugin was devoted to Gothic as a cultural 
expression of what he perceived as an older, nobler 
time in England before the Reformation, when the 
Gothic style and the Catholic Church were dom-
inant socially in his home-country of England. 
As University of Oxford chaplain, art historian, 
and author Allan Doig has claimed, for Pugin the 
Catholic Revival and the Gothic Revival were one 
and the same.20 While the revival of Catholicism 
through Gothic architecture underpinned all of his 
writing, he expressed it most overtly in The present 
state of ecclesiastical architecture in England, 
which, although printed in book form in 1843, was 
originally published in two articles between 1841 
and 1842, in The Dublin Review, the main Catholic 
intellectual journal in Britain in the nineteenth 
century. In his introduction, Pugin wrote that 
medieval Gothic churches and cathedrals, “were, 
in fact, the crowning result of Catholic piety and 
zeal, when it covered the face of the land, when all 
hearts and hands were united in the great work of 
rearing piles to God.”21 To that he added, 

If the English Catholic body avail themselves 
of this feeling of attachment to the old parish 
church which exists among a great body of the 

19 . Stanton, Phoebe, 1971, Pugin, New York, The Viking Press, p. 10.
20 . Doig, Allan, 2011, “The nineteenth-century ‘Church Catholic’: Liturgy, theology and architecture,” in Joseph Sterrett, and Peter Thomas (eds.), 
Sacred text-sacred space: Architectural, spiritual and literary convergences in England and Wales, Leiden, Brill, p. 231.
21 . Pugin, A. W. N., 1843, The present state of ecclesiastical architecture in England, London, Charles Dolman, p. 5.
22 . Pugin, The present state, p. 6.
23 . Stanton, p. 94.
24 . Gowans, Alan, 1992, Styles and types of North American architecture: Social function and cultural expression, New York, Icon Editions, p. 155.

people, wonderful good may be produced; but 
if they neglect the means they are bound to 
employ to turn this feeling to the restoration 
of the old faith, then it will be found extremely 
inimical to the revival of religion.22

Although not as popular as Pugin’s other 
publications (Contrasts of 1836, or The true prin-
ciples of pointed architecture of 1841), The present 
state of ecclesiastical architecture in England, was 
an important publication. As Phoebe Stanton 
explains in her monograph on Pugin, in it he set 
forth his account of the history of parish church 
building in England, the traditions associated with 
it, and a proposal for the designing and equipping 
of Gothic Revival Catholic churches.23

While Pugin’s influence can be seen globally 
in Gothic Revival churches from every denomina-
tion, according to Alan Gowans, it was in North 
America that Pugin’s ideas had the most success 
within the Catholic Church.24

Following the precedent set by Pugin and 
instilled in him through his apprenticeship with 
William Hay, choosing Gothic Revival as the 
style best-suited to Catholic church design likely 
seemed rather natural for Langley; however, locat-
ing appropriate forms, plans, and types of build-
ings was likely more difficult, particularly in the 
Canadian context, far removed from the work 
of Pugin himself and the medieval buildings he 
admired. It was, therefore, essential that Langley 
find and make reference to published source 
materials that would address the liturgical needs of 
Catholic church buildings. While these were fairly 
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uncommon, it seems likely that Langley found pre-
cedence for church forms in the work of Cardinal 
Charles Borromeo (1538-1584). 

Cardinal Charles Borromeo 
and his Instructiones

Although Pugin is the most-cited figure to have 
suggested that architecture could bring about 
Catholic-Church reform, he was not the first. As 
part of his Counter-Reformation efforts in the six-
teenth century, Charles Borromeo insisted that the 
creation of a strict Roman Catholic architectural 
canon was necessary in order to facilitate and rein-
force the liturgical reforms of the Council of Trent 
(1545-1563). This resulted in the Instructiones 
Fabricae et Supellectilis Ecclesiasticae, a two-
volume, thirty-three-chapter treatise of norms 
regarding church building. More commonly 
known as the Instructiones, this document was 
drafted in 1577, fourteen years after the Council 
of Trent as a summation of the Catholic Church’s 
traditions pertaining to the design of churches.25 
While Langley was undoubtedly influenced by 
the major publications regarding church buil-
ding in the nineteenth century, including Pugin’s, 
Contrasts (1836), The true principles of Christian 
architecture (1841), and The present state of eccle-
siastical architecture in England (1843), it is likely 
that for his Catholic work he also looked to this 
widely available source, which was released and 
republished with very few revisions at least nine-
teen times between 1577 and 1952.26 In all likeli-
hood, George J. Wigley’s 1857 English translation 
titled Borromeo’s instructions on ecclesiastical 
building was especially important for Langley. 

25 . Voelker, Evelyn Carole, 1977, Charles Borromeo’s Instructiones Fabricae et Supellectilis Ecclesiasticae, 1577, A translation with commentary and 
analysis, Syracuse University, Ph.D. dissertation, <http://evelynvoelker.com/>, accessed April 13, 2020; Gallegos, Matthew, 2004, “Charles Borromeo 
and Catholic tradition,” Journal of the Institute for Sacred Architecture, vol. 9, p. 14-18.
26 . Gallegos, p. 14.

This particular translation was accompanied by 
a commentary and was illustrated with Gothic 
specimens drawn by the architect Samuel Joseph 
Nicholl (1826-1905) (fig. 2). Wigley intended his 
translation of the Instructiones to be a guide for 
nineteenth-century architects and scholars of 
church architecture, writing in his preface:

The Work of St Charles Borromeo, which we 
present to the public in this English version, 

~ �Fig. 2. High Altar as described by St Charles.  
FROM WIGLEY’S ST CHARLES BORROMEO’S INSTRUCTIONS ON 

ECCLESIASTICAL BUILDING.
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will, we firmly trust, be found to complete the 
cycle of Ecclesiastical studies for which this 
age and this country are so prominent .... It is 
drawn up by a Saint, the Archbishop of one of 
the most ancient and illustrious sees in Chris
tendom, .... We hope, therefore, that it will 
prove the more acceptable to the Clergy, as it 
enables them to give proper instructions to the 
professional directors of Ecclesiastical build
ings, who for questions of arrangement must, 
in all cases, consult with their employers. At 
the same time, we doubt not that many Archi
tects who are Catholics, will, like ourselves, 
be much surprised and delighted to see in this 
little work the codifying, as it were, of many 
dispersed notions they may have in Eccle
siastical structures; and be thereby the more 
impressed with the minute study and atten
tion necessary to produce a suitable and well 
arranged Church.27  

Wigley’s translation of the Instructiones 
received a positive review in The Ecclesiologist, a 
journal produced by the Anglican Ecclesiological 
(former Cambridge Camden) Society, where they 
compared the importance of the Instructiones 
for Catholics as matching their own A few words 
to church builders, which provided architects of 
Anglican churches with practical architectural 
guidelines for accommodating High-Anglican 
liturgy. Additionally, the reviewer suggested 
that Borromeo was not a medievalist and that he 
never would have envisioned prescribing the con-
struction of a Pointed (Gothic) church, but that 
Wigley differs for the better by translating the 
tenets of Catholic church building into Gothic 
terms. Moreover, although lamenting Borromeo’s 

27 . Wigley, George J., 1857, St Charles Borromeo’s instructions on ecclesiastical building, London, C. Dolman, p. v-vii.
28 . 1858, “S. Charles Borromeo and Mr. Wigley,” The Ecclesiologist, vol. 125, p. 97-102.
29 . Grant, p. 118-119.

Catholic associations, the reviewer called him, 
“an Ecclesiologist in the most strict sense of the 
word.”28

Associations with Rome

Although Wigley’s version of the Instructiones 
proved that Pugin’s Gothic Revival could be com-
bined successfully with the architectural guidelines 
in the Instructiones to form a functional Catholic 
architecture, in nineteenth-century Canada natio-
nal associations or connections to a religion’s heri-
tage were also necessary. For Anglicans and most 
nonconformists, having British architectural pre-
cedence was desirable; however, for Catholics this 
architectural authority or lineage came through 
Rome. As John Webster Grant explains in A pro-
fusion of spires: Religion in nineteenth-century 
Ontario, ultramontanism had been a hallmark of 
Ontario Catholicism since the middle of the nine-
teenth century when the diocese was under the 
care of Bishop Armand de Charbonnel.29

Despite the fact that Rome is most often 
associated with the classical tradition of architec-
ture and not medievalism, the use of Gothic can be 
traced to the Church of Santa Maria sopra Minerva 
(c.1280), the only medieval Gothic church in Rome 
(fig. 3). Although there is no proof that Langley 
was influenced by Santa Maria sopra Minerva 
directly, it does demonstrate that the Gothic style 
existed in Rome and was considered acceptable 
for Catholic churches in the thirteenth century, 
which provides precedence for the style’s use in 
the nineteenth-century revival for Catholic build-
ings. Additionally, and perhaps not coincidentally, 
Santa Maria sopra Minerva’s first Titular Cardinal 
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was Michele Ghislieri, later Pope Pius V, who is 
primarily remembered for his role in carrying out 
the mandates of the Council of Trent, the very 
Council that led to the drafting of the Instructiones. 
Moreover, Santa Maria sopra Minerva underwent 
an extensive restoration between 1848 and 1855,30 
and was described by Benjamin Webb in his 1848 
book, Sketches in Continental ecclesiology, as “a 
pure Pointed church.”31 Although somewhat specu-
lative, it is likely that Henry Langley combined all 
of these available sources to create a specifically 
Catholic Gothic Revival architecture in Ontario.

St Michael’s Cathedral, Toronto

The first Catholic commission Langley attained 
was for St Michael’s Cathedral in Toronto. One of 
the most important Catholic structures in Ontario, 
St Michael’s was designed by William Thomas 
(1799-1860) in 1845, but was not completed until 
after Thomas’ death. In 1864, Gundry and Langley 
were commissioned to enlarge the sacristy (fig. 4). 

For the sacristy, Langley’s design was, in 
keeping with the rest of the cathedral, Gothic. The 
addition is located at the east end of the cathedral, 
incorporating into the design multiple buttresses, 
pinnacles, and small pointed windows.

The interior of the sacristy was marked by 
an exposed timber ceiling, which makes reference 
to one of Pugin’s strongest principles: truthfulness 
in the use of materials. For Pugin, religious truth 
was expressed through ecclesiastical architecture; 
therefore, architectural arrangements, he argued, 
were the result of, and symbolic of, religious beliefs 
and practices.32 This resulted in the principle of 

30 . The details of the renovations, and of the church in general, were published by Pio Tommaso Masetti in 1855.
31 . Webb, Benjamin, 1848, Sketches in Continental ecclesiology, or church notes in Belgium, Germany, and Italy, London, Joseph Masters, p. 525.
32 . Pugin, Contrasts, p. 2-3.
33 . Pugin, The true principles, p. 1.

truth in both design and materials. Materials 
were to be used to their full account and could 
not be paraded as something they were not: stone 
was to look like stone, brick like brick, and wood 
like wood. Additionally, for Pugin, all ornament 
in Gothic Revival architecture was to consist of 
the enrichment of the essential construction of the 
building.33 Langley, as a follower of Pugin, used 
the open timber of the ceiling to place decora-
tion, which was the only ornamentation in the 
otherwise austerely designed sacristy.

The use of timber in the sacristy also 
enhanced the link between the addition and the 
main body of the cathedral, which was overseen 
by a ‘truthful’ wooden roof. This sense of continu-
ity would have been significant, as it was outlined 
by Borromeo that the sacristy is the most import-
ant building annexed to a church and the only 

~ �Fig. 3. Santa Maria sopra Minerva, Rome; interior.  
LIVIOANDRONICO, CC BY-SA 4.0 LICENSE AGREEMENT  

(HTTPS://CREATIVECOMMONS.ORG/LICENSES/BY-SA/4.0/)
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| �Fig. 4. St Michael’s Cathedral, 
Toronto, Ontario; drawing of 
sacristy addition. Gundry & 
Langley, architects. TORONTO 

PUBLIC LIBRARY, BALDWIN ROOM

| �Fig. 5. St Michael’s 
Cathedral, Toronto, 
Ontario; drawing of 
pinnacles. Gundry & 
Langley, architects. 
TORONTO PUBLIC LIBRARY, 

BALDWIN ROOM
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structure that can be directly attached to the body 
of a church.34

In 1866, St Michael’s again employed Gundry 
and Langley, but this time to furnish the exterior 
of the cathedral with pinnacles and to complete 
the west tower and spire (fig. 5). The pinnacles 
that Langley added to the exterior demonstrate a 
sense of variety with an assortment of pointed ele-
ments, including crockets, finials, and serpentine 
motifs. These kinds of details were encouraged for 
Gothic architecture throughout the nineteenth 
century and can be found in numerous publica-
tions, including Raphael and J. Arthur Brandon’s, 
An analysis of Gothick architecture (1847), which 
provided more than 700 Gothic architectural 
details taken from English parish churches to 
architects and builders. Pugin also commented 

34 . Wigley, p. 112; Voelker, p. 359-360.
35 . Pugin, The present state, p. 22.
36 . Ibid.

on ornamental variety as an important aspect of 
Gothic architecture in The present state of ecclesias-
tical architecture in England, indicating that, “One 
of the greatest beauties of the ancient churches is 
variety.”35 Additionally, Pugin viewed architectural 
elements, like pinnacles, as promoting his principle 
of truth in design and ornamentation. He wrote: 

To this we owe all the picturesque effects of 
the buildings: there is nothing artificial about 
them,—no deception—nothing built up to 
make a show [...] they made essential parts of 
a building ornamental and beautiful: this is the 
true spirit of pointed design [...].36

At St Michael’s Cathedral, the pinnacles are 
not structurally required to load the supporting 
elements of the building, which would seemingly 

| �Fig. 6. St John the 
Evangelist Church, 
Whitby, Ontario 
(dem.); drawing.  
Gundry & Langley,  
architects.  
ARCHIVES OF ONTARIO, 

F 4359-7
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make them ‘untruthful’ in terms of Pugin’s True 
principles. Pugin did, however, justify the use of 
pinnacles for their ability to create a vertical ele-
ment evocative of the Resurrection.37 Additionally, 
Pugin indicated that pinnacles provided an ideal 
placement for decoration because they are an 
essential architectural form. While illustrating a 
pinnacle with a finial and crockets in True prin-
ciples, not at all unlike those that Langley designed 
for St Michael’s Cathedral, Pugin states, “only let 
this essential form be decorated with a finial and 
crockets, and we have at once a perfect pinnacle.”38 
Practically speaking, the pinnacles at St Michael’s 
Cathedral enhance the Gothic exterior of the 

37 . Pugin, True principles, p. 9.
38 . Ibid.
39 . 1867, “Laying of the foundation stone of the new Catholic church in Whitby,” The Whitby Chronicle, September 19.  

building and create a sense of continuity between 
the older body of the cathedral and the newer 
sacristy. 

St John the Evangelist 
Church, Whitby

In 1867, Langley received his first full Catholic 
church commission from the parish of St John 
the Evangelist in Whitby, Ontario (fig. 6). That 
year the Whitby Chronicle, the local newspaper, 
reported that the new Catholic church was to bear 
a striking point in similarity to that of All Saints’ 
Church, also located in Whitby, which Langley 
had designed in 1865-1866.39 In actuality, Langley 
did not reproduce his design for All Saints for 
the Catholics of Whitby, but rather reworked his 
design from St Peter’s Anglican Church, Toronto, 
which he had executed in 1865 (fig. 7). St Peter’s 
Church is modeled after St Michael’s, Longstanton 
(Cambridgeshire), a thirteenth-century English 
parish church that was recommended as a model 
for Anglican churches in the colonies by the 
Cambridge Camden Society (fig. 8). 

For Langley, the reproduction of an osten-
sibly Anglican design would not have been appro-
priate for a Catholic parish; therefore he adapted 
the design, employing the building concepts 
that were recommended for churches by Pugin, 
enhanc ing their Catholic nature by incorporating 
the directives in the Instructiones.

The façade of the church is similar to that 
of St Peter’s, Toronto, with a western rose window 
and a raised entrance, both of which were ele-
ments that Borromeo had recommended in the 
Instructiones. In terms of church lighting, for 

~ �Fig. 7. St Peter’s Anglican Church, Toronto, Ontario, 
northwest elevation. PHOTO: CANDACE IRON
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example, the Instructiones specify that if a nave 
is dark, a western rose or round window should 
be placed directly in line with the central western 
portal.40 The elevated entrance, however, was par-
ticularly important. Borromeo specified that the 
approach to a church requires three to five steps, 
recommending the inclusion of an atrium, por-
tico, or vestibule to mark the primary entrance to a 
church.41 In his analysis of the Instructiones, archi-
tect and professor of architectural history Matthew 
Gallegos, interprets Borromeo’s inclusion of a dis-
tinctive architectural element at the entrance to a 
church as creating a symbolic and visual transition 
between the sacred church space and the secular 
exterior world.42 At St John’s, Whitby, where there 
is only one entrance, Langley achieved this sym-
bolic transitional architectural element though 
the inclusion of three steps to elevate the entry-
way, which, when coupled with multiple orders 
surrounding the doors, creates a sense of depth 
and provides Borromeo’s required transitional 
spatial element. This transition is further marked 

40 . Wigley, p. 19; Voelker, p. 110.
41 . Wigley, p. 11-12; Voelker, p. 35, 75.
42 . Gallegos, p. 14-15.

by the inclusion of buttresses on either side of the 
entrance, which lead the eye up to a pointed bell-
cote. Interestingly, in Wigley’s translation of the 
Instructiones, he included an example of an appro-
priate porch, wherein the spatial separation is cre-
ated through the use of orders, or more specifically, 
two columns on either side of the door, which lead 
up to a pointed element (fig. 9). 

The bellcote is one area of the St John’s façade 
where Langley shifted away from his St Peter’s 

~ �Fig. 8. St Michael’s, Longstanton, Cambridgeshire,  
England; southwest elevation. PHOTO: CANDACE IRON

~ �Fig. 9. Western Porches as described by St Charles.  
FROM WIGLEY’S ST CHARLES BORROMEO’S INSTRUCTIONS ON  

ECCLESIASTICAL BUILDING
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model. Rendering the bellcote in wood and sur-
mounting it with a cross, rather than construct-
ing it of brick as an integral part of the façade, 
indicates that Langley may have been looking to 
the Instructiones. Borromeo devotes a chapter to 
belltowers and bells, dictating that towers should 
either be freestanding or part of the church façade, 
sanctioning the use of small towers and piers built 
up and united by an arch serving in place of bell-
towers in small churches, indicating that a bell-
tower should be in proportion to the rest of the 
building.43 Moreover, in The present state of ecclesi-
astical architecture in England, Pugin wrote that, 
“In very small churches, of exceedingly simple 
design, we occasionally find belfreys [sic], in the 
form of perforated gables ... surmounted by stone 
crosses.”44

St John’s Church was very small and con-
sisted of only three bays; therefore, compositionally 
it could not have accommodated a full tower. It is 
also important to remember that Borromeo likely 
never would have dreamed that his Instructiones 
would be used in a Gothic church, but Langley 

43 . Wigley, p. 110-114; Voelker, p. 326-329.
44 . Pugin, The present state, p. 2-3.
45 . Pugin, True principles, p. 8; Wigley, p. 102; Voelker, p. 327.

still incorporated the ‘rules’ for belltowers that 
were outlined by Borromeo and Pugin. The wood 
construction of the bellcote suffices Borromeo’s 
suggestion to incorporate strong joisting, while its 
placement over the central façade entrance meets 
Borromeo’s precise requirements for tower place-
ment. Additionally, the cross placed at the apex of 
the bellcote fulfills the iconographic requirements 
of Pugin and Borromeo, who were specific that all 
towers should be surmounted by a cross.45  

~ �Fig. 11. St Patrick’s (now Our Lady of Mount Carmel) 
Catholic Church, Toronto; façade. PHOTO: CANDACE IRON

~ �Fig. 10. St Patrick’s (Our Lady of Mount Carmel)  
Catholic Church, Toronto; drawing. Gundry & Langley, 
architects. TORONTO PUBLIC LIBRARY, BALDWIN ROOM
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St Patrick’s Church, Toronto

The next Catholic commission Langley’s firm 
would secure was for St  Patrick’s Church in 
Toronto (figs. 10 and 11). This church marks an 
important point in Langley’s Catholic church 
design ing career, as the plan that he created here he 
would use repeatedly with only subtle alterations 
for all of his future Catholic commissions. 

The Parish of St Patrick’s was founded as 
a mission by Armand de Charbonnel, Bishop of 
Toronto, and was established as a parish in its 
own right in 1861.46 The first St Patrick’s Church, 
Toronto, a frame building located on Dummer 
Street (now St Patrick’s Street), was destroyed by 
fire June 22, 1865. The second church, designed by 
Gundry and Langley, was built in 1869-1870 on 
the same location. 

St Patrick’s is a yellow brick, Gothic Revival 
church. As a material, brick was generally viewed 
unfavourably in the second quarter of the nine-
teenth century for church architecture. The 
Cambridge Camden Society had originally out-
lawed its use for Anglican churches, referring to 
it as a miserable material.47 For Catholic construc-
tion, however, brick was more acceptable. Pugin 
used brick in some of his churches, including 
St Chad’s Cathedral, Birmingham (1838), and 
St Wilfred’s Hulme, Manchester (1839), which 
was illustrated in plate VII of The present state of 
ecclesiastical architecture in England. Moreover, 
in The True Principles of Pointed Architecture, 
Pugin compares the building properties of brick 
to those of stone, a material well admired by all 

46 . 1961, “1861—St Patrick’s Shrine Church centennial—1961,” The Canadian Register, March 11.
47 . Neale, John Mason, 1841, “A few words to church builders,” in Christopher Webster (ed.), 2003, ‘Temples...worthy of His presence’: The early publica-
tions of the Cambridge Camden Society, Reading, Spire, p. 141.
48 . Pugin, True principles, p. 2.
49 . Wigley, p. 104; Voelker, p. 329.
50 . Pugin, True principles, p. 11.
51 . Pugin, The present state, p. 57.
52 . Wigley, p. 18; Voelker, p. 109-110.

architectural enthusiasts in the nineteenth cen-
tury.48 Additionally, Borromeo allowed for the use 
of brick in the Instructiones, which suggests that it 
was considered a legitimate material for Catholic 
churches.49 

Demonstrating Pugin’s principles for church 
architecture, St Patrick’s Church has a steeply-
pitched roof and a defined separation of nave and 
apse. Pugin insisted that a roof ’s pitch be in the 
form of an equilateral triangle, which he argued is 
the soundest in terms of beauty and utility for its 
ability to create a pleasing appearance and simul-
taneously resist the actions of weather.50 Pugin 
elaborated on the notion of steeply-pitched roofs 
in The present state of ecclesiastical architecture in 
England, indicating that,

 A high pitched [sic] roof is in itself a great 
ornament to a building, and adds prodigiously 
to its grandeur; it prevailed till [sic] the decline 
of pointed architecture, when it fell like the 
curve of the arches and with it half the dignity 
of our ecclesiastical buildings.51 

Recalling Pugin’s prerogative to enrich 
only the essential constructional elements of 
a church, St  Patrick’s is rather plain from the 
exterior. It employs little in the way of ornament 
save for stepped buttresses, labels, and paired 
lancet windows that are placed centrally in each 
bay, an arrangement Borromeo dictated in the 
Instructiones, while describing the importance of 
having the windows match on both sides of the 
nave.52 Additionally, the simplicity of the exterior 
complies with Borromeo’s directives for exterior 
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walls; he indicates, “it is necessary to take into con-
sideration that those at the side and the back should 
have no sort of image represented on them.”53 

Remembering that Langley trained with 
William Hay, it seems likely that he also modeled 
the exterior austerity of St Patrick’s, as well as the 
placement and design of the tower, after William 
Hay’s St Andrew’s Presbyterian Church, Guelph 
(1857-1858), which ultimately can be traced to 
Hay’s 1842 design for St James Episcopal Church, 
Cruden Bay, Scotland. Like St Patrick’s Church, 

53 . Voelker, p. 63.
54 . Idem, p. 326-328.

both have plain exteriors and pinnacles placed at 
the base of the spire (figs. 12 and 13).

The adaptation of Hay’s design worked nicely 
for Langley’s Catholic commission insomuch that 
the projecting tower addressed Borromeo’s directive 
to have the entrance marked by a spatial separation 
from the body of the church, while also fulfilling 
his suggestion to have the tower attached to the 
façade marking the building as a place of promin-
ence in the landscape.54 Pugin echoed this notion 
in The present state of ecclesiastical architecture in 
England, indicating that towers are essential, calling 

~ �Fig. 12. St Andrew’s Presbyterian Church, Guelph, 
Ontario (1857-58). PHOTO: CANDACE IRON

~ �Fig. 13. St James Episcopal Church, Cruden Bay, 
Scotland (1842). PHOTO: CANDACE IRON
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the tower, “a beacon to direct the faithful to the 
house of God [...] a badge of ecclesiastical author-
ity, and [...] the place from whence the heralds of the 
solemnities of the church, the bells, send forth the 
summons.”55 Pugin also provided specifications for 
the placement of towers, indicating that they should 
be placed at the west end, rising from the ground.56 
To illustrate this he included a sketch of St Giles, 
Cheadle, which, like St Patrick’s Church, Toronto, 
has a tower that projects forward at the west end. 
Moreover, Pugin stated that in order for a tower 

55 . Pugin, The present state, p. 21.
56 . Idem, p. 22.
57 . Idem, p. 21.

to be complete, it had to be terminated by a spire, 
further suggesting that any religious edifice want-
ing a tower with spire could never be considered 
more than a chapel.57

In addition to its spire, St Patrick’s tower is 
the most ornamented feature of the exterior with 
its multi-ordered entrance, buttresses, crockets, 
and finials. This was prescribed by Pugin and 

~ �Fig. 14. St Patrick’s (Our Lady of Mount Carmel) Catholic 
Church, Toronto; drawing detail. Gundry & Langley, 
architects. TORONTO PUBLIC LIBRARY, BALDWIN ROOM

~ �Fig. 15. St Patrick’s (Our Lady of Mount Carmel) Catholic 
Church, Toronto; longitudinal section. Gundry & Langley, 
architects. TORONTO PUBLIC LIBRARY, BALDWIN ROOM

~ �Fig. 16. St Patrick’s (Our Lady of Mount Carmel) Catholic 
Church, Toronto; transverse section. Gundry & Langley, 
architects. TORONTO PUBLIC LIBRARY, BALDWIN ROOM
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Borromeo. In True principles, Pugin wrote that 
ancient towers were composed of walls and but-
tresses that rose from a solid base, diminishing and 
enriching as they ascended, until they terminated 
in a heaven-pointing spire surrounded by pin-
nacles.58 Correspondingly, in the Instructiones, 
Borromeo devoted seven chapters to the exterior 
appearance of churches and indicated specifically 
that because it holds the entrance, the façade is 
the most important exterior wall of a church and 
therefore should be the only area to have orna-
mentation.59 Furthermore, he stated that an image 
of either the Virgin Mary or the saint to whom 
the church is dedicated should be placed above 
the entrance of a church,60 a principle Langley 
introduced at St Patrick’s (fig. 14). 

The interior of St  Patrick’s is prescribed 
entirely by the Instructiones. Its walls were plas-
tered and then painted with stencilling and murals 
and the supporting elements are composed of com-
pound piers, which create a nave-aisle arrangement 
that supports an elaborate timber and panelled roof 
(figs. 15 and 16). In True principles, Pugin wrote 
about timber roofs expounding their propensity for 
truthful design, strength, and beauty, stating that 
in them the construction is not concealed, but is 
turned into ornament.61 Ultimately, for Langley, the 
use of wood and panel to create a nave-aisle arrange-
ment can be traced to William Hay’s St Basil’s 
Church, Toronto; however, there is medieval pre-
cedence for the arrangement as well. The thirteenth-
century church of St Oswald’s, Nether Peover 
(Cheshire), for example, was discuss ed in an article 
on wooden churches in the August 1848 issue of the 
Ecclesiologist, and in the October 1848 issue of The 

58 . Pugin, True principles, p. 49.
59 . Wigley, p. 10; Voelker, p. 63.
60 . Wigley, p. 10; Voelker, p. 64.
61 . Pugin, True principles, p. 34.
62 . 1848, “Cheap churches,” The New York Ecclesiologist, October, no. 1.

New York Ecclesiologist, where it was described as a 
wooden church of “venerable antiquity.”62 Similarly, 
the fourteenth-century Church of St James and St 
Paul, Marton (Cheshire), represents a medieval 
example of an extant wooden interior with a nave-
aisle arrangement.

While the truthful usage of wood for the roof 
is Puginian, the arrangement of nave and aisles 
enclosed under a single roof elevation is not, but 
rather comes from the Anglican Commissioners’ 
Gothic style, which predates Pugin’s truthful-
ness in design principle. William Hay’s design for 
St Basil’s Catholic Church, Toronto (1852-1855), 
however, also had the aisles and nave under a single 
roof, albeit with a different pitch delineating the 
aisles from the nave (fig. 17). Be that as it may, 
the inclusion of aisles in Catholic church plans 
was described by Borromeo, who indicated that 
a church should have, “one nave, or three or five 

~ �Fig. 17. St Basil’s Catholic Church and St Michael’s 
College, Toronto; engraving from architect’s drawing. 
TORONTO PUBLIC LIBRARY, BALDWIN ROOM
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naves.”63 Additionally, when describing the apse, 
Borromeo was specific that: 

[...] its pavement should be made higher 
than that of the body of the church [and that 
it should be] vaulted, and moreover, properly 
ornamented with mosaic work or with some 
other dignified decoration in painting ....64

Pugin restated some of these ideas in 
The present state of ecclesiastical architecture in 
England, where he suggested that the chancel/
apse is the most sacred part of a church and should 

63 . Voelker, p. 52.
64 . Voelker, p. 125.
65 . Pugin, The present state, p. 34.
66 . St Francis de Sales is no longer in use as a church. In 2007, it was adapted for reuse as a centre for the arts and cultural heritage.

be designed in a manner that keeps a reverential 
distance between the priest and the people.65

St Francis de Sales, Pickering

In 1870, Langley adapted his design of St Patrick’s 
for St Francis de Sales, Pickering, Ontario, where 
he designed a one-storey church with bays separa-
ted by buttresses and a clear articulation between 
the apse and the nave on the exterior (figs. 18 and 
19).66 He also included the projecting central tower 
that he had used at St Patrick’s, which at St Francis 
de Sales is also the most ornamented part of the 
exterior. Departing from the St Patrick’s design, 
Langley added pseudo-transepts, dormer windows 
in lieu of a clerestory, and changed the arrange-
ment of the tower by eliminating the pinnacles 
and creating an octagonal belfry. Dormers are 
relatively rare on church buildings, but Borromeo’s 
Instructiones indicate that, in addition to windows 

~ �Fig. 19. St Francis de Sales Catholic Church, Pickering 
(Duffin’s Creek), Ontario (1870); drawing. Henry Langley, 
architect. ARCHIVES OF ONTARIO, F 4359-19

~ �Fig. 18. St Francis de Sales Catholic Church, Pickering 
(Duffin’s Creek), Ontario (1870); drawing. Henry Langley, 
architect. ARCHIVES OF ONTARIO, F 4359-19
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being placed along the sides of naves, lights located 
above a church’s roof line to illuminate the nave 
are desirable.67  

Inside, the church has a wide-nave plan 
with a clearly articulated, elevated and vaulted 
apse (fig. 20). As was the case at St Patrick’s, the 
apse does not have a window directly behind the 
altar. Borromeo was careful to describe the light-
ing of apses, indicating that, “precaution must be 
taken that no part, even the smallest, of any altar 
be blinded by the windows of the back wall.”68

The wide-nave plan, a plan Borromeo had 
described as a church with only one nave, and 
the ceiling design are different from those that 
Langley had used in Toronto, but rather look back 
to his wide-nave design for St John the Evangelist, 
Whitby, demonstrating another melding in 
Langley’s Catholic design elements.

67 . Wigley, p. 18-21; Voelker, p. 110.
68 . Voelker, p. 110.

St Patrick’s Church, Stayner

In 1872, Langley recreated his scheme for Pickering 
when designing a church for St Patrick’s Parish in 
Stayner, Ontario (figs. 21 and 22). In Stayner, the 
Pickering plan was developed further to incorpo-
rate more of the design elements recommended by 
Borromeo and Pugin. 

On the exterior, the articulation of the vari-
ous areas of the church, including the sacristy, 
evoke Pugin’s doctrines regarding truth in design, 
while the plain exterior with little ornamenta-
tion is maintained. Additionally, the tower pro-
jects forward to create a transitional vestibule in 
accordance with Borromeo’s rules and, although 
not executed, Langley intended there to be dor-
mers on the roof to meet the Instructiones’ church 
lighting requirements. The area of divergence from 
the Pickering design is the ornamentation on the 
tower, which warrants examination. Langley 
incorporated a cross in stone in the upper gable of 
the tower and another in the gable that frames the 
entrance. This reflects Borromeo’s suggestion to 

~ �Fig. 20. St Francis de Sales Catholic Church, Pickering 
(Duffin’s Creek), Ontario; interior. Henry Langley, 
architect. PHOTO: CANDACE IRON

~ �Fig. 21. St Patrick’s Catholic Church, Stayner, Ontario 
(1872); drawing. Henry Langley, architect. ARCHIVES OF 

ONTARIO, F 4359-26
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cap towers with a cross, which, according to Evelyn 
Carole Voelker, who translated the Instructiones 
into English in 1977, represents the solidity of the 
Catholic faith.69 In Stayner, that symbolic message 
is not only added as an appendage to the tower, 
but is incorporated into the architectural fabric of 
the church. 

The interior of St Patrick’s, Stayner, has an 
exposed wooden ceiling, which makes a clear refer-
ence to Pugin’s concept of truth in materials. For 
Langley, however, it also makes a distinct allusion 
to William Hay, who used an identical ceiling 

69 . Idem., p. 336.

design in 1856 for St George’s Anglican Church, 
Pickering Village (figs. 23 and 24). 

The f inal Catholic commissions

From 1872 to 1875, Langley would execute his 
five final Catholic designs: Church of Guardian 
Angels, Orillia (c.1872); Church of the Holy Angels, 
St Thomas (1872); St John Chrysostom, Newmarket 
(1873); Precious Blood Cathedral, Sault Ste. Marie 
(1875); and Sainte-Croix, Lafontaine (1875). 

~ �Fig. 22. St Patrick’s Catholic Church, Stayner, Ontario; 
southwest exterior. PHOTO: CANDACE IRON

~ �Fig. 23. St Patrick’s Catholic Church, Stayner, Ontario; 
interior. PHOTO: CANDACE IRON

~ �Fig. 24. St George’s Anglican Church, Pickering Village, 
Ontario; interior. PHOTO: CANDACE IRON
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Although only two of these churches remain, they 
all combined the design elements of Langley’s prior 
Catholic commissions in varying manners.

The now-demolished Church of Guardian 
Angels, Orillia, for example, demonstrates the 
method in which Langley melded his former 
plans to create something “new” by combining 
the church body with dormer windows that he 
had first used in Pickering (1870), with the tower 
arrangement he had designed for St  Patrick’s, 
Toronto (1869-1870), which incorporates pin-
nacles at the base of the spire (fig. 25).70 To that 
tower Langley also added the permanent stone 
crosses located in gables below the spire that he 
had first used in Stayner (1872). The site and the 
number of bays in the church are notable. First, 
the church was located on a hill in a domineering 
position overlooking Orillia. The act of placing a 

70 . Although Langley’s drawings for Guardian Angels indicate that it was intended to be dedicated to St Patrick, the church was originally named Angels 
Guardian. The name was changed to Guardian Angels to reflect the church’s position on a hill overlooking Orillia.
71 . Wigley, p. 5.

Catholic church atop a hill or in a place of promi-
nence within a community has medieval European 
roots; however, in Ontario, precedence can be 
found at Our Lady of the Assumption Church, 
Windsor (1842-1846). While the location of the 
church would have been the choice of the parish 
or local bishop, Borromeo allocated Chapter One 
of the Instructiones to the site of a church. Line 
one states that, 

When a Church is to be built, first, the place 
most fitted for such a construction, should 
be chosen by the judgment of the Bishop, and 
from the counsel of the Architect... It is of great 
importance, in such a matter, that wherever a 
Church is to be built, it should be on a place 
somewhat prominent.71 

| �Fig. 25. Guardian Angels  
Catholic Church, Orillia, 
Ontario (c.1872); drawing. 
Henry Langley, architect. 
ARCHIVES OF ONTARIO, F 4359-27
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Secondly, Guardian Angels had five regular 
bays. In the Instructiones, Borromeo indicated that 
there should be, where possible, an uneven number 
of bays and windows running laterally along the 
nave.72 In Orillia, there were five bays and fifteen 
windows, including the dormers. This, combined 
with the location, permanent crosses atop the tower, 
and the forward projection of the tower to create a 
vestibule, makes Orillia’s exterior a nearly perfect 
specimen in terms of Borromeo’s treatise.

In 1872, when Langley designed the Church 
of the Holy Angels in St Thomas, Ontario, he 
reproduced all of the elements of Guardian Angels, 
Orillia, but omitted the dormer windows and 
added pseudo-transepts (fig. 26). At Holy Angels, 
as was the case at St Francis de Sales, these pseudo-
transepts are not sufficiently long to meet with 

72 . Idem., p. 18; Voelker, p. 109.
73 . Pugin, Present state, p. 65.
74 . Wigley, p. 8-9; Voelker, p. 51.
75 . Wigley, p. 9; Voelker, p. 52.

Pugin’s approval; he was specific that cruciform 
churches should not be attempted unless the tran-
septs are well prolonged and proportional to the 
size of the church body.73 The pseudo-transepts do, 
however, have a separate roof line, which makes 
their design truthful in terms of Pugin’s principles 
regarding design and their inclusion also meets with 
Borromeo’s recommendations. While dispelling 
the use of round designs for church plans, calling 
them pagan, Borromeo indicated that wherever pos-
sible, cruciform churches are preferable to all other 
designs because, according to Borromeo, the design 
dates almost to apostolic times and can be seen in 
all the major basilicas of Rome.74 Borromeo was less 
specific about the size of the transepts than Pugin 
was, merely indicating that they should extend like 
arms beyond the sides of the building.75 

| �Fig. 26. Church of the Holy 
Angels, St Thomas, Ontario; 
drawing. Henry Langley, 
architect. ARCHIVES OF ONTARIO, 

F 4359-14
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In terms of truthful use of materials, the 
interior of Holy Angels was comparable to that 
of St Patrick’s, Toronto (1869-1870); however, at 
Holy Angels there were no aisles, therefore Langley 
introduced an open timber, hammer-beam roof 
to cover the nave (fig. 27). He had only used this 
kind of roof once for his Catholic churches, at 
St Michael’s Cathedral, Toronto, where the sac-
risty had an open-timber roof. This kind of roof 
was extremely fashionable in nineteenth-century 
Gothic Revival churches and was popularized 
by publications including Raphael and J. Arthur 
Brandon’s, Masterpieces of medieval open timber 
roofs (1849). Besides the sacristy of St Michael’s 
Cathedral, Langley had incorporated open-timber 
designs into several of his Anglican churches prior 
to the design of Holy Angels, including St John’s 
Anglican Church, Ancaster (1868) (fig.  28); 
however, for Langley the use of open timber for 
Catholic churches likely stems from William Hay, 
who designed a stunning open-timber roof for 

St Basil’s Church, Toronto, in 1852-1855 (fig. 29). 
The use of a hammer-beam roof was also practical 
in St Thomas, where the church had a wide-nave 
plan. As Pugin explained in True principles, “With 

~ �Fig. 27. Church of the Holy Angels, St Thomas, Ontario; 
drawing. Henry Langley, architect. ARCHIVES OF ONTARIO,  

F 4359-14

~ �Fig. 28. St John’s Anglican Church, Ancaster, Ontario 
(1868); interior. PHOTO: CANDACE IRON

~ �Fig. 29. St Basil’s Roman Catholic Church, Toronto, 
Ontario; archival photograph of original interior.  
ST MICHAEL’S COLLEGE ARCHIVES, TORONTO, ONTARIO
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76 . Pugin, True principles, p. 34.

timber you may attain a great height, or extend 
over a great breadth.”76 

While Langley’s next two Catholic Church 
designs—St John Chrysostom, Newmarket (1873) 
and Precious Blood Cathedral, Sault Ste. Marie 
(1874-1875) (fig. 30)—were somewhat unremarkable 
in that they reproduced his past design elements in 
a fairly standard manner, his final Catholic church, 
Sainte-Croix in Lafontaine, Ontario, represents a 
high point in Langley’s Catholic church designing 
career (fig. 31). Executed in red brick, the exterior 
of the church is extremely plain. The only orna-
ments are the enclosing arches over the louvered 

~ �Fig. 30. Precious Blood Cathedral, Sault Ste. Marie, 
Ontario (1874); drawing. Langley, Langley, and Burke, 
architects. ARCHIVES OF ONTARIO, F 4359-37

~ �Fig. 31. Paroisse Sainte-Croix, Lafontaine, Ontario 
(1875); façade. PHOTO: CANDACE IRON

~ �Fig. 32. Metropolitan Methodist (United) Church, Toronto, 
Ontario (1869-70); drawing. Henry Langley, architect. 
TORONTO PUBLIC LIBRARY, BALDWIN ROOM
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openings in the tower. These arches point upward 
to four iron crosses at the peaks of the louvered 
gables of the spire, which in turn point to a large 
cross at the apex of the spire. Additionally, there 
is a single quatrefoil window located in the tym-
panum over the western façade doorway, a motif 
that Langley also used in Sault Ste. Marie (also 
dating from 1875). Although Langley first orna-
mented the tympanum of a church entrance for his 
design of the Protestant Metropolitan Methodist 
(United) Church, Toronto (1870) (fig. 32), in terms 
of Catholic design it satisfies Borromeo’s require-
ment to accentuate the importance of the entrance. 
Overall, in terms of Pugin’s and Borromeo’s 

theories, the façade ornament in Lafontaine under-
scores the Church doctrine of the Resurrection of 
the Messiah by incorporating vertical elements and 
emphasizes the gravity of the entry into the sacred 
space of the church. 

While the exterior was largely unadorned, 
the interior of Sainte-Croix has an exquisite timber 
and panelled roof that Langley modeled after his 
design for St Patrick’s Church, Toronto (1869-1870) 
(fig. 33). Although modelled after St Patrick’s, the 
nave of Langley’s Lafontaine church is broader 
and transepts have been included to allow for the 
inclusion of minor ‘chapels’ with altars, which 

~ �Fig. 33. Paroisse Sainte-Croix, Lafontaine, Ontario (1875); interior. PHOTO: CANDACE IRON 
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Borromeo deemed necessary for churches with 
aisles and transepts.77 

Overall, Langley’s church in Lafontaine rep-
resents the most cohesive Catholic design that he 
produced, integrating the elements that were most 
central to the architectural doctrines of both Pugin 
and Borromeo. In fact, in 1850, when Pugin asked 
the question, “How shall we build our churches?” 
in The Builder, a journal of architecture first pub-
lished in 1843 in England, he described a perfect 
Catholic church as,

an edifice that should illustrate the majesty of 
its purpose... a noble pile, cruciform, lofty, and 
long, surmounted by spirecapped towers, 
surrounded by lateral aisles and chapels ....78

This description could as easily describe 
Langley’s church at Lafontaine, as the thirteenth-
century churches that Pugin was actually alluding to.

Why a Catholic identity 
for Ontario?

In 1963, Marcel de Grandpré analyzed the social his-
tory of the Catholic Church in French Canada and 
concluded that its principal characteristic is not its 
links to France, but its attachment to Rome. He ends 
his analysis by questioning whether that characteris-
tic is peculiar to French Canada.79 Langley’s Ontario 
Catholic churches indicate that it is not. His churches 
demonstrate a clear preoccupation with the rules set 
forth for Catholic architecture by the Holy See, which 
Langley embedded in a Gothic Revival shell.

77 . Wigley, p. 32-33; Voelker, p. 174.
78 . Pugin, A. W. N., 1850, “How shall we build our churches?” The Builder, vol. 3, no.  372, p. 134.
79 . De Grandpré, Marcel, 1963, “Traditions of the Catholic Church in French Canada,” in John Webster-Grant (ed.), The churches and the Canadian 
experience: A faith and order study of the Christian tradition, Toronto, Ryerson, p. 13.
80 . Blunt, Anthony, 1962, Artistic theory in Italy, 1450-1600, Oxford, Oxford University Press, p. 105.
81 . Wigley, p. vi.
82 . Ibid.

While it is apparent that Langley incorpo-
rat ed Borromeo’s Instructiones into his Puginian 
Gothic Revival in Ontario, the question remains 
why this was truly necessary. 

Langley was working in an era where there 
were perceived threats to the Catholic Church. The 
First Vatican Council, held in 1869 in Rome, was 
convened to deal with the threats the Church rec-
ognized from the rising influence of rationalism, 
liberalism, and materialism, and in part revisited 
the Tridentine Creed of the Council of Trent, the 
very council that resulted in the Instructiones. 
According to Anthony Blunt, who wrote about 
artistic theory in Italy (1940), the Council of Trent 
was born out of an act of counter-reform, which 
aimed to undo all that the Renaissance had done 
by returning to a “feudal and medieval state of 
affairs.”80 

In his preface to his translation of the 
Instructiones, George J. Wigley commented on his 
hopes for the book to inspire change in Catholic 
architecture in England, calling Borromeo one of 
the most remarkable men of his age (the sixteenth 
century), an age that Wigley thought marked a 
transition from the goodness of medieval Christian 
society to the chaos he perceived in the nineteenth 
century.81 To this Wigley adds his hope that the 
Instructiones will be appreciated in England, where 
Catholic customs were being renewed.82 

The pairing of Pugin’s theories with those 
of Borromeo is then perhaps not that surprising 
because Pugin’s aim was not tremendously differ-
ent and he was writing for many of the same rea-
sons in the nineteenth century. Although focused 
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on architecture and society, Pugin was essentially 
calling for a return to the faith and social structure 
of the Middle Ages.83 In Contrasts, Pugin illustrated 
this by comparing medieval and nineteenth-cen-
tury communities, demonstrating what he felt was 
the clear superiority of the former. Pugin’s illustra-
tions in Contrasts, as well as his published argu-
ments for reform in both society and architecture 
were persuasive and, according to his biographer, 
“spoke with the voice of the rising generation.”84 

It could be that Langley was incorporat-
ing the “rules” for Catholic building of these two 
influential theorists in response to this; however, 
in Ontario there was also, as mentioned previ-
ously, a denominational rivalry among Churches.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

83 . Hill, Rosemary, 2012, “Pugin, God’s architect,” The Guardian, February 24, <http://www.theguardian.com/books/2012/feb/24/pugin-gothic-archi-
tect>, consulted January 30, 2019.
84 . Hill, Rosemary, 2007, God’s architect: Pugin and the building of Romantic Britain, London, Penguin Books Ltd, p. 153
85 . While the Church of England was the legally established church in Nova Scotia, New Brunswick, and Prince Edward Island, whether it was actually 
established in Upper Canada (later Ontario) is arguable. Certainly, after the passing of the Constitutional Act of 1791, the Church of England asserted 
claims to establishment through the creation of Clergy Reserves, but it did not overtly or unequivocally create an established church by law.
86 . Langley’s firm remained the preeminent Roman Catholic architectural practice in Ontario until the arrival from Ireland of Joseph Connolly (1840-
1904) in 1873, who soon became the leading Roman Catholic architect in the province. This left Langley to focus on other projects, including full church 
designs and additions for nearly one hundred Protestant churches throughout Ontario.

Confederation had occurred in 1867, and there was 
no longer an established Church in Canada, ideo-
logically or otherwise.85 For Langley this meant 
that he needed to negotiate a way to accommodate 
the needs of the religious denominations that were 
commissioning his designs while still maintaining 
the ability to sustain a thriving, cross-denomina-
tional practice. By creating a set of drawings that 
he could adapt by incorporating the suggestions of 
specifically Catholic theorists, Langley was able to 
establish a successful Catholic church-designing 
practice, one that would spread Pugin’s Gothic 
Revival throughout Ontario and remain the pre-
eminent Roman Catholic architectural practice 
well into the 1870s.86 
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