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Foreword Sebastien Marot 9

In scarcely twenty years tim e land scape has gone from being a

relatively insignificant, even neglected topic into one of the

major commonplaces in the archi tectonic and urban plan ning

debate. In the process, a whole procession of new concepts

(from 'garden' to 'territory') have penetrated, as in a Trojan

horse, into the schools, institutes and academ ies whe re this

debate is being carried on . At the same tim e, in man y Euro­

pean countries a thorough re-evaluation of landscape desi gn

has occurred. As a result of these development s, landscape

architects have wormed their way into a position nearly equal

to that of arch itects and urb an planners - thereby rekindling

the discussion among those more established professions.

Out of laziness or self-inte rest some might want to insist

that this is only a fad or an amusing flash in the pan . a phe­

nomenon of ma rginal theoretical importance, without lasting

effects on the ideas of physical planning. And perhaps there is

something to that. As a matter of fact, when the schools of

architecture have taken over land scape jargon, it is often almost

reluctantly. as if trailing behind a society which, because of all

kinds of social, political and economic mutations, is absolutely

forced to approach its environments (their management, pro­

gramming and planning) in a different way. But that these

changes perhaps will have conseque nces for the disciplines of

spatial design - and thus requ ire a radical reorientation or

reorganisation of the departments where these disciplines are

taught - well, it would appear that almost no one in these pro­

grammes is concerned about that. The strategies of educational

readjustment or diversification inspired by land scape theory ­

if things should come to that , and they do occur in a modest

(or worse yet, noisy) way - are often very su perficia l. As it

happens, it is easier to ann oun ce that one is going to include

'the territory' or the so-called 'landscape question ' in the pro­

gramme, than it is to seriously survey the ram ifications of th is
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ques tion in the variou s spati al design disciplines and take up

the cha llenge to thoroughgoing self-examination.

Regrounding landscape design

There are, however, exceptions. Thank s to initiatives from

several more or less isolated researchers and lecturers, some

un iversities have begu n to seriously tackle this work, which

involves both retrospection and experimentation. The most

notable of these exceptions is undoubtedly the Technic al

University at Delft. There. in the circle around the writers of

this book, an experime ntal garden for theoretical investigation

in landsca pe architecture has been crea ted, which can rightly

be cons idered as one of the mo st active and most tenacious

that has ever been generated by a schoo l of architecture and

urban planning - not to mention programmes in landscape

arch itecture. Architecture and Landscape, the first English

editio n of which appeared in 1996, only lifted the corner of

the curtain on an impressive amount of research, studies and

publications in which numerous lecturers, scholars and stu­

dents have been involved since the late 1970s. Thi s resea rch

can be both histor ical in nature or oriented toward the futur e;

it can involve the tradition of the walled garden or the city park,

or focus on the analysis of contemporary terr itorial infra­

structu re, or else experime nt with yet un seen combinations

of programmes and design instruments at the intersection of

architecture, urban planning and land scape. The common

objective in all thes e investigations is nothing less th an the

redis covery of the foundations, idiom an d visual grammar of

landscape architecture .I By investigating the past in this way,

the writers clearly want to contribute to the 'renaissance' and

liberation of a discipline.

Thi s enterprise can in certain respects be compared with

that of the prog ressive architects, who beginning in the r6 th
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century on the one hand surveye d an d descri bed the arch itec­

tural mo numents preserved from Greek and Roman antiqui ty,

an d on the other devoted themselves to the engr aving of grou nd

plans, elevations an d bird -eye views of the mo st notable resi ­

dences built by their contem poraries. Ju st as in tha t time,

relaying the found ation of a discipline today requires bu ilding

up a data bank by m eans of inventorisation and cataloguing

so that comparison an d assessment are ma de possib le. Th e

research laboratory at Delft has chosen to first concent rate its

effor ts on on-the-spot red iscover y of famous examples of

gardens and landscape designs by investigating them with the

means and instruments of design such as map s, measur ements,

gro un d plans, per spective views, but also axonometri cs, d is­

section into layers, and all the othe r procedures of deconstruc­

tion or seq uential analy sis tha t are presen tly possible thanks

to digital technology. All th is work invested in the representa­

tion and in the new an alytical drawings that have been thu s

prod uced is important not only for the discoveries that can

arise from it, or the new hypotheses that one can formulate

about each of the se crea tions, but moreover becau se they are a

tremendous instrument for 'situating' the landscape archi tec­

tonic design and pen etrate the logic of its spec ific achi eve­

ments . It is here that the great strength and origina lity of the

Delft resea rch laboratory's contribution to the histo riog rap hy

and theor y of garden plan nin g unqu estionably lies.

The garde n as represent ati on of the landscape in situ

A qui ck glance through the literature is enough to note that

even the historians, however learned and fascinating their

works may be, ha ve never attem pted working out a to some

degree systematic graphic and exem plary analysis of parks

an d gardens. Leaving aside rare, very speci fic monograph s, in

the literature one finds almost nothing other than rep roduc­

tion s and interpretations of already existing material (grou nd

plans, engravings, bird 's-eye views, 'vues cavalieres '<, sketches

and paintings of all sorts , histor ic photographs, etc .). Beyon d

the fact that their document ary value is sometimes highl y

dubious (and left unquestioned) , these 'ready-made' rep resen­

tations, instead of a veh icle, very often become mirages, ob­

stacles or screens set between the observer (or even the visitor)

an d its object. In these stud ies , the rep roduction of what is

there is at its bes t ph otographic, and one rarely gets beyond

the delineation of a few plans or basic ske tches (often on the

basis of this alread y existing material) in orde r to illumina te

cer tain aspects or facilitate com par ison. On e can concl ude

that the anal yses, characterisation s and interpretati on s which

tradit ional art history offers us (whether thes e are mon um en­

tal or stru cturalist) almost never set about fashioni ng their

own representational devices in order to confront , explore

and reveal wha t their objects (gardens, parks) precisely are,

namely con structed representations. Nor is that often the

subject or purp ose of suc h studies . Rather, their intention is

eithe r to investigate the cultural context - that is to say, the

ideological, technical and aes thetic backgrou nd - on the basis

of which these lan dscape architectonic creations can be inter­

pre ted; or to wander in the ambiguous interface between the

place and its representations , and in the enthralling choreo ­

graphy or conspi ration of the arts (painting, sculpture, poetry,

etc.) for whi ch gardens have so often been the stage. But this

is prec isely where the problem arises. In the historiograph y of

gardens, one can all too easily let oneself be led along by

sources of docum entation from related (and cont ributory)

arts , with which art his torians are nor mally more familiar,

such as literature, engravings, painting and sculpture, etc.

Therefore thi s historiograph y tends to be very 'iconographic'

in nature and to focus primarily on the philosophical thought,

the symbolism in the se ttings, and other sorts of discourses

for which the gard en only served as a background.

In his Eart du Jardin et son histoire , John Dixon Hunt has

ma ster fully de monstrated how this bias for the image is

almost written in the genes of the historiography of garden

architecture, 'which took on real form for the first time dur ing

the celebrated period of the English land scape garden' . That is

to say, it happ en ed precisely at the time ' that the concept of

th e garde n as an au tonomo us form of expression disappeared

almost totally' , and in fact became subordinate to land scape

painting.' Th e great disadvantage of historiography of this

sort is that the art of garden itself, as well as land scape art of

which it is only 'the mos t refined form' , is barely touched

upon . Such an approach passes over what the land scape

des igns fundam entally are , namely a series of territorial repre­

sentations that, in the words of Monique Mosser and Georges

Teyssot , are constructed in situ on the 'interface of architectur e

and topography.'! Thus Hunt calls for the creation of a new

way of shaping theory about writing the history of gardens ,

one which begin s with the acknowledge me nt of this art form

as sui generis. 'Th e foun da tions of an adequate theory mu st be

found in the practice of landscape arch itectur e itself." This is

precisely wha t the point of depa rture has been for the Delft

research laboratory from the very beginning , one which is also

expressed in the subtitle of this book: Architecture and Landscape:

The Design Experiment ofthe Great European Gardens and

Landscapes.

The fundamental in ten tion of the book is summed up in

those few words . Although it is certainl y its inten tion to look

at landscape creations as 'architectures' , and therefore to
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investigate them as design ed, three-dimension al cons tructions

(and not merely as significant compendiums of the visual

culture from a particular period), it does not consider them as

subordinate, or as a subspecies of a discipline that has its real

centre of gravity somewhere else, in the 'building' . In oth er

words, its undertaking is not only to inves tigate what architec­

ture does with the landscape on the evidence of these gardens,

but more important, to inves tigate what influence the land­

scape has had on architecture, and thereby to expose how the

point of departure for an genuine design culture lies in the

conjunction of these two.>

The best evidence of thi s genuine character, demonstrated

throughout the book, is the way landscape creations challenge

the usual tools of architectural repre sentation , such as ground

plan, section and elevation . Gardens - and in particular the

examples discussed in thi s book - pose specific problems of

representation , which can differ from case to case, but may all

be traced back to the peculiar nature of landscape design.

Landscape versus architecture

Before continuing my argument, I would first here briefly

attempt to distin guish this concept oflandscap e design . I

would define a landscape architectonic int erven tion as the

conscious interpreta tion, modulation or transformation of a

given terr itorial situa tion or substratum , i. e. of a 'site '. Thi s

implies of cours e that a good awareness of the previously

existing qualities and potentials of the location involved (in a

formal, material and cultura l sense) is cruc ial to a proper

understand ing of such an in tervention , but moreover, it

means that the way this intervention envisages the world and

the landscape in situ is basically what defin es the meaning

and the devices of the garden. Architecture work s in another

manner. Although every build ing is of cour se located in a par­

ticular spot, its relation to the site involved can in principle be

reduced to a question of situatio n, access, orienta tion and

finally of foundations. Th e site is then nothing more than the

surface destined for the struc ture that is to rise upo n it, which

will peremptorily impose there the logic of its own programme.

Our thesis is that the encounter, the negotiation between th e

site and the programm e. which comes about with every project,

is quite different for a build ing than for a garden. While in

the case of architecture the site is looked at in light of the pro­

gramme, and may even develop from it , we see the opp osite

happen in landscape design: here it is rather the programme

which is envisioned through the site , and may even be inspired

or engendered by it. If one reserves the term 'building' for

architecture , then one is jus tified in speaking of a discipli ne of

'foundation', in order to designate that othe r design experi-
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ment in which a site (an element of the world) is given form ,

featured, staged, and thus translated int o an accessible, live­

able and consistent representation of the world.

It com es as a consequence of this subtle (and nevertheless

clear) distinction between architecture and landscape that a

landscape design is essentially relative to - one cou ld even say

'adjective' to - its subject, i. e. the site to which it confers cer­

tain qual ities, interp retation s and accent s. Hence the necessity,

if one intends to grasp and explain thos e interventions, of

developing oblique tools of cho rography, somewhere between

the ground plan and the elevation . the topographic survey and

the cross sectio n, the map and the axonome try, etc. It is no t

coincidenta l that the bird 's-eye view and the 'vue cavaliere'

were the mo st important methods for depicting the classical

garden: after all they do help the viewer to locallyrelate art and

nature, the intervention and the site, architecture and topography,

on the scale of the whole design . However - even if we leave

aside the delicate issue of thei r reliability - these conventiona l

images are by themselves too scarce, too strictly axial, and

basically unsui table for invest igating the detail of this con­

frontation , tension or osmosis between site and architecture.

In order to account for the spatial, tectonic or atm ospheric

effec ts of landscape design and to understand its specific

me chanisms , one needs to devise othe r methods and instru­

ments. And this is why a handful of histor ians or more con ­

scien tious rese arche rs have been led to fashion their own

tools themselves. Good examples of thi s are the situation

dra wings by Benevolo in La Cattum dell'infinito,7 the series of

sketches that Hazl eh ur st used to study the telescopic longitu­

din al axes of Le Notre 's gardens.f or elementary ana lysis layer

by layer (buildings and earthworks. water, planting) as it is

systematically appli ed by Moore, Mitch ell and Turnbull in The

Poetics of Gardens»

An optical journey in the history and complexity of

gardens

But even through these several independent initi atives - often

the work of architects - one only rarely penetrates to the heart

of the matter. By con fining themselves (in all the me an ings of

the term) within the limits of the intervent ion , they help at

describing the spatial organisa tion of the garden or park. but

less the transformation of the site. As one reviews the examples

mentioned above, it becomes clear how great a leap forwa rd

Architecture and Landscape represents. The writers of this work

have not restricted themselves to using these inventions once

again , or adding many new ones to them. calling on contem­

porary technique s for architecton ic and landscape illustra tion

- something which would in itself have been no sma ll advance.

11
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Through their work at the interface of architecture and topog­

raphy they have moreover developed new kinds of oblique dia­

grams or perspectives through which we understand the com­

plex interplay and dialectics between site and programme

which comes about in these creations. The magnificent prints,

in which the structures of the garden have been drawn in

transparently in the relief of the substratum, as through they

were gigantic fossil ships, are ma ybe the most startling. On

the basis of the three-dim en sional images, the y provide

insight as never before into the subtle process of negotiation

through which those great landscape achievements were pro­

duced . But it is also the diversity of the techniques used in the

book which is particularly strik ing, as if each period, each

style, each culture, and ultimately each site was crying out for

specific tools of description and analysis, and this despite the

well-documented circulation of models and the endless game

of influences, imitations and obvious references upon which

traditional garden historians and scholars love to expatiate. To

my mind, one of the great est services rendered by this book is

that it allows every individual site to speak for itself, in doing

so acting modestly as a guide or an annotated catalogue of sit­

uations: in it the several parks and gardens analysed are not

only dealt with as many significant steps or moments in the

evolution of classical landscape art over three centuries and

thre e cultural styles but also as unique places , where these

developments have accumulated into successive layers , and

formed specific palimpsests.

This great merit of Architecture and Landscape - the way it

combines several perspectives - is undoubtedly relat ed to the

fact that the book is a cooperative project, but can also be

explained by the commitment to bring together results and

discoveries from various investigations that the two authors

had performed independently, in collaboration with others.

Thus three books, each devoted to one of the three important

periods in the structure given (Rationalism/Italy/Renaissance;

Formalism/France/Baroque; Picturesque/England/Enlighten­

ment) formed the background out of which this one aros e.

Their titles are Italian Villas and Gardens (1992)' a collaboration

by Paul van der Ree, Cerrit Smienk and Clemens Steenbergen;

De stap overde horizon (1990) , the dissertation by Clemens

Steenbergen; and Arcadia en Metropolis (1996) , the disserta­

tion by Wouter Reh.?" On the other hand, new studies have

also since arisen precisely from the stimulation and authority

of the book, and can be more or less considered its sequels .

That is particularly the case for The Enclosed Garden, by Rob

Aben and Saskia de Wit, which with the same ambitions

explores the fascinating traditions (barely mapped out so far)

of the cloister garden and the giardino segreto, thereby demon-

strating clearly how these supposedly pre-modern types can be

followed throughout history and how their syntaxes may fruit­

fully be extrapolated in contemporary cities and territories.'!

Towards a genealogy of sub-urbanism

It is of course no accident that these remarkable studies of

European garden and landscape culture come from The

Netherlands. Much has already been written about the artifi­

cial character of the Dutch landscape and the absolutely

unique ability of the Dutch to see and anal yse the landscape

as a human construction. We also know of the exceptionally

vital practice of contemporary Dutch architects, and how

much today's architectonic and urban planning discussion

owes to the theoretical creativity of a handful of Flying

Dutchmen. All thes e circumstances have their part in the

progress that the Delft research laboratory has mad e in the

field oflandscape and its historiography. But there is still

another element of Dutchness there , which is definitely worth

calling to the attention of researchers and professionals who

will benefit from these studies: I have in mind here the will­

ingness to carry out an enterprise cooperatively, the capacity to

place diverse contributions next to each other and link them

one to ano ther, the inten tion to work together even if opinions

in the discussion diverge. Thi s productive discus sion can be

detected not only from the diverse subjects and themes that

the members of the group have chosen to investigate, but also

(for the attentive reader) within Architecture and Landscape. It

functions as the secret motor behind a workshop whose theo­

retical project is strong enough to bear contradictions, to

bridge them or even to feed from them.

I would like to call this sphere of theoretical activity 'sub­

urbanism'. All projects, irrespective of their scale or nature,

which work from site to programme, can be subsumed in

this. The use of the term sub-urbanism has three advantages.

The first is of course that it points at the 'substratum' of our

practice of design and planning, revealing the site or the land­

scape as being the actual subject. the ultimate 'infrastructure'

which the project is about. The second advantage is that it

features this approach as an alternative to urbanism. In the

I50 years that the term urbanism has been used. it has almost

always consisted in reas serting, at the scale of cities and

regions , the primacy of the programme - which obviously is

more congenial to architecture and to the scale of buildings ­

yet without wondering whether such an extrapolation is

appropriate. Finally, the third advantage of this term is at one

and the same time political and historic in nature: namely, the

acknowledgement of the fact that suburbia, this uncertain

state between city and countryside, has simultaneously been
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the birthplace, the experimental garden and even the very

utopia of this particular design discipline which in turn has

amply contributed to fashioning its specific forms and imag i ­

naires, before they started to spread in all directions , even

deep into the cities. Architectti.re and Landscape, by exclusively

concentrating on the great chan ges in the villa suburbana in

Europe, brings clearly this simple truth to light: namely the

fact that the history of landscape architecture in a certain

sense can be char acterised as the application and development

of the concept of subur bia, and that, in a period in which sub­

urbanity in fact has become our condition, one can perhaps

find in this histo ry some of the fun damental components of a

theory which has yet to be fully developed . Architecture and

Landscape, as a space-time journey thro ugh the genealogy of

mode rn sub-ur banism, is thus also, in its own way, a kind of

'retroactive manifesto'.

To conclude , Architecture and Landscape is a must read for

at least two reasons. The first one is that, more than many

other books before , as we have seen, it provides us with deep

insight into the several landscape architectonic ma sterpieces it

discusses . And the second is that the book (almost in passing,

as it were) is instrumental in unravelling the conventional tra­

dition of urbanism , guided and limited by the idea of the city

and the centrifugal logic that flows from it, and posits a sort

of reverse image. In shifting our attention toward those sub­

urban achievements and by looking upon them as genuine

laboratories for another kind of design experim ent, it is ulti­

mately the meaning of spatial design as such that Architecture

and Landscape induces us to reconsider. Stud ent s in des ign

disciplines , whether they focus on architecture, urban plan­

ning or landscap e design itself, can learn a lot - first and fore­

most, to reflect on the subject - by me ntally replaying the sev­

eral geotechnic chess games that this book analyses and

stages for them. By the way, it is not surprising that the chess

board so often played a significant role in gardens. Cannot all

gardens and - in a broader perspecti ve - all territorial situa­

tions be analysed as chess prob lems, brought about by seri es

of previous moves, which one can more or less recon sti tute,

and loaded, vibrating with others, stil1la tent?12
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Dor ic, Ionic, Corinthia n garden.
(Hans Vredernan de Vries, circa 1560)
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Architecture and Landscape 15

The Classic Villa

'Look. Lipsius, r said Langius to his pupil, This is the true
meaning of the garden: peace, seclusion, thinking, reading

and writing.'

Justus Lips ius : De Constantia in Publicis Malis, 1584

This book offers the reader a Grand Tour th rou gh classic

European gardens and landscapes which are the trea sure­

houses of Western landscape architec ture concepts. On ce the

landscape was discovered as an aes the tic category and an

object of architecture, this discovery - to which Renai ssance

gardens bear witness - found its sequel in the arch itectonic

conque st of natu ral space in the French baroqu e garden and

the English landscape garden. The examples selected in this

book give an account of this conceptual conques t of the land­

scape and show how the experimental in terplay between

architecture and landscape developed into an independent

discipline with its own set of instruments.

The discovery of the landscape

At the beginning of the Renaissa nce, between 1458 and 1462 ,

Cosimo de Medici had a villa bu ilt in Fiesole, near Florence,

for his son Giovann i. The local, stee ply curved slope of the

Arno Valley was made habitable by an imp ressive structure of

terraces roughly lOO metres long, and retain ing walls more

than ten metres in height. The terraces were made as large as

possible given the site circumstances and the resourc es avail­

able. By means of the terraces, from the interior the horizon

was shifted toward the panoramas in the valley. Loggias,

arcades and stairs constantly placed the background again st a

measurable foregrou nd. Natural elements such as rocks,

planting and water played a double role. Their material pres­

ence represented the physicality of nature, but the form s into

which they were moulded alluded to the mythic world.

About a century later, in 1570, in his I Quattro LibriAnd rea
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Palladio drew architecton ically designed agricultural villas

which played a role in the reclamation and exploitation of the

fer tile plains of the Po. Throu gh the cultural dimension that

Palladio was able to confer on this 16th-century recoloni sation ,

investment capital was enti ced from Venice to the countryside.

The recolonisation was based on the grid pattern of the old

Roman land parcels; long , poplar-lined roads lent a form al

express ion to the productive landscape. In the middle of the

estate. the villa was optimally access ible and enabled the

land owner to perform his administrative and managem ent

tasks efficiently.

The conquest of architectonic space

Another 100 years later, between r6 56 and I66r , Nicolas

Fouquet , Minister of Finances un der the Sun King, Louis XIV,

commissioned the land scaping of about 500 hectares, for the

bu ilding of his new residen ce in Vaux-le-Vicomte, near Paris.

The whole land scape was reconstructed. Villages were moved ,

hills flatten ed and sma ll strea ms rerouted. The pro jected for­

ma l garden, a wide , straight strip of several kilometres with

large level parterres on the slopes of a valley, neces sitated the

displacement of huge amounts of earth . But through shrewdly

positioning the main axis of the garden diagonally through

the morphology of the valley, the amo unt of earth to be moved

was mi nimis ed. This diagonal positioning of the main axis

optimally exploited the natural bowl form and the movement

of water through the terrain . It created the optical illusion of

harm onious, undistorted spatial depth and perfected geometric

order. The water moved thro ugh this untouchabl e and myste­

rious setting, trickling , spouting, falling and reflecting, pro­

grammed by a hydraulic system pains takingly tailored to the

natura l flow pattern.

The great scenic creation

Still a century later, in 1772, in the Age of Enlightenment ,

Horace Walpole, one of the foremost critics of land scape

design in the t Sth cen tur y, invited his readers to lose them­

selves in the magnificen t land scape of Castle Howard, accord-
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ing to Christopher Hussey the 'm asterpiece of the Heroic Age

of English land scape archi tecture'. He wrote, 'I never was so

agreea bly astonished in my days, as with the first vision of the

whole place... Nobody...had told me tha t I should at one view

see a palace, a town, a fortified city, temp les on high places,

woods worthy of being each a me tropolis of Dru ids, vales con­

nected to hills by other woods, the noblest lawn in the world

fenced by half the horizon, and a mauso leum that would

tem pt one to be buried alive - in shor t, I have seen gigantic

places before, but never a sublime one.'

The central part of th is 'great scenic creation' was formed

by an Arcadian land scape in which architecton ic monum ents

were placed at sceni cally stra tegic positions in one ano ther's

lines of sight. The Temple of the Four Winds, the Mausoleu m

and the Howard Pyram id on St. Anne's Hill, keyed to the

natural morphology in terms of scale and shape, formed a

natural amphitheatre . This composition transcend ed the logic

of rational and form al schemes, which were only recognisable

yet in fragments of the plans. It was no longer possible to

distinguish the mani festations of the architectonic landscape

from the real land scape. The garden dissolved into the land­

scape and became infinite.

With thi s we retu rn in a certain sense to the natura l land­

scape which set off the evolut ion in design. The tension

between architectur e and landscape gave rise to a cycle that has

continued to the present. The rationality of architecture orders

the land scape, but the reverse also appears to be the case.

Landscape assumes architecture, but never allows itse lf to be

entirely captured in forma l abstrac tions . Land scape archi tec­

ture moves constantly between ordering and representing

nature. But this does not yet account for its specific set of

instruments. On what does the design dynamic oflandscape

architecture rest?

The Villa as Spatial Laboratory

The dilemma of tradition

What does history tell us? The Dutch writer Gerrit Komrij

points to the correlation between the concept of the garden and

the history of ideas, to the 'cont roversy between conceptua l

worlds' that is reflected in the gardens of the 16th , 17th and

t Sth centur ies. 'In the conflict between English and French

gardens , which nevertheless both aim at making a world of

the garden, and in the emergence of the pastoral and idyll,

which wished to make one great garden of the world, the con­

flicts, triumphs and misfortunes of classicism and baroqu e, of

Enlightenment and romanticism are reflected , with all their

regional and political nua nces , nuances of national character

and power... The concordia discors, the sublime, the pictur­

esque, Chinoiserie, asym metry, prosiness, sentiment: all the

key words which surface in painting and poetry also play an

important role in the ma nner in which gardens are realised or

idealised in the imagination.'

The classic garde n is the mirror of art, but does it also con­

tain the rules of art? Interviewed in the late zoth century, the

architect Bern ard Tschu mi observed, ' In the second half of the

1970S there was a hu ge gap in archit ecture. There were two

divergent tendencies. Some sought refuge in the history of

architectur e. In order to redefine the discipline they began to

emphasise mem ory, typology [of archit ecture] and the mor­

phology of cities . In this way they returned to the centre. But I

felt - perhaps because of inclination or instinct - that you

have to go as far out as you can. I would never find anything

new in the centre. I can only break new ground at the edge,

on the margin. And what is the margi n of architecture? It is

the point where it touches on other areas... Because I operate

on the boundaries, I believe I can pose real questions. But if I

had gravitated to the centre, to history, then I could only have

du g deeper into that same centre.'

Thomas Schum acher, lecturer in architecture at the Uni­

versity of Maryland, takes the opposing position. 'I see nothing

in schools that pretend to train the avant-garde; a school mus t

teach common architectonic logic.' By way of illustration , he

tells a story borrowed from his dean, about two guns lingers in

the Wild West. One is the teacher, the other his pupil. The latter

challenges his teacher to a shootout, saying 'I think that I am

faster than you, and you have taught me everything I know.'

'Yes,' said the elder, 'But I have not taught you everything that

I know.' Schumacher concludes, 'The great modernists of the

first generation, like Le Corbusier, Wright and Aalto, were all

trained in classicism of one form or another. They learned it,

they went beyond it. and they did not teach it to us any more.'

In thes e two positions we see the outlines of the contempo­

rary dilemma in design research and architectural education.

Is there any sense in going back to the past, to the core of pro­

fessional practice, or should one only explore the margins, the

new problems? Does a designer actually learn anything from

history? After all, as becomes obvious from the interview with

Tschumi, designers are not driven by their knowledge but by

their curiosity. On the other hand, knowledge of the tradition

of the discipline in a broader sense is a precondition for being

able to understand the issues of one 's own time, and being

able to interpret them in professional term s. You will perhaps

not learn how to design by studying history, but without

understanding history you cannot design.
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Typology and invention

If the form of one design resembles that of another in a num­

ber of aspects , one can speak of a typological relationship

between the designs. A 'type ' can thus be conceived as a

scheme, derived from a historic series of designs with a clear

formal and fun ctiona l analogy.

Argan sees them as abstract and reduced forms in which

the powers of understanding and imagination intersect.

According to Argan , typology embodies a specific relation to

his torical experience. In accepting a type a designer takes

existing gener al notions of imagery, and with them implicitly

their ideological significance and content, as the point of

departure for creating a new work. Argan therefore presumes

a continuity during the design process between the 'typolog i­

cal moment' (tradition, convention) and the 'inven tive

moment' (a break with tradition) . In line with this presuppo si­

tion, Rossi, Grassi and Aymonino, for instance, use the struc­

tural analysis of urban building forms when designing, based

on the premise that the rul es of architecture are only to be

found and applied in architecture itself.

Clear typological relationships also exist among the land­

scape architectonic designs analysed here. The y can all be

reduced to the scheme of the classical villa. If we examine the

scheme of the classical villa more closely, however, it app ears

that within this type one can distinguis h very diverse lan d­

scape architectonic compositions . The type represents only

the lowest common denominator.

In spite of their typological resemblances, the compositions

discussed here are unique in many respec ts. and resis t para­

phrase . They cannot per se be related to any new desig n

assignment. But they indeed contain within them selves

design instruments and experimental skills that are still use­

ful today, providing that they are isolated from their historical

context in the righ t way, as an invention, retaining its magic.

Composition analysis

Composition analysis makes possible the recognition of

design tools as origina l invent ions; this accomplished, they

can again be employed and transformed. The dust of cen­

tur ies is blown away through this 'deconstruction' of the his­

torical thought process . Only by this means can one penetrate

into the experimentation and dynamics in the thinking of

landscape archi tecture .

In order to achieve this, the classic gardens are placed in a

new perspective here . They are not discussed as examples of a

certain style or period, as 'period gardens ', as is usually done,

but as steps in a development which shaped land scape archi­

tecture as a design discipline . The land scape architectonic tra-
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dition spans several centuries, during which not only were

works of great beauty created, but in which intelligen ce and

ingenuity shaped the set of ins truments of the profession .

Each Golden Age had its own virtuoso moment, a peculiar

magic with which the world was visualised in a new manner

and regulated archit ectonically.

The exam ples chosen are investi gated at a design /t echnical

level; that is to say, in add ition to history and topography, par ­

ticularly the lan dscape architectonic composition is subject to

thorough investigation. On the basi s of numerous drawings,

the an alyses reveal how these compositions came into being,

how they were constructed and how they function. This per­

mit s design s from differen t periods to be compared with one

anothe r in a mea ningful manner, and allows the concep tual

develop ment and the dynamics of the composition of the

landscape architectonic design to be uncove red.

We believe that the deeper sense , and the real task of schol­

arly research , lies precisely in this, because it helps us to take

leave of the romanticised memo ry of histor ic examples, so

that the dynamism and inventiveness which lies behind them

can again be released. In this way tradition and experiment

can be joined in a voyage of discovery, not on ly to and in the

gardens them selves, but even more through the realm of the

mind, in order to explore the conceptual possibilities ofland­

scape architecture and expan d its range.

A 'corso di disegno'

With this in min d, this book can be read as a 'public lecture' in

conceptual thinking and in the art of spatial design . The

thought process, as it in fact took place, can no longer be

reconstructed ; it is lost in time and history. But it can be

brought to life again by inviting the reader to 'reena ct' the

desig n proces s in his or her own mind, together with the

au thors . In the world of chess , where such reenactments are

quite common, that is called 'learn ing from the grandmasters '.

In this creative play, the readers can experience the experi­

ment for them selves, and in the process make the beauty of

the archit ectonic landscape their own.

17



. "', :ot, '" . /t . / I _ It ..n » .~~,,, _

~ "r'.,.., .·lOn.~
(

-,

.'

- - - -.:-- -.
..

-.. ' ,
_... ..LA



ilia edici

The Boboli Gardens

Villa Ce inale

Villa Gamberaia

•

Cortile del Belvedere

Villa Giulia

Villa d'Este

Villa Aldobrandini

Villa Emo

la Rotonda



V. Quirinale
V. Sciarra V. Belvedere

I Horti FarnesianiV. Lante V. Farnesina
V.Colonna

V. Aurelia V.di Cavalieri di Malta

V. Madama

V. Medici
I

V. Giuli



The discovery of the landscape 21

Arcadia as the urban ideal

The possibility of buildi ng villas arose at a tim e whe n control

of the hinterland by the cities ren dered fortified rural settle­

ments unnecessary. Existing country houses belon ging to the

large land-owning town nobili ty could be converted , and

newly-built villas, built solely for en joying rural life, did not

need to be defen sible. Both types represent the cultural ideal

of rura l life, what was called the villeggiatura.

The beginning of this development, the tran sformation of

castelloand podere into villas, can be observed in 15th century

Tuscan villas. In the villeggiatura, as it matured in Italy from

the quattrocento onwards, a humanist elite breathed new life

into the classical ideal of otium as opposed to negotium, while

remaining within the framework of Christian culture. In the

villa one could recover from the fatigue and obligations asso­

ciated with a high social or ecclesiastical position.

One withdr ew from the town, but not to turn one's back on

it, and even less as a form of criticism . When the arch itect and

theorist Leone Battista Alberti (1404-72) deals in his treatises

with the ideal location for a villa, he recommends sites from

which there is, apart from a view of hills and plain s, also a

view of the town. The villa embodied the en joyment of rural

life, which was undertaken in an urban manner: its construc­

tion, for instance, complemented the concept of the town and

urban palazzo. The artificial arrange ment of nature was deter­

mined by rules dictated by the cultural world of a ru ling class .

Alberti determined the degre e to which the villa remained

essentia lly utilitarian by the social and economic status of its

owner.

During the 15th century the villa increasingly became a

place for contemplation and sensuous pleasure. The Romans
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alread y distinguished between the villa rustica as a farm and

the villa urbana as a spacious country house, to which, in the

warm season, the owner would retreat from his urban domu s.

The letters of Pliny the Younger, with their extensive descri p­

tions of his own villas and the landscapes in which they were

situated , were among the most im portant classical sources to

have had a direc t influence on garden architecture in the

Renaissance.

In classical times Cicero and Seneca associated a peaceful

stay in the countryside with the urban cultu re of study and

philosophy. In 146 2 Cosimo de' Medici ('the Elder', 1389-
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1464) wrote to his humanist friend Marsilio Ficino: 'Yesterday

I went to my villa in Careggi, not to cultivate my land bu t my

soul.' He also made his villa at Careggi the seat of the

Academia Platon ica, wher e Ancient Greek literature and ph i­

losoph y were studied.

Here the huma nists tried, in fact, to combine two tradi­

tions: m onastic cont emplation and pastoral seclus ion. In

Ficino 's concept of contemplation , nature takes a centra l posi­

tion. The ideal place for contemplation was the gard en , where

geome try was a reflection of cosmic order and, therefore, of

divine order. Since , accordin g to Ficino and his associa tes,

virtue is nothing other tha n nature transformed into perfec­

tion, the garden, in which nature was sublimated, was also

the place in which virtu e was nurtured. In Careggi, Ficino

thought, young men could learn moral laws without any

effort. Poetry and int ellectual discipline were as established

here as the sensuous en joyment of nature. It was therefore in

a villa, L:Albergaccio, that Machiavelli completed his II principe

(1513).

One of the books which had a great influence on garden

architecture and its being accepted by the cultural elite was

Frater France sco Colonn a's Hvpnerotomachia poliphili (1499) ,

in which insight into Poliphil us' nature is identified with

ins ight into the secrets of classical culture, espe cially classical

architecture. The development of the villeggiatura and the con ­

trast between vita contemplativa and vita activa went hand in

hand with a cultural reorientation towards classical literature.

Humanist poets , Petr arch in particular, referred to Arcadia

(Virgil) and the mythical gardens of the gods .

In associa tion with specific topoi of class ical literatu re,

nature 'in the wild' was also introduced into the villa, especially

through such elements as the bosco, the grotto and th e

nymphaeum. Ovid's Metamorphoses became an important

source for revealing the hidden meaning of such elements to

the initiated.

The t ransformat ion of the hortus conclusus
The Renaissance villa substitutes the sensuous pleasure of

tangible nature for the symboli c medieval repr esentation of

worldly paradise. In medieval thought the distinction between

celestial and worldly spheres was discernible in the Creation .

The cyclical movement of the celestial bodies attested to the

perfection of the original creation , while in the terrestrial

domain the consequ ences of the Fall had an appreciable effect

on the unpredictable and chaotic movements of nature.

The attitude of hum anki nd toward nature was influen ced

The Ga rden of Ven us as e m bod ime nt of the medieval Hor tus Conclusus
Hypnerotomachia Po/iphi/i. 1499 .

~---======- -~.~

The secrets of class ica l a rchitect ure , from Colo nna's Hypnerotomachia
Poliphili, '4 99
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by the awareness that the latter had been perverted by the sin

of Adam and Eve. In art and architecture there was no ques­

tion of the sensuous enjoyment of nature, but rather of it rep­

resenting the lost perfection as symboli sed in the portrayal of

the Garden of Eden. The archetypical paradisal garden con­

sists of a square plan with a centrally placed tree or spring.

From there four streams flow towards each of the four points

of the compass. They can be regarded as an iconographic rep­

resentation of the four Evangelists, with Christ in the middle.

The individual elem ents have a mystical significance (the Tree

of Knowledge, the [ons salutis, for exampl e) and are linked in a

symbolic-anecdotal manner. Since the garden is a miniatur e

representation of God's Creation in a hortu s cone/usus

(enclosed garden), it follows that the portrayal of nature in art

and architecture is distinct and separate from real nature.

One of the most important written sources on garden

architecture in the late Middle Ages is the Liber ruralium com­

modorum (1305), by Pietro de Crescen zi. Although he does not

refer either directly or indirectly to the environme nt or the

landscape, his depiction of a farmyard and, just beyond it, a

dovecote and an orchard, distinctly evokes a harmonious,

closed life cycle. Although the idea of the hortus cone/usus was

preserved in a specific place in the Renaissance garden,

termed the giardino segreto, the villa concept nevertheless

reflects a fundame ntal change in attitude toward s nature. The

landscape itself is given mea ning in relation to the ideal of the

vita rusiica. Unspoilt nature was an essential part of the villa

programme as a setting for the sojourn of the aris tocracy in

the countryside . At the same time , the significance of the ele­

ments of the garden changed.

Persian and Arab influences manifested themselves in the

13th and 14th centuries as a result of Islamic expansion and

the Crusades. The Islamic garden, like the European medieval

garden, is arranged geome trically, but is, in its layout , more

orientat ed towards sensual enjoyment, expres sed especially in

the water feature s. The medievalfons salutis, for instance,

became the centre of sensuous enjoyment in pastoral poetry

(in Boccaccio's Decameron [1353]. for example). It became a

fountain representing the forces and pleasures of nature. Th e

classical topos of the sleeping nymph beside a spring or grotto

(nymphaeum) was associated with the Muses , the patrons of

art and poetry. It was, after all, to a grotto dedicated to the

Muses that Plato summoned his students for profound con­

versation.

Another important ima ge in which the Christian concept of

paradise is coupled with classical culture is the figur e of

T h [ D IS<OVI'Y Of TH t LA N DS CA PE

Hercules in the mythi cal gard en of the Hesperides. The archi­

tectural interpretation of simil ar classical literary references in

the villa's plan heightened one's enjoyment of nature to the

desired int ellectual and cultural level.

The hidden geometry within nature
Although in the Ren aissance the relationship between art and

science rem ained undivided, a profound change in the way

nature was understood and represented took place in the 14th

century. In the Middle Ages the depiction of nature took on a

metaphysical, symbol ic meaning . The medieval garden repre­

sented both nature and the supernatur al. To Goth ic architects ,

the scientific basis of art was the science of geometry.

Together with Pythagoras, Plato and the neo-Platonists, a long

succession of theologians from St. Augustine onwards were

convinced that 'all is number' . Divine numbers (such as 3,4 ,

7, 12, 40 ) . divine proportions (golden section) and divine

forms (the equilateral triangle, the square. the circle) were

partly derived from Holy Scripture as a secret canon, pre­

served by the guilds and used by the masters in works of art.

In the doctrine of nature corrupted by the Fall, the accent

shifted from corruption to the view that God's orde r is pre sent

in natur e, although concealed in an appa rent chaos. This

order could be exposed by keen observation: Leonardo da

Vinci 's min ute investigations of natural shapes and phenome­

na are examples of this. 'I learn more from the anatomy of an

ant or a blade of grass than from all the books writt en since

the Creat ion', wrote Bernardo Telesio in the first part of the

16th cen tu ry.

According to the philosophy of Marsilio Ficino and his

pupil Giovanni Pico della Mirandola, the two mo st important

protagonists of the Florentine academy of Lorenzo de' Medici,

' the Magnificent' , in this way terrestrial nature became a

means of coming closer to God rather than an obstacle. As art

was directl y connected with science for the Iwm o universale,

the old Platonic concept of art as imitation of nature was

revived in 14th-century Italy, as expressed in the maxim

'Natura ari is magistra est' .

Although Cicero had already rejected the theory of literal

artistic imitation, it was the nee-Platonist Plotinus (c. 205­

270 ), in particula r, who laid the foundations of a new abstract

theory of art: what the artist 'sees' is a reality hidden under

the outward visible appearance of the material world but

asce rtainable through human reason and intuition. By mould­

ing this observation into comprehen sive, visible shapes, he

reveals the harmony concealed in nature. In 15th-century
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Florence, the cradle of political, scientific and artistic experi­

ment, the neo-Platonic idea of the imitation of nature was

stated mathematically. It was Alberti who, in his Dellapittura e

della statua (1436), and especially in his De re aedificatoria

24 (circa 1450), concluded that the mathematical interpretation of

nature is an artistic concept. The study of proportion, based

on the scientific measurement of the human figure, created a

framework for a renaissance of classical orders and propor­

tions.

In Vitruvius's De architectura (circa 25 Be) the proportions

of an ideal human figure, with the navel as the centre of a

defined circle and square, had already been expressed. 'If

nature has formed the entire body in such a way that the

limbs are in proportion to the entire body, it would seem that

the ancients reasonably determined that, when executing a

building, they should also take into consideration the precise

measurements of the parts in relation to each other and to the

entire body [...J. They derived the basic measurements, appar­

ently essential for all buildings, from the limbs of the body,

such as the palm, the foot and the yard.' For Vitruvius it was

the human figure in particular that harboured the secret codes

of natural order and beauty.

In the Renaissance this idea was justified by Holy Scripture,

in which man is called 'the image of God'. As a reflection of

the perfect Creator, the human figure could now be interpreted

in a wider sense, that is to say as an embodiment of the

harmonies of the universe. As such it was a microcosmic

image of the macrocosmos. Thus the architectural plan,

which in turn reflected humanitas, also attained cosmographic

significance. It was a metric diagram in which the hidden

order of nature was made evident.

In Alberti's architectural theory three categories were dis­

tinguished for this purpose: number (numerus), dimension

(/initio), and ordering (collocatio). Favoured numbers were 6

and 10, being, respectively, the ratio of the length and breadth

and the ratio of the length and thickness of a human being.

Ten was the sum of I, 2, 3 and 4. Six was the same as 1+2+3 as

well as 1X2X3. Series such as 2+6, 2:}6, 2+8 etc. were thus

derived. In a graphic sense this preoccupation with small

integers resulted in the search for square grids. Apart from

Alberti, contributions were made to the early architectural

theory of the Renaissance by, among others, Antonio Filarete

and Francesco Colonna. Filarete, too, preferred the square as a

basis for plans and elevations. Colonna used the same source

in order to achieve correct proportions for plans and eleva­

tions by means of square grids.

The ideal city of Sforzinda as a geometric symbol in a landscape
drawn in perspective (Antonio Filarete, circa 1460)

An important consequence of this for villa architecture was

not only the concept that it should be possible to devise an

ideal, proportional system, but also that, above all, the rela­

tionship between villa and landscape, or, in an even broader

sense, between humankind and nature, could be established

within this rational scheme of dimensions and proportions.

As has already been mentioned it was important for the villa

architect to represent natural landscape within the domain of

the villa, and, in addition, to deduce the hidden order from

the chaos nature presented to him. Within the confines of the

garden, which formed the link between landscape and villa, a

game could be played with the representation of nature and

its regulation. Natural morphology was defined geometrically

in the plan of the villa.

In the Tuscan and Roman Renaissance villa this mathemat­

ical model became the new 'aesthetic', designed by the archi­

tect, which, within the domain of the villa, placed the land-

ARCHITECTURE AND LANDSCAPE



Panorama from the Palazzo Piccolomini in Pienza
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A design by the Florentine architect Bernardo Rossellino (14°9-64)
provides an example of scientific data being incorporated in archi­

tectonic form. Commissioned by Pope Pius II, Piccolomini, he
transformed the Pope's native village of Corsignano into a resi­
dence, called Pienza (1460-64) Among the buildings constructed
was a new church which was not oriented in the traditional east­

west direction, but north-south The north facade of the church
casts a shadow on the square laid out in front of it which, when
the sun is at its highest position on either the spring or autumn
equinoxes (March 21 and September 21, respectively), corresponds
with the geometric arrangement of the square Because Pienza
lies at 43' north latitude and the sun's rays on those days fall at a
47' angle, the dimensions of the facade are foreshortened when
the shadow is projected onto the square A ring (ombelico) has
been introduced into the pavement of the square, which IS the
same distance from the foot of the facade horizontally as the eye
(occhio) in the front wall of the church is vertically The degree to
which the facade is foreshortened in the shadow can be read from
this fixed reference point The complex functions as a calendar and a
clock at the same time, with the square as its dial, the tip of the
shadow of the tympanum as the hand, and the ombelico as its centre

June

21 March/September

/
/

19.5)

() Piper, 'Pienz a. over de omgang met de natuur in de stedebouw
van de vroege Renaissance' [Regarding the Renaissance handling
of nature], Forum, 30/', 1986)

a 210m
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scape under the control of human intellect. At the same tim e.

th is determined the position of the villa with regard to the

surrounding landscape. In the model of the Veneto villa, as

developed by Palladio a hundred years after Alberti , thi s aes­

thetic is placed in the centre of the classical Roman trio of

'u seful, beautiful and correct' . In the plan s of his Ven eto vil­

las, which are efficientl y organis ed farms , the functional

(Roman) division of the farmlands them selves is repr esented

aesth etically. thus establishing the villa and the landscape in

one architectural order.

Viewpoint, perspective and horizon
The geometric scheme of the Renaissance plan expres ses the

order revealed in nature by science as a 'divine model' . When

observing spatial attributes of the geometric plan, it should be

noted that its proportions presuppose a subjective point of

view. It is the mathematical cons tru ction of a perspective that

establishes this position and systematically determines the

proportions observed.

Space emerges as an independent condition and is defined

by scientific perspective. The discovery of perspecti ve was

closely related to the discovery of the horizon. Alber ti spoke of

visible objects whose form s were measured in the mind.

Perspective was not considered to be an illusion or trick to

manipu late reality, but rather a hidden order - a mathemati­

cal structure which gave space. and the objects within it.

coherence . Perspective presupposes a vanishing point on the

hor izon . which thus becom es the limit of the composition .

In medieval art the observer was not involved in the math e­

matics of optical space. The ideas of the artist were subject to

the evocation of a spiritual truth . According to Aristotle' s phi­

losophy, place (tapas) was an accessory of the object. Space did

exist, but not as an independ ent aesthetic entity. On the other

hand , Bernardino Telesio (1509-88), in his De rerum natura

iuxta propria principia (1565) . proposed that space and time

could be independent of matter and movement, and therefore

distinguished between locus (the Greek tapas) and spatium.

In Renaissance painting foreground and background,

which were originally independent elements of the picture

plane, were placed in a spatial relationship in experimen ts in

perspective. The optical distinction between foreground and

background, between the scene of action and the land scape

backdrop, was thu s abolished; both were un ited in one spatial­

ly continuous composition. Not only did the landscape, in

which the variou s actions took place, form a spatial un ity, but

it was also suggested that it was accessible. The landscape was

no longer a changeable backdrop; it had become an integral

part of the composition.

In 16th-century theatr e design the que stion of a correct

optical relation ship between painted background and three­

dimensional stage prop s also led to experim ents with actual

built space. The background, however, continued to assume

the form of a painted surface. framed by columns. arches and

bui lding projections. Th e entire stage was orgamsed in per­

spective from a viewpoint at the centre of the auditorium.

Giacom o Vignola (1507-73) maintained that the major

problem in arrang ing a theatrical scene lay in establishing the

correct perspective relationship between the three -dimension­

al stage props and the painted decors. The background should

be con stru cted in such a way that it formed a perspective

unity with the requisites on stage. As with quadratura paint­

ing, this construction had a fixed optimal viewpoint for

observing this illusionist spatial continuity between three­

dimensional reality and the painted picture plane. From all

other points , the illusion varied from being less than perfect

to completely distorted, thus , in fact. concealed. It is only

from the 'seat of the monarch', at the centre of the auditori­

um, that, from the standpoint of perspective construction, the

representation on stage fully revealed its secrets. Guido

Ubaldus (1545-16°7), Scipione Chiaramonti (1565-1652) and

Giulio Troili (1613-85) also had the stage raised higher the fur­

ther back it receded in order to manipulate the appar ent depth

of the stage and improve the view.

Important theorists who tried to rationalise subjective

observation by experimenting with perspective were Alberti

(Trattata della pittura, 1435), Jean Pelerin, alias Viator, (1440­

1524) (Dc artificiali perspectiva, 1505), and Albrecht Durer

(1471-1528) (UntcIWcysung del' Messung, 1525). Leonardo da

Vinci (1452-1519) experimented with it in his paintings and

constructed practic al perspective into a method known as

costruz ione legittima.

The experimental con structions of the first perspecti vists

proposed a new, speculative hypothesis. Whereas descriptive

Euclidean geometry had, until then, stated that two parallel

lines do not intersect , they experimented with a hypothetical

intersection of such lines at infinity (the vanishing point).

Albert i assume d that a pictur e is nothing other than a par­

ticular section of the ima ginary optical pyramid (formed by

the rays of vision from the eye), depicted on a projection

plane. To him, the most important technical problem was to

create a con struction method which systematically correlated

the observer's position with the size and shape of the object

ARCHITE CTUR E A N D LANDSCAPE



Perspective const ruction according to Alberti The optical foreshorten ing is determined
by the intersections of the lines of vis ion with the vertical scene

depicted. Projected onto a picture plane, the size depends on

the observer's distance from this particular plane and from

the object itself. The shape changes according to the direction

of the main line of vision. In his shor tened version of the

costruz ione legittima, Alberti , for the first time, crea ted a

rational and systematic construction method by means of

combining the plan with the front and side elevations .

In quadratura (also called trompe-l'oeil) painting, r6th- cen­

tury Italian artists employed perspective in order to escape

architectural reality. By adjusting the vanishing point and the

hor izon to the position of the observer in actual space , the

observer gained the impression that the pain ted space was an

extens ion of existing reality. On the viewpoint, fixed by per­

spective construction, a continuum of real and illusionary

spaces existed. Renaissance quadratura painters such as

Melozzo da Forli and Andrea Mantegn a tried to manipula te

the actual distances to the ceiling or dome. The latter's spa tial

restrictions were kept at a greater optical distance by illusion­

ary paintings of architecture and the use of light effects (clair­

obscure) . Domen ico Ghirlandaio, Michelange lo and Peru zzi

were amo ng those who perfected illusionary arch itectu re.

Leonardo da Vinci, who meticulously examined the composi­

tion of flora, perfected the pain ting of open foliage. He paint­

ed interiors with powerful looking, towering tree tru nks, their

branches and shoo ts stretching across an entire ceiling that

then resembled an open and transparent pergol a.

In the villa the perspecti val stage ma nagement of nat ural

space became an archite ctural exercise . When the Italian poet,

Francesco Petrarch (r304-74), gave his famous litera ry account

of a completely new kind of spat ial experience (r366), the dra ­

matic occasion took place on the summit of a mountain ,

Mount Ventoux, near Avignon. The extreme remoteness of

the location had reduced conven tional reference points to

meaningless dots in the distance. Whe n all reference points

disappear it becomes impossi ble to measure space. All mo ve­

men t in the panorama, too, is mod ified by the distance and

reduced to nothing. Thus the notion of time, which can only

be measured by movement, disappears . Petrarch 'placed him­

self outside reality' . Reflecting on our world, infinite space

emerg es as an unknown phenomenon; the uninterrupted vis­

tas bring about a feeling of enclos ure on a cosmic scale.

Moreover, to Petrarch, actual physical space was assi milated

into the purely inner perspective of contemplation and poetry.

It is this experience of space which can be recognised in

the villa and which was brought under control by means of

architecture. The villa was always projected agains t the back-
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ground of the lan dscape. This natural landscape was integrat­

ed into the panorama of the villa; it is the setti ng to which the

villa, in the foreground, had to be linked perspectively. It was

still impossible to design this background as a panoramic

landscape of great spatial depth. It was, however, possible to

place it in a perspective relationship with the garden in the

foreground. Framed by a loggia, an arcade or a portico, or dis­

connected by mean s of foregro un d terraces, the panorama

became a decorative an d controllable part of the villa archi tec­

ture. In such a segment of the panorama the hori zon , frame d

by the archi tecture , could be presented as an orderly impres­

sion of infinity. It was not the perimeter of the estate which

was port rayed as the boundary of optica l space, but the natu­

ral horizon far beyond it.

The concept of rational stage management
In the garden the organi sation, conversion and perfection of

the natural elements were carr ied out according to prescribed

architectural ru les . which brought abou t the integrazione sceni­

ca of the villa into the landscape. The villa plan can be seen as

. ~ -- 1-- - - - ----1----"
~.

a rational sche me superimposed on the landscape, in which

those parts of the landscape covered by the scheme are

ordered and intens ified. Thus, at Villa Medici (Fiesole), the

position of the villa in relation to the contour line s of the land­

scape is emphasised by the oblique garden wall in the upper

garden and by the verticality of the terraces in the sloping ter­

rain. The Villa Giulia in Rome is situated in such a way that

its arch itectural axis coincides with the natur al axis of the side

valley of the Tiber in which the villa is situated. It is parti cu­

larly due to the treatm ent of the edges of the garden that the

villa is defined in the landscape. At the Villa d'Este the bound­

ary on the Tivoli side has been treated very differen tly from

the one opposite it, which adjoins the panorama.

Apart from the manipulation of the geometric matrix and

the edges of the plan , the differe nces in inte raction between
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villa and land scape are determined by number, grouping , and

the specific architec tura l treatment of the elements in the gar­

den . In placing the elements of the garden-like objects in a

grid , nature becomes ordered, the interaction with the land­

scape is es tablished and the represent ation within the overall

composition of unordered nature is determined. It is also a

matter of the architect employing a codified sequence of par­

ticular parts. Such a ser ies of elem ents, which recur s in all

plan s, is formed for example by the seque nce casino-parterre­

bosco. Examples of other seque ntial com binations are

nymphaeum-grotto-cascade-reflecting pool, hou se-giardino

segreto-terrace-panorama and loggia-arcade-pergola .

The number of elem ents is limited if they are categorised

accordi ng to formal characteristics: a half-round wall, a

screen, a gate , a reflectin g sur face, a column, a colonnade,

and so on . The sepa rate elements only receive thei r various

meanings through the orga nisation of the garden.

The positi on of the house as an element in the plan is

ambiguous. It is part of the arch itectur al composition , but its

siting in the villa compl ex also coin cides with its symbolic sig­

nifican ce. At Aldobrandini, for instance, the villa is represented

by the facade of the hou se facing the valley, and its relationship

to the landscape is directly determined by the incorporation of

the hillside into the two intersecting tympana. The garden is

situated between the slope and the hou se at the rear.

The significance of the garden as a link between villa and

landscape did not rem ain cons tant, and in Palladio's villas, for

example, a number of shifts occurred by which house and

landscape became more directly involved with each other.

Pallad io's villas were situated in a vast, Oa t, ferti le land scape ,

which did not encourage a direct reference to the Arcadian

ideal of the vita rustica.

In Palladio's agricu ltu ral villas th e garden is a cerem onial

introduct ion to the steps and the piano nobile in which the sta­

tus of the landowner is symb olised. The interaction between

villa and landscape is defined by the way in which the land­

scape itself is organised.

There comes a tim e in the villa-building process, therefore,

when one could ask whether the scen ic staging is still con­

trolled within the plan or whether its organisation has been

taken over by one of the elements of the plan. This is the case

in the introduction of the axis, superimposed onto the land ­

scape.

In the Renaissan ce villa the axis, even when it has become

autonomous to a certain extent, rem ains one of the elements

around which the plan is arranged. When special perspective
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effects have been used, such as those found at the Villa Giulia

or the perspective distortion of the cascade at Villa Aldobran­

dini, the y remain linked to the special development of one of

the parts of the plan .

The point at which the axis became more ind ependen t and

detached from the plan signified the end of the development

of villa architecture as such. and at the same time marked the

inception of new regulatin g principles in landscape architec­

ture related to anot he r conce pt of natur e and its spatial repre­

sen tation in the landscape.

The Appenni no in Villa Prato lini, near Flore nce (1992) Wit h his hand the titan presses on the he ad of a monster spouting wat er. Ins ide the titan there we re grottoes decorated with
frescos At the to p was a fireplace; the smoke escaped t hrough the nost rils of the giant (P van de r Ree)
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History
In Tuscany the villeggiatura was to be found around towns

such as Lucca, Pisa, Siena and Florence, thoug h the latter was

the most important centre. In the 15th century many prosper­

ous citizens built numerous villas on the slopes of the hill s

surrounding the city of Florence. Villan i says tha t the greater

part of the nobility and the rich citizenry used to spend four

mo nths of the year in the countryside. The city dweller s and

the cour t followed a seasonal cycle, moving from town to

coun tryside and from one villa to anothe r. The villas built

around Florence during the Renai ssance suited the already

existing system of the case coloniche, the modest residences in

the countryside.

In 15th-century Florence, it was the Medici family in partic­

ular who were historically important in initi ating the building

of villas in the Arno valley outside the city. Cosimo de' Medici

had the Careggi, Cafaggiolo and del Trebbio villas built by the

architect Michelozzo di Bartolommeo (1396-1472). In the villas

he built the trans ition from castello (castle) and farm to villa is

visible. Lorenzo de' Medici (1449-92) com missioned Giuliano

da San Gallo (1445-1516) to build the agr icultural Villa Poggio

a Caiano and in 1477 he bought Villa Castello.

When in the 16th century a new branch of the Medici fam ily

came into power, their possession s were expanded into an

imposin g terri torial system of villas: Cosimo I (1519-74; Villa

Castello, the Boboli Gardens, Petraia, Poggio Imperiale) ,

Francesco I (1541-87; villas Pratolin o, Marignolle and Lape ggi)

and Ferd inando I (1549-16°9; villas Artimino and Montevetto­

lini). The choice of new locations was determined by general

econom ic, political and speculative con siderations. Further­

more, a view of the town (the centre of their power) and a

VILLA MEDI CI

Villa Medici Fresco in Santa Mar ia Novella , Florence
(Domenico Ghirlandaio , 1486-9 0)

view of their other property played an important part. The

villas were preferably situated in each other's field of vision.

Those that were not actua lly visible could be admired in paint­

in gs in the interior.

According to Vasari, the Villa Medici at Fiesole was built

between 1458 and 1462 . Built for Giovanni, son of Cosim o de'

Medici 'the Elder ', it was also designed by Michelozzo. A fresco

in the San ta Maria Novella in Florence by Domenico Ghirl an­

daio (1449-94) depicts the villa in what was possibly its original

sta te. The eastern loggia of the villa is shown as havin g four

arches, while the terraces, also on the east side, are entirely

bounded by retaining walls. Agnolo Poliziano (1454-94) wrote

a poem, Rusiicus, about the villa and , in a letter to Marsilio

Ficino , praised its location, the local clim ate and the view. In

1671 the Medici fami ly sold the villa.
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Villa Medici , ground plan

Based on the evidence of the few available sources, includ­

ing drawings by Zocchi of 1744 and by Buonaiuti of 1826,

Bargellini , among others, sur mised that between these dates

the villa had undergone some changes. The villa was at the

time owned by Margaret. Lady Orford (from 1772), and by

Giulio Mozzi (from 1781). The part of the house located north

of the corridor would have been built during this period. This

assumption is supported by the fact that the southernmost

loggia-arch in the east facade was bricked up in order to

restore the balance of the facade. Geymuller and Patzak also

assumed that this arch had been bricked up . In another draw­

ing by Zocchi of 1744, cited by Bargellini and her followers ,

the western loggia still has three arches, which makes it prob­

able that the present fourth (northern) loggia-arch was added

later. It is also possible that during the same period stables

and a coach house were built at the eastern entrance of the

garden and connected with the Via Fiesolana by the construc­

tion of a viale (drive). The edges of the eastern terrace must

have been reconstructed at the same time. Around 1850

William Blundell Spence became the owner of the villa and in

1860 he enlarged the viale. At the beginning of the zoth cen­

tury, Lady Sybil Cutting-Scott-Lubbock bought the villa. She

had the library on the piano nobile refurbished. At that date

the garden was also restored by Cecil Pinsent and Geoffrey

Scott; they designed the buxus parterres on the west terrac e

and the lower terrace. In 1959 the villa was bought by Aldo

Mazzini , whose widow still occupies it.

Pliny's landscape t heat re
The northern and eastern slopes of the Arno valley rise to

more tha n 700 metres. On the southern side of the valley the

terrain is less accentuated. In antiquity Pliny the Younger had

already described this natural space as a gigantic amphitheatre .

The panorama extends to 15 kilometres from east to west and

8 kilometres from north to south. From the villas, which are

situated at an ideal height of 50 to 150 metres above the valley

floor, this panorama was observed from visually strategic posi­

tions. Thus the Florentine landscape was spanned by a network

of lines of vision, with the town of Florence as an integ ral part

of the panorama.

Yet the town also plays an active part in the architectural

development of the natural space in which it is situated,

thanks to the town-planning of Brunelleschi (1377-1446) in

Florence. This is most clearly expressed in his design for the

dome of the Santa Maria del Fiore Cathedral in Florence

(1418-46), the shape of which expresses perspective equilibrium
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and continuity. From whatever side it is observed, the dome is

identical. With this dome, Brunelleschi achieved not only a

new coherence and spatial un ity within the town plan, but

also provided a reference point for the town from the sur­

rounding landscape and hills. This is indicated by the numerous

toponyms in the Florence area, such as L'apparitd and Lappa­

ren,za, which are at points from which the city is revealed by

the dome 's outline. The dom e also attested to the historical

significance of a city with new cultural and political pre stige,

which controlled an extensive terri tory. Its 'shadow' had to

'cover' not only the Florentines but also the other inhabitants

of Tuscany. The dom e has the ideal shape with which to relate

the town in its totality to the horizon of the su rrounding hills,

on which the natural dome of the sky seems to rest. In thi s

sense Brunelleschi's dome transforms the natural landscape

into an archit ecturally determ ined space.

Site
The villa is situated at a height of aroun d 250 metre s above

the Arno valley, in which, about 5 kilome tres fur the r on , the

old centre of Florence is situ ated. On the site of the villa the

undulating foreground changes into a steeper, south-facing

hilltop (325 metres), against which the southern facade stands

out convincingly on its found ation of terraces. A southern

exposure of the garden was recommended by the theorist

Pietro de Crescenzi. The slope protects the villa agains t the

cold north-east winds in winter. In summer the sea wind can

brin g cool air from the west. The buildin g is aligne d with the

points of the com pass and at an angle to the na tural slope.

This slope, therefore, closes the field of view to the east ,

whereas the buildi ng is orientated towards the Mugnone side

valley and, across that, toward s the distant line of the Arno

valley. In the transverse direction the scheme is laid out like a

balcony overlooking the source of the Arno valley to the south.

The view is in accordance with what Alber ti later recommend­

ed. Cosimo , however, was not particularly happy with it. He,

more than his son, believed that the view should really be part

and parcel of his country proper ty.

Plan
The villa consists principally of two levels. The uppe r level is

formed by the extensive north terrace, which is now reach ed

via the viaie. This level is joined to the piano nobileand the two

loggias of the house. The lowest level consists of the sout h ter­

race, which today is bounded by coach houses on the east and

west sides . The total difference in height between the north
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and south terraces varies from II to 12 metres and is su pported

by mea ns of a ma ssive retaining wall with a pergola running

along it.

Inside the garden it is impossible to move from one terrace

to ano ther. Apart from an outside path that now meand ers

down along the viale, the two levels are only connected to each

other ins ide the hou se. A long, singl e flight of stairs descends

one storey from the corridor to the level of the garden rooms

on the sou th facade. The narrow terrace in front , the west ter­

race and the res t of the basement comprise an int ermediate

level situated roughly halfway between the highest and lowest

terr aces. On this level there are large French windows in the

south facade. In the west facade of the basement there are

only sma ll windows. It is striking that the ceremonial en trance

to the villa in the west facade is not directly connected to the

piano nobile. The north-east part of the basement is carved out

of the rock and consists of storage space linked to the kitchen

by a service staircase.

Ben eath the east loggia on the piano nobile is what is now

the most com monly used entrance to the house. From here a

lon g off-cent re corridor leads dire ctly to the west loggia. The

central position in the floor plan is occupied by the rectangular

salon. North of the corridor are the din ing room and kitchen,

the latter being connected by a service staircase to an in ter­

mediate floor above and, subsequently, to the second floor of

the villa. The facades of the piano nobile are largely defined by

the loggias . The north facade is closed, apa rt from a few high

windows an d a small service entrance. The second floor of the

hou se consists mainl y of bedrooms. Above the din ing room

and kitchen , adjacent to the intermediary floor beneath , are

separate living quarters for the servant s. On this floor all the

facades are defined by fairly small, ident ical windows. Several

windows have been bricked up from the ins ide. Generally

speaking , the present state of the facade is remarkable for its

lack of any system . In the existing west facade only the cere­

monial entrance is symmetric.

Geometry
In the villa plan a certain dimension , which we shall call A,

appears to occur regul arly. A turns out to be approxi mately 4.9

metres. The present plan of the ent ire piano nobile is SAby

SI/3A. Excluding the area with the dining hall north of the cor­

ridor, which was added at a later date, the floor plan meas ur es

SA by 4 A. This rectangle can be interpr eted as bein g com posed

of two squa res, each 4A by 4A, with an overlap of 3A, which

takes up precis ely the cen tral part of the house, while the
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North-south section with view of the east facade .

Floor plans of the souterrain .
piano nobile and the upper
storey

loggias with a dept h of A are not included . Likewise. if a certain

strip on the north side of the villa is omitted, the plan of the

north and south terraces together measures 9A by r4A, from

the rear wall of the east loggia to the rear of the halfround

wall and hedg e on the top terrace. This rectangle , too, can be

explained as consisting of two squares, each 9A by 9A, now

with an overlap of 4A. The north-south axis, which formally

connects the two terrac es, is situated centrally and symmetric­

ally within overlap.

A, which functi on s in the house as a margin and which

accommodates the depth of the loggias, therefore appears to

have a similar role in the garden. The geometric systems of

the house and of the garden overlap each other by this dimen­

sion A (the depth of the east loggia). Furthermore, A can be

recognised as the margin of the half-round hedge at the end

of the upper terrace. A is also the depth of the pergola along

the retaining wall between the north and south terraces. Even

the main dimensions of the east facade (wall height 2A and

width 4A) seem to fit into the geometric system if its northern

part is omitted.

It is clear that some parts of the present villa plan do not

conform to the hypothetical geometric system of squares. This

is especiall y the case with the strip on the north side of the

villa. Bargellini and her followers had already assumed, on the

basis of their historical research, that this northern part of the

house had been added in the 18th century. This is confirmed

by the geometric interpretation of the villa. It now seems safe

to suppose that at the same time the changes were made in

the 18th century the ent ire garden edge was also shifted north­

wards. With this a zone of varying width was created which

enabled the irregularities of the hillside to be accommodated.

The levelling oper ations associated with the construction of

the vialealso led to modifications to the edge of the east terrace.

Except for the north-south axis, the patterning of the upper

terrace does not comply with the geometric system and is prob­

ably also of a later date.

In short, the original ground-floor plan of the villa can be

seen as a system of squares: two small ones in the house and

two larger ones in the garden. Further refinement of the analy­

sis shows that the large squares in the garden appear to be

constructed from the basic square (module) found in the casino

(4A by 4A). The salon and the north-south axis (elements of the

central plan) are situa ted in the overlaps of the squares. Incorp­

orated into the margin , whose width is A, are the transitional

elements: the west retaining wall, the two loggias, the winter

and the summer houses on the terrace and the pergola.
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The hypothetical geometric system can be seen as a dimen­

sional scheme in which the connection between the plan of

the hou se, the garden and the landscape could be controlled

mathe matically. It is a means of rationalising this connection.

In the following section it will become clear that the eleme nts

defined by the geometry of the plan also play a leading role in

the spatial integrazione scenica of the villa.

Integrazione scenica and composition scheme
The parts of the villa which in the previous geom etric model

were distinguished as esse ntia l elem ents must now be placed

in their spatial con text. In what manner do they form a coher ­

ent architectural system , and how is the particul ar location of

the villa, with regard to the panorama, determined?

The formal interaction between the villa and the landscape

is furth er determined by a nu mber of architectura l compo­

nents or elements with their own form and position . If we

term the elements that play an active role in the stag ing of the

villa in the landscape the active composition elem ents , then

both architectonic elements and garden elem ents will be

found among them . The arch itectoni c elements are the rock­

cut cellars. piano nobile, salon, loggias, niche , belvedere and

the architecton ic screens . The garden elements are the spr ing

or nymph aeum, stair, reflecting pond, terraces and the pergola

or stoa. These elem ents are placed in a co-ordinating orthogo­

nal mat rix, distributed over the terraces. Although the house

has no central place in the plan, it occupies the key positi on in

a mu tual linking of the separate eleme nts into one coherent

composition.

In the salon, which has no windows in the outer facade, the

villeggiatura is repr esented by paintings. The feeling of enclo­

sure is not really overcom e, however, by the land scape painted

on the walls: there is still no connection between the natural

perspective of the salon and the perspective of the frame d

paintin gs. The salon is directly connected to the loggias by a

corridor. Because of the low situation of the west terrace the

panorama from the west loggia has no foreground. The

panorama itself is deep and lacks architectural features to

lend scale to the space. This causes the meeting of the villa

and the natural space on the west side to appear as a con­

frontation.

At the other end of the corridor is the east loggia. This is

moved southward, downhill from the west loggia. The east

loggia looks onto the north terrace, which , sloping upwards

from the loggia, present s itself as an enclosed garden. In the

present layout the east-west direction of the terrace is accentu-
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ated by the symme tric location of a niche and belvedere at the

rear of the giardino segreto. These correspond, respectively, to

the corridor and the door in the bricked-up loggia-arch of the

house. On the rear wall of the belvedere is a painting repre­

senting the actual scene behind it.

It is possible that th is device was intended to sugges t the

view from the garden, while at the same time obstructin g the

actual view from the viale in the garden. In the middle of the

north terr ace the east-west direction is pierced by a transverse

axis of symmetry, which begins at a spring. It is an incidental

reference to the southe rn pan oram a, which, from here, only

appe ars as an indefinite space without any scale.

To return to the corridor in the hou se, the descending steps

an d garden rooms form the first links in the connection with

the south terrace. However, the most important spatial link is

the pergola, situated high up along the massive retaining wall,

between the north and south terr aces. Visually enclosed by

ramp s at each end , it is a shady porch facing the southern

panorama. Apart from the framing effect of the columns, the

view is given depth by the carpet-like foreground on the south

terrace. On the terra ce, topiary and terracotta pots containing

sm all citron trees provide the pan orama with a readable scale

and sub division. Bru nelleschi 's dome in Floren ce is. after all,

clearly visib le from here. Thi s gives the natural space of the

panorama an archi tectural definition. It may be said that the

spatial system of the villa cons ists of three levels: the salon,

the garden and the pan orama. Inside the house itself these

thr ee levels are connected by the corridor, two loggias. the

staircase and the garden room. The panorama is of the new

spatial type which had to be integrated into villa architecture.

The extended terrace and stoa are the classical means which

have been used to control this natural space. In Villa Medici

this later al structure is only incidentall y intersected by axial

eleme nts. This serves to direct the view, which is not yet fixed

by, for example. interventions in the pan orama itself.

Observatory and labyrinth
The plan of the villa is determined by two main directions. In

a west to eas t di rection the most important garden eleme nts

are the west terra ce lying on the lower side valley of the Amo:

the west loggia; the eas t loggia with its large upper terrac e,

which has been mo ved southwards; and the curving mountain

slope, still further to the south, with the entrance drive (viale).

The west terrace, apart from its northern strip, com prises a

grass parterre with box dwarf hedges and four high column­

shape d trees (Magnolia grandiJIora). At the foot of the east
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Villa Medici, integrazione scenica .

Foreground and panorama (Photo G Smienk)
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front, on the elevated northern terrace that slopes upwards in

an easterly direction, is natural stone paving and, further up, a

grass parterre. This is terminated by a small wall with a holly

hedge running along it at the now eastern entrance to the garden.

The parterre is divided into three sections, each one smaller

than the other. In the section by the east front of the house is

a Magnolia grandiJlora, while in each of the other two there is

an old Paulownia tomentosa that provides shade in summer.

Grass parterres with (fruit) trees were mentioned, among

others, by Colonna in his Hvpnerotomachia poliphili. At Villa

Medici these trees are integrated into the natural vegetation of

olive trees and cypresses (the bosco) of the mountainside out­

side the garden. In their mutual cohesion and as a visual,

west-east series, the parterre, hedge and bosco can be seen as

pictorial gradations of naturalness. The most important ele­

ments of the garden in a north-south direction are symmetri­

cally placed on the axis, which links both large terraces geo­

metrically to each other. The northern garden wall is covered

in ivy, while roses have been planted in the border running

along it. The transverse axis begins on the northern terrace at

a small natural spring in the middle of the northern garden

wall. It ends at a round reflecting pond in the centre of the

south terrace. Halfway along are steps linking the level of the

pergola along the retaining wall with the lower situated south

terrace, which is also divided symmetrically into four parterres.

The centre two consist of grass bordered by box, while the two

outer ones are filled in with various clipped box patterns.

Calendula officinalis have been planted between the low box

hedges . Box parterres are mentioned by Alberti when quoting

from the descriptions of Pliny the Younger. Colonna also

refers to them in his Hypnerotomachia poliphili. Such parterres

were planted, among others, with aromatic herbs, such as

basil, thyme, myrtle and marjoram as well as violets.

According to some, the patterns of the box parterres refer

to the ideal plan of a city. Four clipped Magnolia grandiflora

grow in the middle parterres, while cone-shaped Laurus nobilis

can be found in the two outer ones. The pergola between the

north and south terrace is overgrown with Campsis radicans,

while the walls of the coach house are covered with Wisteria

Jloribunda and Bougainvillaea. In the summer small orange

trees in large terracotta pots on stone pedestals are set out

along the parterres. In their mutual cohesion, the elements

placed symmetrically on the axis form a water system (spring­

steps-reflecting pond) that incorporates nature into the estate

in a tangible and pictorial way.

The overgrown elements and the water series have been
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Reconstruction of the east facade

integrated into the geometric and spatial system of the villa,

so as to form a composition of poetry and reason in the

labyrinth of nature.

A rational prototype
The Villa Medici at Fiesole was one of the first villas in

Tuscany in which the cultural ideal of country life was separat­

ed from the traditional context of farm and castello and

evolved into an independent architectural form. In the house

this is shown most clearly in the way Michelozzo made use of

the loggia, a traditional element in Tuscan farm building, as a

separate element added to the exterior of the house.

A second aspect that distinguishes Villa Medici as an inde­

pendent architectural type is the scale and the shape of the

terrace structure. This must have involved the usual technical

and financial problems which arose when dealing with the

steep, poorly accessible slope. The ground is also entirely

unsuitable for agriculture. This all suggests that the choice of

location must have been determined primarily by social, visu­

al and climatic factors. The terraced construction of the villa

was possibly inspired by Pliny the Younger's description of his

terraced villa. When visiting the villa one is struck by the fact

that these two elements, the loggias and the terraces, still

occupy key positions in the architectural effect of the villa's

interaction with the landscape. The 18th-century modifications

discussed earlier do not seem to be of overriding importance

as they do not really affect the original integrazione scenica of

the villa, but in some respects actually reinforce it. The villa

remains one of the first and clearest examples of the new way

of thinking about nature, geometry and space in the quattro­

cento: a rational prototype oflandscape architecture.
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Palazzo Pitti, Boboli Gardens and Belvedere fort in 1599 (justus Utens)

Between 1450 and 1465 Lucca Pitti had a number of houses

along the Via Romana in Florence demolished in order to

build a palazzo with a piazza in front, designed by Brunelleschi.

In 1550 Grand Duke Cosimo I de' Medici's wife, Eleonora di

Toledo, bought the palazzo. Behind it, on the slopes of the hill

of Boboli, a garden was laid out after a design by Niccolo

Tribolo (1500-50), who, at the same time, was working on the

Villa Castello. Tribolo had water conducted from the Porta San

Giorgio in order to make a spring in the garden.

After Tribolo's death in 1550 Bartolomeo Ammanati began

extending the palazzo and, in 1558, building the cortile and its

grotto. In 1565 the Palazzo Pitti was connected to the ancient

Palazzo della Signoria in the city centre by a covered, raised

walkway,which went over the Ponte Vecchio, along the Arno

and through the Uffizi. The walkway was designed by Vasari

to mark the wedding of Francesco de' Medici, the son of

Cosimo I. It forms the tailpiece to a century of developing the

relationship between the city and surrounding landscape.

Villa and urban expansion
The original Roman centre of Florence (59 Be) is rectangular

and as a templum (holy plan) orientated in the traditional

north-south manner. The city lies in the valley of the River

THE BOBOll GARDENS

Arno, which flows in a northwest-southeast direction. This

orientation is emphasised by the layout of the Roman settle­

ment, which is charted across the entire valley as a frame­

work. The cardo maximus (axis) of this settlement grid is at

right angles to the river, while the decumanus maximus (trans­

verse axis) runs parallel to it. These orthogonal axes form the

basis of the landscape divisions in the valley. The landscape

grid has a module size of roughly 2>400 square Roman feet

(710 square metres). The north-south orientated heart of

Florence appears in this grid as a rotated rectangle and lies

where the main and transverse axes of the grid intersect. This

is the strategic point where the most important tributary, the

Mugnone, flows into the Arno, the valley widens and the river

can still be crossed. In later city planning the landscape grid

was 'translated' into streets and incorporated into the city so

that the town plan lost its autonomy in relation to the land­

scape. From the 13th century onwards the appearance of the

city changed radically. New city walls incorporated huge

chunks of the settlement and the Arno into Florence. The

guilds also commissioned Arnolfo di Cambio (1232-13°2) to

build two important new centres within the city. To the north

of the old city, work began on a new cathedral, the Santa Maria

del Fiore on the Piazza del Duomo (started 1296). Just outside
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The Boboli Gardens in Florence and the 16th -centu ry
urban cere monial circuit

Ercole e il Centau ro
2 Equest rian statue of Cosimo I
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Plan of the Palazzo Pitti and Boboli Gardens .

A Original layout
B Viottolone and Isolotto by Alfo nso Parigi (1618)
C Giardino del Cavalieri (1670)
D Kaffeehaus (1776)

the southern boundary of the Roman city, Arnolfo built the

new Palazzo della Signoria (12 99-131°) for the city council on

the piazza of the same nam e. Th e new buildings were lin ked

to each other by the Via dei Calzaiuoli. During a process of

demolition, relocation and renovation spanning the 14th cen­

tury, in which aesthetic motiv es played an increasingly domi­

nant role, the Piazza della Signoria was made into a ceremonial

squa re. The north and south sides of the square are orientated

according to the grid of the city, while the west and south

sides follow the direction of the landscape grid . The dialectic

between the two system s comes together architectonically in

the walls of the piazza.

In 1540 , when the rul ing Medici family mo ved thei r place

of residence to the Palazzo della Signoria, Cosimo I had the

idea of bringing togethe r the mos t important ma gistrat es of

the city in one complex. For this pu rpose he designed the

Uffizi (begun 1560) , a 'street' of administrative buildings

erected where there was an opening in the Piazza della Sig­

noria leading to the River Arno. Longitudinally the stree t, with

its severely arranged layout and walls, functions as a 'telescope'

especiall y in the direction of the river, where a large open por­

tico fram es the hilly landscape with the Boboli Gardens on the

opposite bank of the Arno. The landscape is thus incorporated

into the town in the form of a picture. The 16th-century paint­

ings in the Palazzo Vecchio depicting, among others , views

seen through the town and panoramas across the land scape

have now becom e reality - a reality which is physically acces­

sible via Vasari's walkway to the Boboli Gardens.

The balcony garden
The Boboli garden was adorned with statues during the cele­

bratio ns of the wedding of Francesco de' Medici. The coniie

served as an open-air thea tre, while the larger stone amphi­

theatre , linking the garden to this, is ascribed to Bernardo

Buontalenti , who worked on the garden from 1583 until 1588.

He also designed the Grotto Grand e to the north-east of the

palazzo. From r620 to 1640 Giulio and Alfonso Parigi further

extended the palazzo . It was then that the basco - on the top of

the hill at the end of the garden axis - was felled. A second,

even larger am phi thea tre was created, consis ting of grassy
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The plan of the centuriatio, Arno Valley, Florence, The cardo and
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Topographic map of Florence, 1:100 000,1 956
(Instituto Geografico Militare)

terraces (this theatre is no t shown on the Utens lunette of

1599 ), which was use d for im portant festivities. The niche

with the Medici coat of arms at the termination of the garden

axis was replaced by a stat ue of Abundance by Giambologna.

Alfonso Parigi also extended the garden westwards. Up

unt il then the garden had been bounded to th e west by the

city wall of 1544. Parigi laid out the Viottolone, th e long

avenue which descends to the Porta Roman a. Originally the

avenue was overgrown like a tun nel, as many of the paths still

are. It was later planted with cypresses . Th ere were also laby­

rinths along both sides . Th e isolotto (island), wh ich was very

similar to the one at the Villa Hadriana, was cons tru cted at

the lower end of the Viottolone.

The two non- aligned wings of the palace, called the rondo,

were built between 1746 and 1819. In 1860 the palazzo became

the property of the Crown. In 1919 Victor Emmanuel III

presented it to the Italian State.

The colossal dimensions of the Palazzo Pitti, m ade possible

by the rock foundations, were kept under control by Brunell eschi

by means of the square modular structur e of the facade. Thi s

TH E BOBOU GARD EN S
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dimensional system was also followed during the later exten­

sions to the palazzo.

The building is symmetrically placed on the axis, which

ascends the hill from the north-west to the south-east. On the

axis are situated (from below to above) the piazza on the Via

Romana, the palazzo, the cortile, the Artichoke Fountain, the

first (stone) theatre, the Neptune Fountain and the second

(green) amphitheatre. The piazza was used to introduce a

sense of distance from the Via Romana, and Brunelleschi's

facade was placed against the background of the wooded hill.

Entrance to the cortile, which is cut out of the rock, is via the

archway at the centre of the ground floor of the palazzo. The

rock base remains visible on the garden side because of the

grottoes of Moses, Hercules and Antaeus which have been cut

into it. From here steps lead up to the garden on the hillside,

which can be surveyed from the (former) loggia of the central

axis on the piano nobile. The cortile and the first and second

theatres are not only placed above each other, they also

become successively bigger so that they appear to be the same

size and suggest a vertical plane facing the loggia. The first

amphitheatre, with its elongated curved shape, seems visually

to be a continuation of the palazzo's piano nobile. Its height is

such that the rear facade of the palazzo acts as stage scenery

and determines the view in the direction of the town. It is

only along a diagonal line of vision that the sacred and politi­

cal poles of the city of Florence become visible: Brunelleschi's

dome and the campanile of the Palazzo della Signoria. From

the large upper amphitheatre the palazzo is reduced to a neu­

tral screen concealing the ancient city: only the campanile of

Santo Spirito protrudes above its roof. The Arno valley with its

hills, however, is visible above this screen.

The sequence of spaces provided by the theatres, which

seems to culminate at the top of the hill, is given a surprising

sequel. The view back over the palazzo and the city shows the

garden united with the natural arena of the Arno valley. This

'periscope' effect is a way of siting the urban palazzo as a villa

in the landscape. The staging of Brunelleschi's dome from the

first theatre and the landscape from the second has the addi­

tional effect of separating the observer's optical experience of

the landscape from that of the city. In contrast to the sequence

oflevels, spaces and dimensions on the axis of the palazzo,

the Viottolone forms a continuous link with the Porta Romana

and the Villa Poggio Imperiale outside.

Before the construction of the stone amphitheatre, the cor­

tile was used as a theatre. It was there that a famous nau­

machia took place in 1589, for which the court was flooded in

The Uffizi portico as viewing Window between the city of Florence and the land­
scape The buildings on the opposite bank of the Arno are of a later date
(Photo P van der Ree)

order to form the stage for a sea battle between Turks and

Christians. The garden against the hillside then served as an

informal tribune for this extravaganza. In the large green

amphitheatre mounted, costumed pageants were held, such as

II Mondo Festeggiante, for the marriage of Cosimo III and

Marguerite-Louise d'Orleans in 1661. On that occasion

Cosimo himself, in the role of Hercules, commanded the

knights. At least 20,000 people must have been present at

this spectacle on Florence's urban balcony.

ARCH ITECTU RE AN 0 LAN OSCAPE



49

Palazzo P,III and the' b d. rI ge over the Arne rAerial phOIO P .. V,In BolhLIl , /P and,on l

r u r nOflO I. 1 G A fl lJt N$



The Piazza dellathe urbs and th Signoria In Florenc
urbs, the other ~ city expansion Tw:' on the boundary bet
centuriatro wo and the Ufflzi foilsides are In the gnd ~eenow the one t 0 thenation of the Piazza della S' .ignona and Uffizi

A
B
C
D
E
F
G
H

Piazza della SUffizl Ignona

Arno
Fortezza di SM '
BoboliGardens ana
Centuratio
Dom S MariVia d . C na del Fiore

el alzaioli JU~\'
vL~'

2

={ ,r;
, 1/ ' . • ,J

Loggia dell S ' II~ IB~rl"I""" ,":,, ~,:o;:,~ ' -J I ~ ,----------
C e a Signoria e Palazzo l :';1 I

om" '~ Loggi of the Uff ;'J.
S Cecilia and Lo121. . ~- " C

F 5 Romolo ggia del Pisani .J
G Tribuna d II ~ I "H C e a Mercan . ~

onn ection b zta ~
Palazzo dell estween the ,,,,. ~~.
Uffizi a igno ria and :;'c: ~ ,

1 E " . I "'=',

(6~aest~ialn statue of Cosi " -; ~~.;
2 N m 0 ogna) mo I .'. . •

3 Deptune fountain (A --; : ;
avid (Michela mmanati) :0=: ~ -~

4 Ercole and Ca ngelo) t: ::~co (Band inelli) ~> 0 ; "1, ~ ' , ' ''' L
~.~

I

AR CH ITECTURE AND LANDSCAPE



Florence: ground plan and e levat ion of the panorama
from the furthest point in the Boboli Gardens The depth
of the panorama is about '5 kilometres The vertical sca le
is exaggerated in the bottom profile

View back from the furthest and highest point in the
Boboli Gardens In the 16th century the city was not
visible in the panorama above the palazzo

Florence . s igh tline s bet ween th e Sob oli Garde ns an d th e city

Palaz zo Pitt i

Dom e of S Mar ia del Fio re
3 Campa nile o f S Spirito
4 Campanile o f the Palazzo de lla Signoria
5 Uffizi
6 Fortezza di Belvedere

.:Ii!:.lJ

"'"

\

T H E BO BO LI CA RDEN S





The Arno Val ley and Brunelleschi 's dome

53

Villa Gam beraia lies near Settignano, several kilometres east

of Florence. The villa is sited at a lower level than Villa Medici,

at a height of about 100 meters. where the north-south orient­

ed side valley of the Mensola opens into the larger Arno Valley,

filled with olive trees.

In the 14th centur y a farm which belonged to the monas­

tery of San Martin o at Mensol a stood on thi s site. In 1592

Domenico di Jacobo Reccialboni sold the house to Giovanni ,

the son of the fam ous architect/ sculptor Bernardo 'il Rosse!­

lino', pup il of L. B, Alberti. Through the renovation s and ex­

tensions this house then acquired the name of a .Palagio di

Camberaia', which perhaps refers to a nearb y fish pond with

crayfish (gamberi) . In an inscription from 1610 the creatio n of

the villa is ascribed to one Zan obi Lapi, who se heirs claimed

the property on his death in 1617. The Lapi com pleted the villa

and chapel. and particularly expan ded the water system with

new supply pipes and reservoirs. Th e garden was cons truc ted

between 1624 and 1635.

The villa came, with its accompa nying farm s, into the

hands of the Capponi in 1717; they en larged the house, ernbel­

lished the garden with fountain s and statues, and laid out the

V ILL A G AMB ERA IA

bowling green, with the grotto and entrance to the orchard, at

right angles to the house. In all probability the villa was given

its present form during this period. Towards the end of the

19th centu ry Prin cess Giovanna Ghyka of Serbia came in to

possession of the villa, after a long period during which it had

been neg lected. She add ed the reflecting pools in the par terre.

The house , which was destroyed dur ing the Second World

War, has been reconstructed in its origi nal state by the present

owners , the Marchi famil y.

The location of Villa Gamb eraia is sim ilar to tha t of Villa

Medici at Fiesole in that it is situated at a com parable distance

from Florence. Both villas are almost invisib le from thei r

access roads . The Villa Medici is separated from the road by a

high wall. an d the Villa Gamberaia remains concealed from

the ent rance road because of a difference in level; in the latter

case the road even runs beneath a part of the garden . The two

villas are also similar in their modest setting. Villa Gamb eraia,

wh ich occu pies a prominent position on top of a ridge, is nev­

ertheless tucked away amon g trees . In both villas the relation­

ship with the landscape is revealed from with in the villa by

the way the panorama unfolds from the terraces.
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Villa Gamberaia

Axonometric projection

Composition scheme
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Belvedere, monument
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The Stanze garden
The plan of Villa Gamberaia was designed according to the

stanze concept in that it comprises a number of autonomous

and separately designed parts defined within the total compo­

sition. The various parts of the garden are devoted to one sin­

gle motif such as the strong-smelling lemon trees, the amora

basco and the perfectly clipped topiary garden with its semicir­

cular 'theatre'. The separate elements are united by the long

central lawn - the bowling green - which on one side con­

nects the villa to the earth by means of a grotto (the nyrn­

phaeum of Pan) cut into the hill; on the other, the statue of

Diana, on the edge of the ravine, directs the view to infinity.

There are several views from the villa. On the terrace at the

top of the hedge-screened entrance avenue the villa opens out,

almost as ifby surprise, to the panorama of Florence. The city

can also be seen through the house itself from the grotto gar­

den, which lies at right angles to the bowling green on the

building's main axis. The panoramic view reoccurs like a pro­

jected image in the archways on each side of the house and is,

thus , inserted into the series of themes which are connected

by the long open central space of the bowling green. The

house is also an element of this series.

The entrance to the hou se, which is directed towards the

bowling green, is not visible from the side of the approach

avenue; nor is there direct access from the topiary garden. In

this arrangement the patio of the house is the counterpart of

the enclosed space of the grotto garden. Whereas at Villa

Medici at Fiesole the spatial system of the villa is finally dis­

tilled in the house itself, at this villa it is the long rectangular

open space between the hillside and the statue of Diana which

constitutes the focus of the stage management. According to

this interpretation the patio can be seen as an internal loggia

connecting the two parts of the house on the axis from the

grotto garden to the panorama.

Within the matrix of the composition the references to

nature and landscape are expressed in different ways. The

topiary garden is an extraction from nature. The secrets and

patterns of nature are revealed in this geometric garden and

controlled by imitation. The trees and hedges are transformed

into spheres, cones and statues. The reflecting pool mirrors

nature and presents its image to humankind. The edge of this

garden is enclosed by a high semicircular hedge in which

archways have been cut, the central one revealing ' real' nature

outside the domain of the villa. Just as in the Villa Medici, the

active composition elements are placed in an orthogonal

matrix , with as new elements here the grass strip (bowling

gree n) and patio . The grotto , belvedere , screens, gates, nyrn­

phaeum, hall , patio, salon , parterre, exedra and loggia are not

coupled directly to one another, but via the bowling green ,

which organises all the elements like an interna l street. The

loggia of the house is not situated at the cen tre of the facade

bu t at a corner of the first floor. It is detached from the geo­

metric arrangement of the villa, and from here the view over

the garden to the landscape and the town is organ ised into

one single panorama.

A RCH ITE CTURE A ND LAND S CAPE
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Villa Cetinale, south-west of Siena, was expanded and embel­

lished according to designs by Carlo Fontana, to become the

summer residence for Cardinal Flavio Chigi, a nephew of

Pope Alexander VII (1655-1667). The Pope had spent consid­

erable time during his youth at Cetinale, which was then still

a farm. Among other elements, Fontana designed the double

marble stair for the facade, to accentuate the axis, and the

piano nobile on the first storey of the house.

The reconstruction into a villa took place in a period when

French baroque gardens were in fashion. It is possibly for that

reason that the significance of the plan in the history of villa

architecture has remained somewhat underappreciated.

Fontana was nevertheless one of the most prominent villa

architects of the mid-ryth century. In the way in which the sit­

uation is integrated into the plan with apparently simple means,

this villa represents one of the high points of his oeuvre.

The plan or Villa Cetinale shows a number of similarities

with that of other villas such as Bombicci (south of Florence)

and Gori (north of Siena), and within the range of Tuscan villa

architecture these form a separate category. What is striking

about these plans is the introduction of linear elements (sim­

ple axes), whereby a number of independent components

which fall outside the reach of the villa are still involved in the

plan. Unlike the Veneto villa by Palladio, where , thanks to the

axis of symmetry, the building and garden fit into the land­

scape as an architectonic unit, here elements dispersed in the

topography are again brought into mutual spatial relationship

by the addition of axes. Moreover, the geometric plan provides

impetus for the integration of natural landscape forms into

the composition.

The villa is presently in the possession of Lord Lambton,

who has carried out extensive restoration with great care.

VILLA CETINAlE

View back from the entrance to the theatre. at the foot of the scala santa

A route between heaven and earth
At Villa Cetina le the house is placed on an almost square­

walled terrace, which has been made as a sor t of bastion on

the slight slope. This can clearly be seen in historic illustra­

tion s that are present in the hou se. The house stands squ arely

on the north-south oriented main axis of the complex, which

continues into the landscape. On the south side it crosses the

coun try road which now serves as an access road . On this side

the axis becomes independent, as an open strip in the wooded

slope, edged with holly and closed off across a valley with a

statue of Hercu les about doubl e life-size, deep in the woods.

On the north side of the house the axis is a terrace-shaped

strip of mown grass , later edged with cypress trees to about

100 metre s from the house. Beyond two broad, half-round

brick columns, which fram e the view like a gate, the strip
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Villa Cetinale, ground plan. (According to the present owner: Lord Lambton)

continues somewhat narrower, following the contour to subse­

quently lead to a low-walled, semicircular theatre at the foot of

a hill. The theatre formalises the confrontation of the almost

horizontal grass strip with the steep slope. Two of the busts

(Napoleon and one of his field marshals , who visited Cetinale

in r8rr) placed on the low wall opposite one another here

invite the viewer to enjoy the panorama. The one bust looks

toward the other, which in turn looks diagonall y back over the

axis toward the beginning of the country road in the valley. In

the gaze thus established, the axiality of the composition is

playfully linked with the irregular topography of the much

larger area.

The axis is continued past the theatre as scala santa, a nar­

row stair of 200 steps carved into the rock, along which the

stroller can climb the steep slope. Purified , one ultimately

reaches the romitorio (hermitage) on the top of the hill.

This building comprises five storeys, including a chapel.

A stair leads upward in the interior. Above a gigantic Lorraine

cross in the facade with busts of Chris t and the four evangel­

ists, a round opening (oculus) has been made, a sort of 'all-see­

ing eye'. Here one can look back over the villa as a whole. The

axis that one below perceived as an autonomous architectonic

intervention is now completely taken up into the man-made

landscape; in fact it appears to be a field in the terracing on

ARCHITE CTURE AND LANDSCAPE



Vil la Cet.na le. (Ac rtdl photo P. van Bol hui s/ Pdnd io n)

the hillside necessary for cultivating olives. Far out of-reach , at

the other end of the axis, the s ta tue of Her cules . which ind icates

the incorporation in to natur e and marks the villa hor izon, can

be descri ed.

From the eye o f the rcm itoti o the co m pos ition can be

u nderstood as illtfgrazilJ/1C scmica of virgin na ture , agricultu re

an d architecture. The house, as the centre or worldly en joy­

m ent of this. here com es to stan d Li nder the an-seeing eye of

Gocl. Throu gh the eleva tio n of the romitorioa nd its so be r

Io rm. acce ntua ted by a tympanum and the recessed arch-form

framin g the l o rra ine cro ss , th is divine gaze is palpable all the

way into the in ter ior of th e house.

V I L lA C:I 'I ~~ AU

I< ebti vely apart from th e m ain struc tu re of the villa and

s u bord inate to i t. Fontana ha s crea ted a circu m am bie nt rou te.

!\ path , with seve n chape ls along it [lor th e seven sorrows o f

Ma ry), run s along th e whole ou ter ed ge of the est at e . cro ssing

th e ax is in th e- nort h ncar the thea tre and in the so u th beyon d

th e house. In the pastern sectio n of t ilt' es ta te, lying at a high­

e r ele vatio n , there is a waned sacred wo od (SClCro lJosco) or

T hchaid (tbe domain of ancho rites) , popu lated with threa ten­

in g m ons te rs a nd pra yin g monks . 111 ,Ide by the scu lptor

Ba rtolomeo Mazzuo!i. Each vista in thi s wood e nds with a

sc ulpt u re that reminds the vis ito r of God . Sti ll other c leme n ts

arc Iound alo ng th e peripheral rot i te, such as arches painted
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Villa Cetinale

Axonometric project ion

Compos ition scheme
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View along the axis to the romitorio

with frescos, bas-reliefs and conirada symbols reminding one

that the Sienese horse races were held here sixteen times

between 1609 and 1717.

The active composition elem ent s of the villa are partiall y

organised in a line, comprised of a grass strip, piano nobile,

gate. theatre, stair, romitorio, oculus and Hercules. But the

location and structure of the elements cannot be only ex­

plained in terms of a formal model. They are also related to

the plan of the villa through their connection with the theatre

and house via the circumambient rout e. The theatre is the

most important link, together with the Cerbia, an old house

painted with frescos that occupi es a key position immediately

to the east of the theatre at the junction of five paths linking

various elements. This permits Villa Cetinale to also be read

as a composition of separate landscape elements. The axis, as

the route between heaven (ramitaria) and earth (Hercul es),

and the thematic land scape route are of equal weight. The

independence of the rout e, the acceptance of the natural geo­

morphology and the inclu sion of the man-made agrarian land ­

scape in the plan of the villa point forward to a new composi­

tional order which will later be worked out in the rSth century

English landscape garden.

ARCHITECTURE AN D LA N DS CA P E
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The Cortile de l Belvede re between the Villa Belved ere to the no rth
and th e Vatican to the south.

I
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heat of the city during summer to their country seats in the

hill towns of the Roma n Campagna . It was only during the

Rena issanc e that villas were built in Rome itself, giving the

city an important cultu ral and representative status. Between

about 1485 and the Sack of Rome, im por tant villas were bu ilt

near the Vatican , on the west bank of the Tiber. Dur ing the

period after the Council of Trent. villas were bu ilt in the hilly

eastern area of the city. This took place within the fram ework

of the urban schemes of Gregory XIII (1573-85) and Sixtus V

(1586-9°) in particular. They granted licences to build and

provided water supplies, with the intent ion of systema tically

developing the eastern part of the city. Finally. towards the end

of the r6th and at the beginning of the 17th century compet­

ing cardinals were building increasingly larger villas on the

The Cortile del Belvedere is a large walled court with a rising

floor, lying between the Vatican and the Villa Belvedere on the

edge of Vatican Hill. It was part of the cultural pro gramme

under taken by the popes, from Nicholas V onward s. Giu liano

della Rovere ' II Terribile' in parti cular, as Pope Julius II (1503­

13), wished to make Rome the cen tre of civilisation. He espe­

cially took it upon himself to restore the ecclesiastical state

which un der his predecessor, Alexander Borgia VI, had been

on the verge of collapse. TIJis aim was furthered by a bu ilding

programme, amo ng othe r mean s, intende d as the renovatio

imperii, the revival of imperial Rome, and which was to have a

great impact. The Vatican was the starting point of the instal/­

ratio Romae. The old Basilica of Constanti ne and the papal

palace next to it were to be transformed into a com plex tha t

could compete with other imperial seats, such as Constantinople.

Donate Brama nte (1444-15 '4) was appoin ted architect to

achieve this aim.

The Roman villeggiatu ra
The Roman villeggiatl/ra of the 15th and 16 th cent ury was

greatly influenced by the churc h's bid for dominance of

Renaissance culture . Popes and cardinals acted as protectors

and patrons of humanists and arti sts , convinced tha t cultural

leadership was the respons ibility of the church . Two periods

can be distinguished in the prelates' endeavours to turn Rome

into the leading city of world culture. The first began during

the reign of Nicholas V (1447-55) but was dramatically inter­

rup ted by the Sack of Rome (saccodi Rama) in 1527. The second

period started with the Council of Trent (1545-63) and lasted

for a hund red years. During both periods the papal villeggiatura

was, more than ever before, concerned with cultural life. In

the Middle Ages, too, the popes had fled from the oppressive
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The Cortile del Belvedere being used as a jousting field
(Engraving, circa 1560)

Map of Rome, on which the streets of Sixtus V are shown as
straight lines between churches . (G F Bordino.1s88)

outskirts of the city. The largest of them all were the Villa

Borghese (r608) and the Villa Doria Pamphili (r630) situated

just outside the city wall.

Rome as a landscape theatre
In Rome the topographical conditions faced by the villeggiatu­

ra were determined by the structure of the Tiber valley. On its

western side the north-south line of the main Tiber valley is

bounded by the steep slopes of the Janiculum, which projects

a strategic finger ofland to the north, jutting into the Tiber

valley. This is Monte Sant'Egidio, on which the stronghold of

the Vatican lies. Beyond the deep side valley, north of this

promontory, the river continues its way past the steep hills of

the Monte Mario. The difference in height between the Tiber

valley and the western hills is roughly 50 metres. On the east

bank the relief is less pronounced, the difference in elevation

being some 25 metres on average. Thus, there are no steep

slopes here, only hills gently rolling down to the river. These

are the proverbial seven hills on which the ancient city was

built. The geographical origin of Rome was the Palatine Hill

above the Forum Romanum, where, at a sharp bend in the

Tiber, an island facilitated the fording of the river. The succes­

sive hills lie more or less orthogonally along the winding

main Tiber valley. The outline of the old city, defined by the

Aurelian wall, consists principally of the asymmetric Tiber val­

ley and the hills surrounding it like an amphitheatre.

Three elements of the ancient city show a structural rela­

tionship with the situation of the villas. The first of these are

the consular roads, the great ancient Roman arterial roads. In

the hilly district it was especially along the Via Pia and Via

Appia that numerous villas were constructed. In the north the

Via Flaminia and, in the west, the Via Aurelia also linked a

series of villas to each other. The second element is the

Aurelian wall. In the Middle Ages the area enclosed by these

fortifications had become too big for the decayed city and

numerous villas were built in a wide green belt inside as well

as outside the wall. In this way the wall was quite often

breached and integrated into the villa plans (Villa Medici, Villa

Belvedere). Finally, the water supply was an important factor

in the siting of the villas. The deserted hilly area only became

inhabitable after old aqueducts had been repaired and new

ones built by the popes (including the Aqua Vergine by Sixtus

IV, Aqua Felice by Sixtus V, and Aqua Paolo by Paul V).

Aqueducts were an indispensable source of water for the villas

(e.g. Aqua Vergine for Villa Medici and Aqua Felice for Villa

Montalto).

ARCHITECTURE AND LANDSCAPE
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1 through T Votive churches
I S Pietro

S Maria Maggiore
S Lorenzo

4 S Croce in Gerusalem
') S Giovanni in Laterano
6 S Sebast iano
7 S Paolo

F through P: H ill s
F M Pincio
G M Qu ir inale
H M Vim inale
I M Esquil ino
J M Caelio
K M. Palatino
L M Aventin e
M M. Capitolino
N M janiculo° M Sant'Egi dio
P M Mario

Rome. Strada Felice Elevation

M Pincio with S Trinrta dei Monti
M Esquilino with S Mari a Maggiore

3 S Croce in Gerusalem

Rome: streets laid out by popes in the 15th and 16th centurie s.

A Villa Qui rinale
8 Port a Pia
C Piazza del Popu lo
D Strada Felice
E Strada Pia

One of the first villas to be built along the Tiber valley was

Villa Belvedere, built by Pope Innocent VIII in 1485, just out­

side the Vatican, where the strategic north wall of the strong­

hold dominated the Tiber valley. Villa Belvedere radically

broke with the closed character of the medieval Vatican

fortress . In the north wall of the villa an open loggia ha s an

unrestricted view of the prati (meadows) along the Tiber, the

city, Monte Mario and the Sabine Hills. Most pilgrims and

processions from the north, on their way to the Vatican, could

be seen from afar and when they pass ed below the villa. The

closed rear wall of the loggia was painted with a landscape

panorama . Vasar i mentions that th is depicted the city of Rome

as well as Milan, Genoa , Florence and Naples and showed

much more than could be seen in the real panorama. As the

city of Rome could not be seen from the north-facing loggia

this 'defect' was thus remedied by its depiction on the rear

wall. Thu s the art of painti ng made it possible to include the

entire conceivable space within the pan orama.

In the early 16th century other villas were built on promi­

nent viewpoints on the west ern slope s of the Tiber. Villa

Sciarra (circa 1530) and Villa Lante (1518) were built on the

Janiculum and Villa Madama (1517) was built out side the town

on Monte Mario. Villa Farnesina on the other hand was locat­

ed on the Tiber, while Villa Barberini (which no longer exists)

was on the Janiculum near the Vatican.

The representative layout of villas to the east of the Tiber

was established during the period of the Counter-Reformation.

Villa Medici (1564), Villa Qu irinale (1574) , Orti Farnesiani

(1570) and Villa dei Cavalieri di Malta (circa 1560) are all situ­

ated on hills along the Tiber. Towards the end of the 16th and

the beginning of the 17th century, Villa Ludovisi, Villa

Montalto (neither of which now exists) , Villa Colonna and

Villa Mallei were built.

From this it would seem that in the western and eastern

areas of the town the visually strategic location s were occupied

by villas. In the bowl shape (two or three kilomet res in diame­

ter) form ed by the geomorphological conditions, the town is

the stage for the villas nestl ed on the balconies of this gigantic

open-air theatre. The residents of the villas could look down

on the ecclesiastical and political cen tre of the world.

In this elevated position above the low-lying city the villas

were in each other's field of vision. Just as in Florence, the vil­

las balanced on the edge of free space , making it perceptible

without creating it themselves. In Rome, howe ver, the scale of

the landscape-theatre was different. In Florence the panoram a

measured some 15 kilome tres east to west and 8 kilometres

CO RlI l E D EL BEL VE D ERE
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Rome from Monte Gianiculo The Villa Belvedere lies at the northernmost po.nt of the
city wall. (Paul Marie Letarouilly, 1853)

7 Colonna '3 Mattei
8 Doria Pamphili 14 Medici

9 Farnesia 15 Orti Farnesiani
10 Giulia 16 Quirinale
11 Lante 17 Sciarra
12 Madama

1 Albani
2 Borghese
3 Bosco Parrasio

4 Cavalieri di Malta
5 Chigl
6 Cortile del Belvedere

north to south; in Rome it spanned only 2.5 kilometres by 3

kilometres respectively. Thus both vertical and horizontal

dimensions were far more restricted in Rome. In Florence the

villas were also situated higher (ISO to 200 metres above the

valley) than those in Rome (50 metres). The most important

difference, however, was that in Rome the entire panorama

had become urbanised. Towards the end of the 16th century

control of this urban space was confirmed by the building of

the II9 metre-high dome of St. Peter's (1558-89). Just like

Brunelleschi's dome in Florence, it was a central reference

point in the panorama, precisely defining the natural space of

the town landscape.

At the same time, the views in the villas changed character.

The area of the villa grounds increased after 1550. This

demanded adequate internal organisation, which was solved

by the axial organisation of the villa plan. Towards the end of

the 16th century the view from the terraces was channelled by

visual axes (as at Villa Doria Pamphili, for example). The ori­

gin of this development can be seen at the Cortile del

Belvedere (1504), in which Bramante created an axial link

between the Vatican and the Villa Belvedere. Through the

axial framing of views the villas were more forcefully connect­

ed with each other, like a powerful chain.

The urban atrium
The Cortile del Belvedere was Bramante's most important

commission involving the extension of the papal palace. In

1505 a start was made on the northern extension and the link

to Innocent VIII's Villa Belvedere. Bramante's plan consisted

of an elongated, enclosed courtyard between the palace and

the villa. It is possible that this idea was derived from ancient

villas (such as the Domus Aurea) and from fragments of

imperial Rome (such as the Vatican naumachia of the first

century). Internally the courtyard was divided into three ter­

races. The lowest served as a hippodrome or open-air theatre;

the middle had seating terraces, a nymphaeum and steps; and

the highest was arranged as a garden with parterres and trees.

On their long sides the terraces were flanked by ambuiaiions

(corridors) with crypto-portici (galleries). In Bramante's plan

the latter consisted of superimposed orders (Doric, Ionic and

Corinthian) in the lowest courtyard and one single order in

the top one. Two small projecting towers were placed beside

the seating on the central terrace. The east wall, which coin­

cides with the city wall, was the first part to be completed. The

entrance from Porta Julia was in the centre of the section bor­

dering the lower courtyard. The north end of the cartile con-
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The panorama of Rome, seen from St. Peter's Left on the horizon the Villa Borghese, right the Villa Medici (Photo P van der Ree)
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Plan elevation and cross secti on of the Corti le del Belvedere

sisted of a round conc ave-convex fligh t of steps adjoining an

exedr a, which orig ina lly had on ly one store y. To the nor th, as a

last link between the con ile and the Villa Belveder e, was an

antiquarium in the shape of an open, square sculpture gallery.

After 150 5, when Bramante concentrated all his attention on

the new plans for St. Peter' s, the construction of the cortile was

entrusted to other architects, amo ng them Antonio da Sangallo

and Baldassare Peru zzi. Under Juliu s III (1550-55) the exedra

in the rear wall was raised by one storey, as wer e parts of the

east gallery. At the sam e time, Bramantes flight of steps was

repla ced by a straight one. Under Pius IV (1559-65), Pirro

Ligorio converted the exedra into a niche, crowned by a semi­

circular-shaped loggia. He was also responsible for the earlier

design of the west gallery of the cortiie. Pius V (1566-72) had

all the antique pagan sculptures moved from the Belvedere

and transported to cities such as Florence. Gregory XIII

(1572-85) had the Torre dei Venti built roughly in the centre of

the west wing.

Sixtus V (1585-90) , who, together with his architect Domenico

Fontana broke through the hilly part of Rome by constructing

axial streets, built an impediment in the axial structure of the

cortile in the form of the Biblioteca Sistina. This cut straight

through the cortue at the point whe re the seating terraces were

and destroyed the original spatial concept. Under Pius VII

(1800-23) the Braccio Nuovo was also built straight across the

cori ile, this time at the point where the steps and nymphaeum

were situated. In its present stat e, Brarnante 's coni le has dis­

integrated into a series of separate courtyard s.

Th e overall size of the original Cortile del Belvedere was

roughly 100 by 300 metres. From the ground floor, the coniie

superiore and exedra were hidden from view. The visitor, en ter­

ing the complex through the gate and looking north, saw a

vertical accumulation of galleries , steps and a nymphaeu m.

The total plan could onl y be seen from the papal room s situat­

ed above (the Borgia apartm ents and Raphael's Vatican Stanze).

The best viewp oint was th e window of the Stanza della Segna­

tur a, the private study of Julius II. Seen from there, all the

eleme nts of Brarnante's plan coalesced into one cent ral per­

spective scene. TIle floor of the cortile superiore slants upwards

in a nor therly direction more than th e architrave of the side

walls, This sho rtened the colum ns of the adjacent galleries in

the dire ction of the garden , causing an illuso ry increase in the

depth of the space, just as in Man nerist an d baro que stage

constructions. Viewed from the papal room s, the hori zon was,

as it wer e, pulled forward . This optical lengthening was rein ­

forced by the treatment of the walls of the con ile. The junction

of the side walls of the cortile superiore was concealed by two

small towers , placed level with the centre terr ace, like the side

wings of a s tage. The exedra , whose depth is difficult to judge

because of its sem icircu lar shape, is wider than the openi ng

in the back wall, making this junction invisible as well. The

opti cal len gthening is also reinforced by the trea tment of the

orders . The ope nings in the porticoes of the cortile inferiore are

separated by a single pilaster, whereas in the con ile superiore

there are two, making the opening smaller.

Due to this perspective distortion, in Brarn ante's design

sp ace was ma nipulated by architectural means as if in a paint­

ing . Like an illustration, framed by the Stan za della Segnatura

ARC H IT ECT UR E A ND LANDS C APE
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window, this scene became a part of the mural decoration of

the room.

The giardino segreto on the upper terrace only became visible

to the visitor moving in an axial direction through the plan.

The raising of the exedra at a later date changed this. Moreover,

Ligorio's loggia built above the cxedra introduced a view from

the opposite direction over the Vatican to St. Peter's, which

was then under construction. The Torri dei Venti, built even

later on the west wing, offered Gregory XIII a view over the

town to Villa Buoncompagni (family property of the Pope) and

the Quirinale (the papal summer palace), both on the east

bank of the Tiber.

Phases in the development of the Cortile del Belvedere

CORlllE DEL BELVEDERE
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Preliminary work on the building of Villa Giulia began in

[550, immediately after the election of Cardinal Giovanni

Maria Ciocchi del Monte as Pope Julius II I. In accordance

with his new status he ordered an extensive villa complex to

be built. Before his appointment he already owned a villa and

several country estates along the Via Flaminia, just outside the

Porta del Populo, the city gate on the north side of Rome.

From 1550onwards, the property was rapidly extended to

include the vineyards in the im mediate surroundings until it

incorporated all the hills between the Aurelian wall and Ponte

Milvio. Within a relatively short time it cou ld compete with

the Villa Madama (r517) on the other side of the Tiber.

The villa site included a small strip of land along the River

Tiber, and the building of a new harbour provided a direct link

between the villa and the Vatican Palace. A covered passage

connected the Vatican with Castel Sant ' Angelo, from which a

ceremonial boat transported the Pope and his guests to his

country residence. From the mooring point a pergola led to a

gate on the Via F1aminia that gave access to the garden grounds.

Some of the most famous architects of the tim e were

engaged in the project. The original concept was probably

developed by Giorgio Vasari (I5II-74), while Michelangelo,

who was working at St. Peter's, acted as adviser. Vignola and

Ammanati, both still at the beginning of their careers , worked

on the central part of the villa. Vignola was responsible for the

building of the casino and for engineering the waterworks of

the sunken nymphaeum, while Ammanati designed the nyrn­

phaeum itself and the courtyard connecting it to the casino.

Movement and illusion
In the early 16th century an influential new approach to villa

architecture emerged. This became known as Mannerism and

V I L LA CIUll A

Topography of Villa Giulia. in a side valley of the Tiber. across the Via
Flamin a. (Paul Mar ie Letarouill y, , 853)

the basic pr inciples of Manneris t villa arc hitecture can be

traced to the design of the Cortile del Belvede re. Th e axial

constru ction, the link ing of a se ries of autonom ous inner an d

ou ter spa ces, and the interna l ma nipulation of perspective,

which wer e character istic of th e Cortile del Belvedere, were

fur ther developed in subsequent Mannerist villa arch itecture .

Villa Madama (1516-27), designed by Raphael and Giulio

Rom ano , was the first villa design in which these principles

were appli ed and in which house and garden were treated

sim ultaneous ly. Wh ile still under completion the villa was

alm ost entirely destroyed by fire during the Sack of Rome in

1527 and the second half of the villa was never fini sh ed.

Because of the ins tability of the period , villa building in the

Roman Campagn a cease d almost entirely over subseq uent
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Plan Siting of Villa Giulia in the geomorphology

years and Mannerist villa architecture developed only in

northern Italy. In Mantua, Giulio Romano, one of the archi­

tects who had fled Rome to take advantage of a more stable

political and geographical climate, built the Palazzo del Te and

gardens (1S2S-3S). The elaborately painted iconographic pro­

gramme in the palace. with themes from classical mytholog y

and geographical references, became one of the characteri stics

of Mannerist villa architecture, for which the Palazzo del Te

would serve as an example.

Yet it was in and around Rome, however, that a more

mature form of Mannerism developed in the second half of

the 16th century. Its most important exponents were the

archaeologist and architect Pirro Ligorio (1491-1S80), the

Bologna educated architect, perspective designer and theorist

Giacomo Barozzi da Vignola (ls07-73) , and the architect

Giacomo del Duca (IS20-160I) . Individual contributions were

also made by the noblemen Niccolo and Vicino Orsini. The

most important clients at that time were the Farnes e and

Orsini familie s, who own ed the greater part of the northern

Roman Campagna. The design which heralded the new peri­

od was that of the Villa Giulia (ISS0-SS), which lay jus t out side

the walls of Rome and which Vignola and Ammanati built for

Pope Julius II. The main elements of this villa were arranged

geometrically in a linear series of screens and views.

It is only through movement, the route, that the axially con­

nected spaces are visually linked to one another. In that way,

the route becomes a necessary condition for compreh ending

the architectonic system. The movement is organised around

the main, central axis. In order to reach the following space,

howeve r, one mu st depart from the axis for a moment. This

creates a ten sion between route and axiality, between move­

ment and illusion.

The theatre garden
TIle villa has a remarkable situation. The house was not erected

on a hilltop , but low in a side valley of the Tiber that runs in a

north-westerly direction. The two directions, arising from a

bend in the valley, meet each other at the point where a long

entrance drive ends at the forecourt of the villa. As the avenue

is laterally defined by trees, it only becomes apparent at the

last moment that it does not lie in the main axis of the villa

but follows the bend of the valley. Because of this bend, it

seems as though the villa, from whatever direction it is viewed,

is situated in a broad enclosed valley. The villa, however, is not

only an object again st the background of the natural land­

scape but the landscape itself is integrated into the architec­

tural trea tment of the villa plan , which extend s as far as the

eye can see. Nothing is left to chance. The slopes were com­

pletely covered with trees by the landscape archit ect [acopo

Meneghini. In one of his letters Ammanati reports that

36 ,000 tree s of various species were planted from ISSO

onwards.

The architecture of the villa, with its main building and

series of garden cour tyards to the rear, clearly alludes to the

ARCHITE C TURE A N D LANDSCAPE



Viewof Villa Giulia from the top of the valley (Paul Marie Letarouilly, 1853)

design of Cortile del Belvedere of Julius II, wh ile the sem i­

circular enclosure of the first courtyard is reminiscent of Villa

Madama. Following these two large designs, wh ich were built

in the same area as Villa Giulia, a spatial schem e was devel­

oped in which a synthesis occurred betwee n architectur e and

landscape.

Whereas the building at Villa Madam a acts as a gateway to

the garden, in Villa Giulia the transition from buildin g to gar­

den is less immediate. The courtya rds, as a ser ies of voids, are

developed to such an extent that the architecture of the build ­

ing becomes the fram ework for the garden itself.

Vignola's fond ness for using the facade as decorum is dis­

cern ible in the contrast between the front and rear elevations

of the house. The openness of the villa towards the landscape

is not evident at first sight; the severe , closed front elevation

of the villa is directed towards the squ are and has a clearly

representative function . The triu mphal arch motif in the cen­

tre of this facade is repeated in the rear elevation and thus

forms the link between the two sides. The playful rear eleva­

tion has the character of an in ner facade in that the treatment

of the concave shape refers directly to the interior of the

Pantheon. Facing this apparent inner facade , the central sec­

tion of the garden manifests itself as a series of inne r spaces,

and the sense of intimacy of both the building and garden

behind it is intensified. The sur rounding landscape is also an

integral part of the composition. The interaction between the

architecture of the house and the garden, as well as the sur -

VILLA CIUllA

rounding landscape, are cent ral to this design and has been

treated in several different ways.

Even before one enters the garden , the semicircular arcade

along the rear facade, painted on the insi de by T. Zuccari as

an open , green pergol a, forms an introduction to the two side

gardens and the hills immediately adjoining them.

The main elements of the garden are organised geome tri­

cally on the central axis in a linear series of screens an d per­

spectives. From the build ing towards the hill the openings in

the screens widen while the density of the elements and the

height of the walls decrease. This increasing transparency is

also given material form by the gradual transit ion from stone

to vegetation. From the hill towards the casino the den sity of

the vegetation diminishes. It is only from the first floor of the

building that there is an accur ate view across all the walls, and

that the view over the cent ral axis is directed towards the sur ­

rounding land scape, although the curved loggia also offers an

initial view of the adjoining hills across the side gardens

before the visitor actually enters the garden.

In one of his letters Amma nati compares the building to a

theatre and the garden to a proscenium and a stage. The play

is initiated by the visitor himself; he is both spect ator and

actor in his progress through the plan. Movement is essential

for unv eilin g the spectacle.

Although the thr ee middle garden courtyards are visually

linked to each other on one axis, each consec utive space can

only be reached by leaving the axis obliquely. Thus, a tension

between axis and route is created and even hei ghtened by the

vertical construction of the nymphaeum, which consists of

three layers, thereb y form ing a repetition of the tripartite divi­

sion of the entire geom etric garden layout. Opposite the semi­

circular colonnade in the main building, an almost closed wall

originally concealed this nymphaeum from the entrance. Only

a small doorway in this wall (now replaced by three open arches)

gave access to a loggia, offering a view over this sunken giar­

dina segreto carved out of the rocks. Two paired ramps lead to

the mid dle level, while two small fligh ts of steps descend ing

to the lowest level are hidden from view.

From the intimacy of this hidden lowest level of the garden ,

which is decorated with grottoes, a relationship with the broad

valley has been created by means of a vertical sequ en ce which

broaden s and becomes increasingly tran sparent. The decora­

tion s, too, reinforce this seque nce. The lowest floor is domi­

nat ed by various water elements and by the surrounding

mossy grottoes . Here the original topos of the villa is hidden:

the low-lying marshy valley. On the edge of the middl e level
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Eleyotion (P van der Ree, 1992)

two enormous statues of river gods were placed in niches , and

four plane trees were planted around the open centre. On the

highest level the inner walls were painted with landscape

scenes, and the screen was broken open twice above the niches

towards the SkI': behind these openings birdcages were placed.

Eventually the vegetation of the sur rounding landscape became

visible above the walls. In this villa the panorama was con­

trolled as far as the horizon, not from above but from below.

Viewfrom the portico with the slope of the valley in the back­
ground (Paul Marie Letarouilly, 1853)
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Two small staircases, again hidden from view, connect the

nymphaeum and the section at the extreme rear. Thes e finally

emerged next to the birdcages and were covered by small towers,

whose shap es referred to the planned (but never executed)

domes above the staircases of the main building. In the rear­

mos t section the axis is terminated by a niche in the end wall,

and it was on ly here , that the full width of the plan was prop­

erly visible an d emphasised. Movement was directed towards

the sides, where there were several featur es along the bou nd­

ary, including an ice cellar at the south side.

The ridge of hills was also accessible from here by means

of various paths that were embellishe d with statues or specific

plan tings. In the wooded barchetto several arbours, bird cages

and loggias marked the viewpoints from which one could see

not only the villa itself in the valley below, but also the Vatican

Palace, Caste l Sant' Angelo and Villa Madama. These featur es

were integrated into the villa's plan in order to com pensate for

its deficiency: that it could not afford a view of Rome.

The building of the villa was interrupted after the death of

Julius III in 1555. Some years later a number of changes were

carried out by Pius IV, probably un der the direction of Pirro

Ligorio. The casino near the foun tain on the corne r of the Via

Flaminia is also ascribed to him. Towards the end of the 18th

century, however, during the res toration work carried out for

Pius VI, some changes were ma de that ser iously affected the

nym phaeum; at its rear, for example, a loggia was added and

the birdcages and the small staircase towers were bricked up .

The villa also suffered greatly du ring the 19th and zoth cen ­

turi es from its constantly changing functions and from ex­

tensive changes to its urban setting: the wings added to the

museum an d the busy road around it now obscur e the actual

relationship between the villa and the landscape. The ingenious

system of horizontal and vertical vistas that made it possib le

in this villa to unfold the panorama from the valley, is now

limi ted to the inter ior of the theatre garden.
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In 1550 Ippolito d'Este II (15 ° 9-72), cardinal of Ferra ra, also a

patron of the arts and a keen collector of antiques, was
appointed governor ofTivoli, 30kilometresnorth-east of Rome,
by Pope Julius III. His residen ce there was a 13th-cen tury

Franciscan mo nastery situated on a hillside . It was bu ilt on

the western wall of the city, between the Porta Santa Crucis

and the Porta Romana, where the terrain descends in a north­

westerly direction to the Valle Gaudente. Because of its fresh

air, Tivoli had been a favour ed resort for well-to-do Romans

since ancient times. Nearby are th e rui ns of villas such as

Hadriana. and thos e of Quintilius an d Varro. With these

examples in mind, Cardi nal d 'Este bought up gardens and

vineyards on the hillside, with the idea of tran sforming the

whole area into a villa complex.

The introverted character of the original monastery com­

plex can still be felt in the giardil10 segreto, the former cloister

garden with its modes t layou t and restricted views of the out ­

side world. In the developments which followed, the complex

was expanded and became more extraverted. Ippolito's wish

was to surpass the achievements of his rival, Cardinal Farnese,

at Caprarola . Just as at the Villa Farnese at Capraro la, the Villa

d'Este also cont ained an additional element: close to the small

village of Bagni di Tivoli a barco (hunting grounds) was laid

out in which an elaborate hunting lodge was constructed .

Ippolito was advised on the villa's des ign by the archaeologi st

and architect Pirro Ligorio, who had studied the rui ns of Villa

Hadriana and had ass isted him with his arch aeological pur­

chases and excavations .

Around 1565 the sloping site was excavated and filled in to

allow for terra ces, with the city wall acting as a retain ing wall.

At the same time, an aqueduct from Monte San!' Angelo and

an unde rground cana l from the River Anio were constru cted
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Vi lla O'Este, Tivol i. (Etienne du Perac, 1573)

to en sure a cons tant water supply of 1,20 0 litre s a second.

The terraced gardens were laid out during the next seven

years . Th e addition of a dou ble loggia on the gard en side gave

the monastery the appearance of a country resi dence. Several

years later a dining loggia was bui lt at the south-west point of

the upper terrace.

After Ippo lito's death the villa passed into the hands of his

cousin Luigi. For most of the 17th century the villa remained

the property of the Este family and the garden was well-main­

tained. During thi s period Berni ni designed the Bicchierione

(shell) Fount ain and the waterfall between the water organ

and fishponds . Duri ng the rSth century the villa det eriora ted

and was put up for sale in 1743. In 1750 the antique statues

began to be sold off, which explain s why, by 18° 3, when the

male line of the Este famil y died ou t and the complex cam e

in to Habsburg hands th rough Maria Beatrice d'Este, arch­

duchess of Austria. almost all of these had been removed
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from the building and garden. Today some of them can still

be seen at the Museo Capitolino in Rome.

The villa continued to be neglected until 1850, when a

German cardinal, Gustav Adolf von Hohenlohe, was allowed

to live in the villa under the condition that he maintain it.

After the death of von Hohenlohe in 1896 the House of

Hab sburg again became responsible for the villa. After the

First World War the Villa d'Este became the property of the

Italian state. Although the garden has remained for the most

part intact, most of the hedges, as well as the statues , have

disappeared, the pergolas have been demolished, the foun­

tains are overgrown with moss and ferns, and the cypresses

have grown tall. Nature , freed from its restraints, has given

the garden a romantic 'patina'. Currently the garden is being

carefully maintained and the whole water system has recently

been restored.

Villeggiatura in the Roman Campagna
The ryth and 16th-century villeggiatura in the Roman

Campagna was mainly concentrated in two areas . A great

number of villas are situated in the neighbourhood of Lago

Albano , south-east of Rome, and another conspicuous group

of villas is found in the neighbourhood of Lago di Vico, near

Viterbo, north-west of the city.

There were two distinct motives which determined the

choice of these locations. The first group of villas are situated

close to the ruins of classical Roman villas. From the begin­

ning of the Chris tian era this rural area had been a favourite

location for the villeggiatura of the affluent nobility. Between

lI8 and 138 AD Emperor Hadrian built his Villa Hadriana

some 25 kilometres east of Rome. The remains of this gigantic

villa complex at Tivoli were to inspire many Renaissance archi­

tects . During the same period the small town of Frascati , close

to the remains of classical Tusculum in the Alban Hills, became

the most fashion able location for the summer residences of

the high-ranking members of the ecclesiastical hierarchy.

The location of the second group of villas, near Viterbo, was

determined by earlier medieval history. During the Middle

Ages ecclesiastical dignitaries escaped the internal conflicts in

Rome by taking refuge in the Roman Campagna. In many

cases a complete removal of entire residences to a safer region

occurred: Viterbo, for example, functioned as the centre of

papal power from 1266 to 128r. Moreover, during the 13th

century the phenomenon of papal summer res idences grew.

A number of towns , including Viterbo , Orvieto and Anagni ,

became the regular abodes of travelling prelates. Their stay

was determined by the religious calendar and the weather. As

far as the accommodation itself was concerned, the existing

facilities. local monasteries , episcopal palaces and castles were

mostly adequate.

It was only in the second half of the ryth century, at the

beginning of the Renaissance, that political stability in the

Roman countryside allowed a greater degree of openness

towards th e landscape. Many of the country residences were

decorated, enlarged and , in many cases , laid out with exten­

sive gard ens, and thus transformed into villas.

Bosco, barco, barchetto
In Mannerist villa designs in and around Rome during the

second half of the 16th century, it was not only axialitywhich

evolved into an independent and essential part of the garden,

but also the bosco, which served to represent untamed nature

and which , in its labyrinthine organisation, provided a con­

trast to the linearity of previous designs. The basco increased

in size and significance in relation to the garden. In man y

cases a piece of natural land scape of considerable size, fre­

quentlya former hunting ground (barco) , was integrated into

the design in a slightly formalised manner. The resulting bar­

chettowas a wooded garden park which incorporated specific

functions. One of these was a casino, a small building used

for recreational purposes such as open-air banquets, which

was located in the middle of the 'natural' landscape. The earli­

est exampl es include the casino for Pius IV (I56o) by Ligorio,

next to the Cortile del Belvedere in Rome, and the Casino

Farnese at Caprarola by del Duca (1586).

The paradise garden
The original approach to Villa d'Este was from below, from

the north-west , along the street leading to the Porta Romana.

In this street there was an entrance gate on the main axis of

the villa. Flanked by foun tains and high walls the visitor pro­

ceeded to the lower garden terrace and to a cruciform pergola

from which the villa could not be seen. At the sides of the

lower terrace were four labyrinths. Where the two pergolas in

the centre of the terrace used to intersect, a roundel of cypresses

was later planted, and from here the villa is now displayed in

all its magnificence. Since the slope is now hidden behind

high cypresses and pines , the building when seen from the

reflecting fishponds seems to be symmetric, with its central

part composed of an impressive series of vertical porticoes.

The portico es on the seri es of garden terraces form , in per­

spective , a single unity with the double loggia of the building.

ARC H ITE C T U RE AND LA ND S C APE
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Grou nd plan.

V iLL A o' f ,) ' ~

Rome and enviro ns: the siti ng and height of the vill as in the 16t h
an d 17th cent ury T he alti tudes <He given in m et res (After the
Carta d 'lto iio . lnstuu to Ceog raf ico Militare)

I< M M ario
L S Piet ro
M Fra sca u
N C rotta fe rra ta
o Rocca d: Pa pa
P Lago Alba no
Q Albano
R Caste l Gan dolfo
S Lago dl Nc m i
T Tivoli

It also see ms as if the pa th to th e house cont inues along the

main axis. On th e second terrace, a t the Fountain of the

Dragon , it is impossi ble to con tinue a lon g th e axis, ho wever,

and th e vis ito r has to take the circular ste ps around the fou n­

tain . These lead to a thi rd terrace, the Aven ue of the H undred

fountain s. There th e visitor loses sight of the buildin g and

must walk along the terrace and dia gon al ramps in orde r to

rc·turn to the m ain axis. The ma in axis is d iscovered, JS if by

acc ident. at the Fountain of Pandora, and you can then pro ­

ceed via a flight of ste ps to the fourth level. the terrace in front

of the hou se. The SIllJ ]] ang le betw een the ga rde n and the
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Vill a H adriana , Tivoli (Aerial photo P van Bolhui sjPandion)
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Villa D'Este The Oval Fountain with the water theatre and the Grotto of Venus

Villa D' Este. The Avenue of the Hundred Fountain s
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hou se is absorbed invisibly in the basco with the ramps.

Due to the manipulation of visual impression s and the en­

forced detour in its approach , the villa, which wh en see n from

the lowest level app eared to be a com prehensible axial scheme,

is gradually revealed as a confusing and mysterious com plex.

Today entrance to the garden is via the form er mon astery

cour tyard at the cen tre of the bui ldi ng on top of the hill. The

plan of the house is detached from the axiality of the grounds .

To reach the terrace at the foot of the building , the visitor

m ust wa lk in a south-wes terly dir ection th rough a success ion

of room s and, at the end, descend two floors by mean s of a

spiral staircase. This com es out at an indeterminate point on

the terrace, whe re there is hard ly any incentive to en ter the

ma in axis. The bui lding and the central axis are linked by the

loggia on the piano nobile. which is attached asymmetrically to

the cen tral sa lon.

Th e appeara nce of the garden axis from the balcony comes

as a sur prise. Because of the steep slope, this main axis , which

AR C H IT ( C T UR E: A N D LA N DSC A P E



seems so dominant when viewed from the garden below, is

only of subordinate importance in the total concept. The garden

as a whole is no more than a foreground to a much broader

panorama. Moreover, the axis is not placed exactly at right

angles to the garden elevation but poin ts, at a slight angl e,

towards one of the Sabine hilltops on the horizon . In this way

the villa is related to the enormous space of the landscape by a

single wide gesture over the garden.

The natural slope in the transverse direction of the terrain

is formali sed throughout the whole garden. It is used to relate

the garden and its constituent parts to the outer-lying landscape.

On the highest terrace this relationship is architecturally

defined by the por tico of the dining loggia at the south-west

end. This frames the panorama of the landscape near Rome,

which can be seen in the distance on a clear day.

The Avenue of the Hundred Fountains form s a second

important transverse axis. It is termi na ted on the Tivoli side

by the Oval Fountain with the water thea tre and Grotto of

Venus. On the city-wall side it is terminated by the Fountain

of the Owl and the Rometta, a miniature version of Rome . A

third imp ortant transverse axis is formed by the se ries of fish­

pond s. Originally these were fed from the cascade of the water

organ. The water organ dates from 15 6 8 and its cons truc tion

was inspired by antique descriptions by Vitruvius and Hero of

Alexandria. Its effects are based on water flowing through

hollow pipes so that air is forced out of them. The registers

are also operated by a water-d riven mechanism. The water

would have disappeared int o a lake outside the city wall by

way of the Fountain of Neptune.

Within the garden visual contact with the landscape is not

so much brought about via the main axis, which when seen

from the garden is closed off, but by means of the transverse

axes. These divert attention away from the small town of

Tivoli towards Rome. Both edges of the garden are elabora tely

treated , forming two indepen dent se ries of attraction s. The

compo sition scheme is based on a grid , the middle sectio n of

which along the main axis is symmetric, while along the

edges the composition is adapted to the situation. The fish

ponds mark the horizontal area vis-a-vis the sloping part of

the layout. The playful effect was enhanced by the extremely

complex use of water eleme nts, such as a waterfall, a curtain

of water with rainb ows, jets, reflecting sur faces, and the us e

of water-driven automata and giochi d'aoua. The water organ

produ ced the sound of trumpets, the Fountain of the Dragon

caused gun and musket shots to ring out, while in the Foun tain

of the Owl bron ze birds twittered until an owl suddenly
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Composition scheme.

app eared and began to hoot mournfully.

Thus separated from daily reali ty, visitors could im agine

the mselves to be in an unearthly paradise and thi s, in fact,

was prob ably Cardinal d'Este 's intention. His coat of arms

showed a wh ite eagle with the three golden apples of the

Hesperides. The Villa d'Este is an allegori cal representation of

the Garden of the Hesperides, which, itself. is a mythical

interpretatio n of eart hly parad ise. Hercul es had to perform

one of his heroic deeds in thi s garden: the retrieval of the

th ree golden apples. Visitors can experience Hercules's strug­

gle for the three divine virtues themselves, since the cardinal

also expressed moral contradiction in the transverse direction

of the garden. Thu s the Grotto of Ven us (Volup tas) at the Oval

Fountain forms th e counterpart of the Grotto of Diana (Virtus)

below the dining loggia. The passage from Venus to Diana

and vice versa is accompanied by a hundred stucc o reliefs

depicting the Metamorphoses of Ovid in the Avenue of the

Hundred Fountains. From the side, the scene of the battle is

surveyed by the winged Pegasus, high over the Pegasus Fountain

(above the Oval Fountain) on the hill of Tivoli, making ready

to ascend Mount Parnassus.

This relationship between pagan myth and Chri stian phil o­

sophy completes Cardinal Ippolito d 'Este's programme of

ambiguously link ing the exuberance of the villa ideal with the

res train t of a monastery.
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Around 15 6 0 Pietro Antonio Contigi had a sm all villa laid out

in Frascati, about 15 kilometres sou th-wes t of Rome. Thi s was

subseque ntly bou ght by Pope Clement VIII, who in 1598 gave

the villa to his ne phew Cardina l Pietro Aldobrandini in grati­

tude for his par t in the recapture of Ferrara. In 1683 the villa

passed into the hands of the Pamphili fam ily and later came

into the possession of th e Borghese family.

After the final land pur~ha ses had been carried out, th e

building of the house started in 15 98, in acco rdance with the

designs of Giacomo della Por ta. Papal revenu es had increased

so much as a resu lt of the annexation of Ferrara that th e cos ts

of bui lding the villa could satisfactor ily be m et. Della Port a

died while the villa was still under cons truc tion and Carlo

Maderno and Giovanni Fontana, who were also responsibl e

for the cons truct ion of th e cascade and water th eatre , took

over su pervision of the work. Maderno designed th e cascade

and water theatre , while Fontana, aid ed by Oratio Olivieri, was

respon sible for the engineering. Fontana was a famous aquat­

ic artis t, having ma de his name at the Villa d'E ste , and it was

he who designed the hydraulic effects . Th e water was brought

from a spring on Monte Algido. Fontana performed th e eng i­

neering work tha t was necessary to tran sport the wat er over a

distance of mo re tha n ten kilome tres to the reservoir that lay

high above the villa.

Villa Aldob ran din i was em bellishe d with a rich ness excep­

tiona l in those days. The walls of th e drawin g roo m , situated

in the centre of the ma in block on th e piano nobile, are cov­

ered with large tapes tries and the ceiling is adorned with fres­

coes ascribed to Zuccari. Th e sou the rn m ost hall on this floor

is decorated with Chinese wallpaper and th e ceiling was or igi­

nally paint ed with scenes from the Old Testament. Th e most

imp ortant paintings, however, were in the two sm all buildings

VIL L A AL DOBRA NDI N I

Front view.

next to the water theatre. In on e of them , a chapel dedicated

to St. Sebastian, the frescoes were painted by Domenico da

Passignano. These were so badly damaged by damp, howev er,

that they were removed and now hang in London's National

Gallery. In the oth er, the Stanza dei Venti, a garden room with

an artifi cial hill and sens ational aquatic effects was created.

Th e villa was heavily damaged during the Second World

War. Lar ge-scale restoration took place between 1950 and

19 6 0 . Th e villa is presently the resid ence of Princ ess

Aldo brandini.

Frascati

Villa Aldobrandini belongs to th e group of villas draped

agains t the hill s around the village of Frascati , situated about

20 kilometres sou th -east of Rome. Man y villas wer e concen­

trated in thi s location , th en called Tusculum, even at the tim e

of th e Roman em perors. Cato, Lucullus and Cicero all had
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Axon ometric cross sectio n of the villa against the hill slope. Groun d plan.

their country seats ther e. The village was destroyed in the

Middle Ages and its classical villas laid to ruin . After the elec­

tion of Alessandro Farnese as Pope Paul I II (1534-4 9) and the

es tablishment of his coun try retreat in Frascati , there was

ren ewed interest in the area , particularly among the Roman

prelates. Between around 1548 an d 1598 man y cardinals buil t

relatively modest villas the re. In a second period of bui lding

between 1598 and 1650 , associated with the Counter ­

Reformation which followed the Council of Trent , owne rs

com peted with each othe r in the em bellishm ent an d exten­

sion of their villas.

Initially, the main point of staying in the coun trys ide had

been to en joy nature; now it came to be see n as a struggle to

achieve the perfect Arcadia as a reconfirm ation of that reli­

gious and secu lar power which had been question ed by the

forces of reformation . The pur su it of thi s Arcadian ideal was

prac tically execu ted in a variety of ways.

Th e stage ma nagemen t and arch itectura l treatment were

determ ined to a large, if no t dominating, degree by the need

to publicly display the restored social and cultural power of

the church . Th e early type of Tuscan villa, in which the inter­

action between villa and landscape took place in the garden ,

was thus adapted to a new function . A type of villa was created

in whi ch the situation of the com plex against the hills, the

A RC HI TECTURE AND LANDSCAPE
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Belpogg io

3 Borghese
4 Falconieri
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7 Mo ndragone
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position of the house on the terraces, and the design of the

facades were given monumental significance. Th e garden at

the rear was a subordina te private area , while the ceremo nial

aspect of the hou se was defin ed in the execution of its facades

and the laying out of the front terraces.

Frascati is situated some 300 metres above the level of the

River Tiber. The land slopes away to the north-west , where

Rome is visible on the hori zon . To the south-eas t the slope

increases stee ply, climbing over several kilom etres to a heigh t

of 670 metres . From the slope the villas have a pan orami c

view of the sunlit Roman Campagna with the dark forest set

against the hills. In gen eral the Frascati villa embraces the dif-
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feren ce in he igh t between the no rth and south sides. The

shadowed, flat north facade has a balcon y or loggia. Opposite

the sun lit south facade the slope of the hill is intercepted by a

retaining wall with a nymphaeum. Here, oppo site the

entrance to the villa, the water which runs off the hills is col­

lected . In a number of places the forestation has been cut

back to give a better view. The layout of the villas , as they

looked after the extens ions and em bellishme nts of the first

half of the 17th cen tury, begins to reveal the competing organ­

isation al elements: the terrace and the axis.

The terrace is a geome tr ic sur face an d is use d as an archi­

tectural foreground, balancing on the edge of the panorama,





PAGE 96.TO P The wooded hills as shared
background for the Frascati villas.
(Aerial photo P. van BolhuisjPandion)

PAGE 96, BOTTOM The view of Rome on the
horizon as sha red panorama from the
Frascati villas.
(Aerial photo P. van BolhuisjPandion)

View from the house to the water theatre.
Note the door.
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The Mouth of Hell, Villa Aldobrand ini . Frascat i, villas and terraces.

forming an open space and wedding it to the villa. In part icu­

lar, those villas on the ridg es whi ch protrude from the slope

and which have a panorama of at least half of the horizon

(180 degrees) form a single terra ce (e.g. the Mond ragone and

Aldobrandini villas). Seen from below, the striking pro por­

tions of the villa facades form a monumenta l un ity with the

terrace walls.

Th e im proved presentation of each of the Frascati villas was

augmented by an avenue lead ing in a totally straight line up

the slope. At the end of this line the villa and terrace are

arrange d sym me trically. When approaching a villa, the drive­

way ensure s a fron tal, ceremo nial approach to the com plex.

An interesting detail, supplied by Carlludwig Franck's typolog­

ical study (1 956) , is that the avenu e en ds at the point where

the treetops are just below th e level of the terrace. Because of

this, one looks over the avenue from the terrace. The actua l

ent rance to the villa is not at the front however. The visitor is

led around the terrace to the rear of the house an d the piano

nobile. This entrance is usually link ed to a more access ible

route running parallel to the slope of the hill. Th e longest

axis, at the Villa Mondragon e, is 700 metres long.

Even though the avenues rem ain in the foregrou nd and

one can look out over them , th eir layout ou tside the actual ter­

ritory of the garden and their placement in the panorama

ind icate tha t th is is no lon ger an open space in all direction s.

Th e pan orama itself has been ordered and given visual direc­

tion . In the link between foreground and background the

house appears as a set piece again st the dark , forested slope.

The regular spacing of the individual villas is striking . The

axes of symmetry ru n down the slope virtually parallel to each

other in to the distance. Th is arra ngement makes it clear that

mutua l visibility and views of the town of Frascati are of less

im por tance here. Th ese axes have no formal termination, but

a virtual one: the ir referen ce point is the point on the horizon

where the city of Rome stands.

In thi s orien tation toward s the panoram a all the villas are

simi lar an d the refore no lon ger have different point s of view.

Unlike Floren ce or Rome there is no periphery affording

cha ng ing panoram ic views . There is actua lly on ly one view

an d one direction from which to look out over the panorama.

In th is mon oth ematic conce pt of space the garden has lost its

role as the focus of the stage managem en t. In the Frascati vil­

las th e garde n has been relegated to the rear, between the

house and the slope, and is therefore mu ch more of a com po­

nent in the confrontation between the mo numental and cere­

moni al side of the com plex an d the walled and private part of

the garden.

With in the typology of the Frascati villa, as advanced by

Franck. the axial con nection of the villa's elements places the

basco aga ins t the slope . It uni tes with the hill to create a com-

ARCHI TECTURE A ND LANDSCAPE
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Frascati, axes and routes

mon background and binding element in the monumenta l

stage management. Despite com peting with each othe r in

terms of the wealth they display, the separate villas hereby pre­

serve their mutual affinity. The Frascati villa evolved within

this spatial fram ework and Villa Aldobrandini is its most

refined example.

A baroque decor

In the layout of Villa Aldobrandini the front and the rear of

the building are entirely indepen dent of each other. The build­

ing itself acts as a screen between the two, separating culture

from nature. The urban front is controlled by means of the

view and is itself dominated by the monumental facade of the

hou se. Partly hidd en behind the house is the wild overgrown

bosco, only accessible to the owner and his guests. Engravings

by Dom Barriere, Falda and Specchi clearly show how the

building protrudes from the hill and how the slope behind the

interrupted tympanum continues into the projection of the

roof. To the front of the house is a bare slope with the

approach avenue symmetrically situated on the axis.

This avenue, flanked by clipped trees (now grown together

to form a tunnel), directs the view towards the building, giv­

ing the house its monumental backcloth-like significance with

regard to the village. The entrance was originally marked by

the intersection of two avenu es forming two sides of a triangle

V ILLA AL DO B RA ND I NI

Villa Aldobrandin i. (Alessa nd ro Specch i, 1699)

an d their bisector, form ed by the ma in axis. The growth of the

village and the cons truction of a gar den wall and entrance

gate , designed by Carlo Bizzacc heri , destroyed th is triangular

confi guration .

Th e entrance avenue lead s to a nich e in the lowest retain­

ing wall of the two-sto rey front terrace, the lower level of

which was a hippodrome. Because of the interrupted tympa­

num and the recess es in the basement, the foreground and

background, the architectonic facade and the rustic decor

com e together. There is an unex pecte d com bination of images

at the hig hest poin t of the aven ue: the niche an d the upper

part of the building are visuall y linked by perspective. This

carefully cons tru cted image disintegr ates as soon as the axial

approach is departed from and one moves towards the sides.

From the highest level of the front terrace there is no dir ect

passage to the terra ce at the rear, whi ch is connected to the

house on e floor higher on the piano nobile. In sp ite of the pro­

nounced axial structure, movement is interrupted for the sec­

ond time. At the eas t side of the villa there is a dom estic

en trance from a narrow side road, which leads straight up the

hill. Two boschi of plan e trees lying on the transverse axes

unite the front and rear in a simple manner. The west side

terrace, whi ch runs to the edge of the hillside, offers a view of

the villas Torlonia, Grazioli , Muti and Belpoggio. On the rear

terra ce, opposite the south facade of the house, is the spectac-
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Axonometric project ion

Composition scheme
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Villa Aldob randml as archItectonIC screen (P van der Ree, 1992)
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Cascade. wate r colum ns and rear fa,ade with loggias. N ym phaeum with Pan .
Panorama from the front terrace.

ular semic ircular water theatre. At the centre of the five niches

Atlas shoulders the globe and is subme rged in a curtain of

water. Only a glim pse of the gard en above the nymphaeum

can be see n from the terrace. Thi s bosco-like gar den is con­

nected by mean s of a ramp on the western side terrace, which

again deflects mo vem ent sideways, away from the axiality of

the villa. (Next to this ramp, hidden in the woods , is a giant

head similar to those in the Sacro Bosco at Bomarzo.) The

sequence of fountains , cascades an d grottoes on the main axis

and the two flanking columns are connected to the differen t

levels of the house. The cen tral part of the sou th facade,

which projects slightly, cons is ts of stacked loggias , from

which a cons tantly changing perspective of the water attrac­

tions can be see n. Only from the hig hest loggia can the gar­

den be viewed as a who le. Here, too, the visitor is on the same

level as the eterna l spring, from which the water flows down

the slope, and is in communication with primeval nature. Th e

upper cascade is shaped so as to coun teract per spect ive. It

seems to be projected onto a screen between the two water

columns and is th us perceived from the house as a flat plan e.

The wate r axis begin s at the Fontana Rustica , an imitation

of a natural spring with waterfall. Th e arch itecton ic forms are

dissolved in natural rock forma tion s. Th e water flows from it

into the Fon tana dei Pastor i, a waterfall se t between two nich­

es containing figur es of shepherds. Through cascades the

water then run s down to a basin flanked by two h igh pillars

wound with garlands (the Pillars of Hercules). Water jets

shoot from the capitals of the columns, and the water run s

and splashes down along the spira ls of the column shafts.

Finally, the water is carried to the water theatre by a cascade.

Looking in the opposite direction from the slope, the villa

is seen th rough cons tantly changing fram es. On ly the central

part with the loggias is visib le, as a se t piece betwe en the two

columnar fountains . Th e villa see ms to control every part of

the slope. At the level of the spring , where the hori zon of the

Roman landscape become s vis ible above the house, the con­

trast between culture and nature is effaced. Even here we are

being deceived . Th e loggias and the eaves are treated in such

a way as to play tricks with per spective. Humankind is creat­

ing its own mathem atical ord ering of the world. Rationality is

no longer confirme d but chall en ged in the Aldobrandini per­

spectives.

V I LL A Al DOBRAN DlNI
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Villa Emo lies on the plains of the Po in Fanzolo , between

Bassano and Treviso. In 1539 Leon ardo Emo di Alvise inhe rit ­

ed a par t of his uncle 's property in Fan zolo , an estate of about

400 campi trevigiani (more than 200 hectares). Th is land had

been obtained by the fami ly as a res ult of their land redevelo p­

ment work in the Po plains. Leonardo was seve n years old at

the time, but the plan s to build a villa in th e centre of th e

estate were already far advan ced. Th e architect Andrea Palladio

(15 08-80) was com m issioned to reali se the plan s. The build­

ing was finish ed in 1556. Th e frescoes in the interior of th e

hall, the loggia and four adja cen t rooms wer e com pleted

between 156o an d 1565 by Giam battista Zelotti . A mi xture of

heroic Roman deeds , pagan legend s an d sce nes from Ch ristian

history were depicted between Corin th ian colum ns pain ted in

perspective. The res trained cha racter of these frescoes cert ainl y

reflected the desires of Palladio himself, who did not wish to

see architecture dominated by decoration. His description of the

villa in the Quattra libri dell' archueuura (1570) is fairly con cise.

The plaster relief in the tympanum of th e facade with th e

arms of the Emo fam ily is by Alessandro Vittoria. Th e bu ild­

ing was restored in 1744; th e side wings that until th en had

served as work space were alte red into living acco m m oda­

tions. A fami ly cha pel was buil t nea r the west wing , and two

openings in the arcades on eithe r side of the main building

were closed up , so that the view of th e field s was lost.

In the 19th century a portion of the garden was ornament­

ed with grou ps of trees in the 'landscape manner'. A rail way

line now cuts thr ough the sou the rn axis of th e villa. Th e villa

has always remai ned in the centre of th e far m , and is still in

the possess ion of the Emo family.
Ground pla n an d fron t elev atio n (From Andr ea Palladio 's Quott ra libri. 1570)
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The Veneto villeggiatura
Th e process in whi ch agrarian land developmen t was ever

m ore em phatically com bined with the aestheti cisati on and

en joyment of nature began in th e Tuscan villas of th e r5th

century, and reached its culmination in the Rom an villas of

the r6th and r7th centu ry. In th e course of th e r6th century ,

however, a contrary development also took place in Northe rn

Italy. In it agrarian production becam e precisely the most

im por tant purpose in plan ning villas . The ori gins of th is

deve lopme nt lay in Venice.

After the collapse of its overseas trade and a series of mil i­

tary defeats toward s th e end of the quattrocento, Ven ice had to

fall back on its own region , th e Ven eto . This region extends

from Venice in th e eas t to Vicen za in th e west , and from th e

foothills of the Dolomites in the north to Padua in the south .

Th e mai n thrust of eco nomi c poli cy was directed towards

deve loping agricu lture. This offered su fficien t opportun ity to

invest capital gaine d through overseas trade. Ven ice pursue d a

policy aim ed at opening up and reclaiming the ma rshy hinter ­

land , the reby also exploiting th e large pool of un employed

labour in the city.

Th e Veneto villa differs from villas elsewhere in Italy, in part

because of the econo m ic circumstan ces whi ch determined

th eir fun ction. For mo st of its history the Italian villa had been

intend ed as a refuge from bu sy town life , a place of peace and

relaxation in the midst of na ture. Th e Veneto villa, however.

was a wor kin g farm . Th e pro gramme of the villa was in flu­

ence d by the need to lure the Ven etian aristocracy in to the

coun tryside . Th e renewed interest in farming coincided with

the publication of a seri es of treatises on agriculture which

extolled the virtues of country and farming life. Halfway through

the 16th century th e Discorsi della vita sobria by Alvise Cornaro,

a prominent Ven etian landown er, was publi sh ed. Corn aro

advocates the vita sobria, the ancient ideal of simple coun try

life. Th e cult ivation of the land was a divine occupation , compa ­

rable with the Creation. Agriculture equalled virtue, so it was

difficult to conce ive of anything more virtuous than money

earn ed by tilling the land.

Th ese treati ses laid a sound ideological foundation for

farming. With the increased status thus provided , it became

worthwhile to se ttle down in the countryside as a land-owning

farme r. We can therefor e conclude that the villa was a function ­

al en tity wh ich had to m eet the demands of farming, the rural

idyll and aristocratic status . Palladio's contribut ion was to

develop an archi tectu ral scheme in which it was possible to con­

trol the agri cultural programme by means of rational plan ning

in relationship to th e ideological needs of the new land policy.

He designed a standard vocabulary in whi ch the articulated

com pone n ts of the villa could be used to produce different

combina tions according to the indi vidual wishes of the clients.

ARCHITECTUR E A ND LA NDSCAPE



The Palladian agrarian villa
The external appearance of the villa is sober, in accordance with

the ideal of the vita sobna. According to Palladio the houses of

antiquity were also built without decoration. He dismissed the

idea of the villa as a unique object and created a series of

objects instead. By so doing, his per sonality disappeared to a

certain extent from the buildings. In this kind of architecture,

without autobi ographical caprices, the client had to renounce

private decoration . Richness, how ever, showed itself primaril y

in the interior, with walls decor ated with frescoes depictin g

villa life, the landowner, his possessions and his learning.

The ideal hall is square and was used for feasts , perform­

ances , weddings and receptions. Palladio termed the hall , onto

which the private rooms of the house opened , a public space,

analogous to the town square onto which several streets open.

The hall in the villa was the centre of administration and

ente rtainment, simi lar to the forum of an ancient city. Th e

arrangement is self-eviden t: the villa is centrally situated in

the country estate and the hall is the heart of the villa; the hall

and the loggia are the crowning glories of the whol e.

From the loggia the landowner looked out across the fore­

cour t, through which the harvest was brought and in which

games were held. It gave access to the livin g quarters and was

used to beautify the hou se. It se rved many purposes: it was a

place for eating, walking, and leisure activiti es. Th e loggia is

VI LLA EMO

relat ed to the hall behind it, in height , width and the number

of floors. Th e loggia and the hall are the centre of the compo­

sition. If there is onl y a loggia in the front elevation, the hall is

slightly extended at the rear, and opposite the main entrance

is a door or window, which serves to frame the view of the

landscape.

Th e temple front em phas ises the main entrance to the

house and adds cons ide rably to the status of the building. The

use of a temple front in domestic archi tecture was int ended to

sugges t the divine status of the landowner.

Th e steps leading up to the piano nobile lend distinction to

the hou se. The introduction of the raised piano nobile makes

contact with the gard en subordinate to the view of the land­

scape from the loggia. According to Palladio the rais ed main

floor has two advantages. First, it no longer requires any serv­

ants' qu art er s , which are now housed in the basem ent.

Second, it is a more pleasant place to be because the floor is

raised above the damp so il, it commands a better view of the

farmland s, and can itself be see n to better advan tage from the

distance. Th e physical dominance of the villa achieved

through its central position and the raised position of the

main floor sym bolises total control of the landscape.

Th e original layout of the gardens is unknown. Old engrav­

ing s suggest that the forecourt was an open space. Th e low

flat ponds, which hardl y rise above the grass , and the low
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walls around the courtyard sugges t the same. An open fore­

cour t ens ures that the villa can be see n from afar an d that it

com ma nds a view of the fields. The forecour t was a public

space onto which the barns, the dwellin gs of the agricultura l

workers and the stables open ed .

A RC HITECTU RE AN D LANDSCAPE



Agricult ure and Arcadia

The raison d'itre of the Veneto villa was the reclamation of the

countryside, in which the villa owner, in his role of divin e

padrone, occupied a central position. Th e villa was the centre

from which the extensive farmlands were managed . Th e fields

were mainly cultivated according to the Roman centuriatio sys­

tem , which still existed in a rudimentary form. Thi s system

consis ts of square plots of some 625 square metres. The villa

sites conform to the pattern of this system.

The way in which the relationship between landscap e and

villa was created should be considered agains t the background

of ideas on landscape and nature at the time. In Palladio's vil­

las there was no gard en as was understood in the 14th and

15th-century Italian villa tradition . In so far as there was a garden

it was a ceremonial introd uction to the flight of steps leading

to the piano nobile. The few elements used in this par t of th e

garden - low walls, gates and trees - direct the view towards

the horizon. Across the gard en, house and landscap e are

linked to each othe r in an aesthetic rendering of the view.

Vistas from the loggia and the hall are channe lled along

avenues towards the land scape. Landscape and villa are there­

fore joined together in a single architectural struc ture. Th e

separate elements formalisin g thi s arrangem ent are set up

along the axes thus formed. To create the integrazione scenica

various eleme nts can be left out or added. According to

Palladio the road is also an eleme nt of th is integrazione scenica;

it is an environme nt in itself, a little high er than the fields it

crosses , shaded by trees and offering pleasant views.

The Arcadian idyll. the original motiv e behind villa life, was

subordinate to the tough reality of the agri cultural economy.

Delight in nature within the enc losed domain of the villa was

done away with . What had been lost on the outside cou ld be

regained in the interior. In the frescoes covering the walls of

the reception room s the idea l of rural life could be recreated

and the landscape restored to its Arcad ian significance.

The empty garden

The main axis of Villa Emo follows the di rection of the exist­

ing centuriatio division of the land. From some distan ce away,

the position of the villa in the land scape is clearly marked.

From close by, however, the buildings are hidden behind high

hedges and the entrance gate. From the front terrace the

broad flight of steps leads to the piano nobile, and from the

loggia there is a view, over the gard en and its enclosure, of the

land scape that from this position is ordered by the projection

of the central axis. The steps to the loggia are con siderably
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wider and less steep than those depi cted in the Quattro libri.

Thi s gives the impression of a forecourt sloping right up to

the loggia, reinforcing the central position of the building vol­

ume . Th e developmen t of a tran sverse axis through the cent re

of the galler ies was fairly exceptional given the genera l predis­

position to monoaxiality. Thi s axis passes through a side

entrance of the garden and is terminated by a chapel on the

oppos ite side of th e road . Th e outbu ildings also remain pro­

gram ma tically separate, and there is no direct entrance from

the central piano nobile. Th e loggia is recessed into the main

block and its side walls disp lay murals. Thi s re-emphasises

the con centration on the singl e direction of the main axis and ,

thu s, on the negation of the side wing s. It is on ly in the front

elevation that the con tinuation of the gallery brings house and

outbuildings into a unified whol e.

Th e difference in the treatment of the front an d the rear

elevations is striking. As is the case at Villa Piovene at Lonedo,

an absolute se paration see ms to be sug ges ted betwe en the

sym bolic significance of the front and the 'ru stic' agrarian

cha racte r of the rear of the bu ildings. The impression of dig­

nity continues from the front of the house into its interior.

Thi s di fferen ce between the front an d the rear of the villa is

continued in the landscape se tting . Th e kitchen gardens are to

the rear , from where you look out along the axis imposed on

the landscape, across a wide, open stre tch ofland between

rows of trees that seem to merge imperceptibly into the agri­

cultu ral fields . However, the rows of trees in front of the villa

are planted much closer togeth er to form an avenue. Within

the rectangular parc el ofland on which the villa complex

stands, the empty gard en creates a distance between its agri ­

cultural and ceremonial features .

Th e ideological agrarian programme, which postulated land

reclamation in the Veneto, can be seen in wha t is probably its

mo st com plete form at Villa Emo. It is an empty gard en, in

which the ordinary eleme nts of land development have taken

on an objective architectoni c form through a minimal form al

treatment. In his solu tion to this programme at Villa Emo,

Palladio provides his mo st com plete and advan ced example of

the agricultura l villa. The tension between forma l arch itectural

vocabulary and referen ces to traditional Ven eto farm elemen ts

is here tran sformed into an almost nonchalant dialogu e

between the two. That these remain independ ent and iden tifi­

able within the total sche me does not only put matters into

perspective but also even leaves room for the su spicion that

the maestro might be making a some what ironic insinuation

about the dignity of hi s client.

11 1





11 3

In IS66 the papal prelate Paolo Almerico retu rned to hi s

native Veneto after havin g served un de r a number of succes­

sive popes in Rome. He asked Palladio to bui ld a summer

residence for him on a hill about soo metres sou th-east of

Vicenza. In his Quattro libri Pallad io wrote that 'The site is as

pleasant and delightful as can be fou nd, becau se it is u pon a

small hill, of very easy access , an d is wa te red on one side by

the Bacchiglion e, a navigable river; and on th e other it is

accom panied with mo st pleasant risings, whi ch look like a

very grea t thea tre, and are all cultivated, and abou nd with

mos t excellent frui ts, and m ost exqu isite vines , so me of wh ich

are limited, some more exten ded, an d others that term inate

with the horizon; there are loggias made in all four fronts ;

under the floor of which, an d of the hall , are the rooms for

the conve nience an d use of the fam ily.'

ln the Quattro libri the villa is included in th e cha pter on

ur ban villas because it did not have an agri cultu ral function ,

and - though not situated in the town itself - was , never­

theless, in the immediate vicinity of one.

In IS69 the villa was ready for occupatio n. It was only

completed, however, afte r Pallad io's death by the arch itect

Vincenzo Scam ozzi who , among other th ings , replace d the

hemispherical dome in Pallad io's conce ption wit h a less pro­

nou nced vault over the central hall. Th e design of the dome is

suppose d to be based on th at of th e Pantheon an d was intend­

ed as a referen ce to the own er' s status . Th e oculus on top was

origina lly open (as in Scarn ozzi' s Villa Pisari La Rocca at

Lonigo): a water out let in the floor of the hall lead s to a we ll in

the basement. The present main en trance and the bui ldings

flanking both sides of the southern access avenue were also

adde d by Scamozzi aroun d 1620. Of the ar tis ts who worked

on the decoration s, Palladio mentions only Lorenzo Vicentin o,

V ILLA ROTONDA

Ground plan and front view. (From Andrea Palladia 's Quat tro libri, 1570)



Villa Rotonda , landscape sett ing.
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who was responsible for the statues on the pedestal s of th e

loggias. Th e planting and layout of the surrounding landscape

has changed in the cou rse of tim e.

Theatre and belvedere
Th e situa tion of Villa Rotond a was described by Palladio as a

large theatre which present ed a cha nging but always beau tiful

spectacle on all sides. Thi s would explain his decision to pro ­

vide the villa , design ed as a belvedere, with identical loggias

VILLA ROTONDA

on all four sides. In planning the interior of thi s four-sid ed

sym me trical cons tru ction, a round centra l hall presen ts a logi­

cal solu tion. As corn lofts were unnecessary because th e villa

did not have an y agri cultural fun ction , the hall was continued

up to the roof, with a gallery over the piano nobile, and later, at

the end of the 17th cent ury, painted with illusionist archi tec­

tura l and sculptura l elements to look like an open-air tempictto.

Th e hemispheri cal dome would have made the villa a sa lient

feature in the landscape and fixed it in the centre of the
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panorama that unfolds on all four sides. It is therefore regr et­

table that Scamozzi did not have the courage and se ns ibility to

cons truct the dome according to Palladio's design .

Due to its centralised sym me trical shape, description s of

the villa usually suggest it is situated as an isolated object. Th e

villa does ind eed stand out in the landscape because of its

location on a plateau and also because it is rotat ed 45 degrees

to the north, independent of the local topography, so tha t all

facades of the house receive suns hine each day. Closer exarn i-

Views from the four loggias.

nation , however, reveals that despite its apparent autono my the

villa has been placed in the landscap e with the utmost care.

When the complex is approached , the villa is gradually revealed.

Th e entrance facing the northwest loggia is recessed in to the

hill. Looking back beyond the entrance from the loggia, a

chapel can be seen on the axis on the opposite sid e of the road

at the edge of the town. Thi s axis, linking the house, the

entrance and the chapel, formall y es tablishes the es tate's rela­

tion ship with the town . A walk around the villa reveals how its

se tting in the landscape is handled differently on each side .

From the Strada della Riviera, below the north-east terrace,

the villa is connec ted to the buildings on the edge of town by

the retaining wall of the terrace, although it juts out from the

line of the oth er buildings. It is also linked to the road , and

the river running parallel to it, by a gras sy raised embankme nt

at right angl es to the terrace wall. Thi s raised feature on the

no rth-east side of the villa complements the recessed entrance

and , on the edge of the terrace, makes the relationship between

the develop ed land and the open landscape explicit.

Walkin g along the Strada della Riviera the land scape rolls

on behind the villa, but at no single point does the picture

lose touch with the wooded slopes of Mont e Berico. Cut out of

the woods is the giardino segreto, which can only be reached

from the basem ent. It is onl y on the east side, where the loggia

reveals the mo st unobstructed view of the land scape, that the

villa se parates itself from the edge of the wood and is elevated

in its sur roundings . Thi s is , therefore, the only side on which

the retaining wall alon g the edge of the plateau meets the lower

part of the s ite dir ectly, without modifications or additions.

ARCHITE CTUR E AND lANDSCAPE



The disappearing garden
The state of the site aro und th e villa is reflected in th e sha pe

of the terrace and the trea tment of its edges. Becau se of the

villa's asymmetric location on the terrace, the chang ing per­

spective effects. and thereby the different and shifting posi­

tions of the background. are proj ected onto the terrace wall.

The en tire system of differentiatin g the landscape se tting of

the villa would. finally. ha ve been anchored and unified by the

hemisphe ric dome. rising high above the hou se. Thi s function

can now on ly be observed in the repet ition of the loggias on

all four sides of the house.

The way in which the all-round sym me trical plan of th e

house is stage-ma naged in the land scape . by treating each of

the four dir ection s of the plateau differently. and its influen ce

on the terrace walls. confirms the mastery of th is last villa

project by Palladio, Th e gard en as an au tonom ou s space

between the villa an d the land scape has disapp eared from the

integrazione sccnica . Precisely because there was no agr icultura l

progra m me the landscape could be integra ted. witho ut ideo-

V ILLA R OTONDA

logical prejud ice. in to the com posi tion as an inde penden t

com ponent. Pallad io here reduced the land scape archi tectonic

design means to a min im um, and concentra ted all the act ive

com pos itional elements of the landscape staging in the build­

ing. Th e natural plasticity of the landscape determines its

intera ction with the villa. Here. Palladio reached th e limits of

th e possibilities of designing the landscape with an entirely

con tro lled. form al arch itectura l system . This could resul t in

two possibl e development s. On e was a fur the r subordinati on

of the land scape to a cen tral persp ective structure. as can be

see n in French gar den architectu re. and the oth er - and thi s

is an ticipa ted in th e se tting of Villa Rotonda - is a seve ring of

the cosmic unity between land scape and architecture. which

was fund am ental to Enligh tenment thou ght . whi ch conce rned

itself with the con trast between nature and cu lture.

Th e arc hi tecture of Pallad io, es pecia lly in th is pro ject, stood

between two worlds an d was to prove of serv ice to both of

them .
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View from the south .
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121



. • •• . •f . . • ,
• .,.,If .... _ ~ ....

I •

..

. I

.... ....,. ~ .. ..;;,.- ........-....,.-



Vaux-Ie-Vico te

St. Germain

St. Cloud

Meudon

ceaux

Marly

anon

Clagny

Versailles

The Tuileries Gardens



124

Marly
St.Germain-en-Laye

Paris. The 17th-centu ry residences.

Versailles

IClagny

Grand Trianon

i

St.Cloud Meudon Tuileries Sceau
Luxembourg

ARCHITE CTURE AND LA N D S C A P E



The conquest of architectonic space 12 5

During the 17th century th e scien tific conce pt of nature and

space was theoretica lly established. As well as art, scientific

fields such as astronomy, geography, physics and mathemati cs

began to unfold . The extent and complexity of knowledge becam e

so great that all of science could no longer be represented in

one person, the uomo universale. Voyages of discovery went

beyond the hori zon of the then-known world to be drawn up

later on maps. In abstract thou ght even mathematics began to

overs tep the boundaries of what was regarded as conceivable.

The pushing back of fron tiers in science an d travel rested

on an expansion of political power. As Sun King , Lou is XIV

was the absolute embodim en t of a Rom an em peror. Paris was

the new Rome, which in the second half of the [7th century

acquired an imperial allure.

The residential landscape

Dur ing the second half of the [7th cen tury huge changes took

place with resp ect to the num ber, size and design of country

estates around Paris. In the period preceding the general paci ­

fication of the land and until the early 17th century, the Fren ch

kings had soug ht sanctuary in their fortifi ed chateaux. Man y

of these, su ch as Bury, Blois, Chambord and Ch enonceaux,

were situated in the basin of the river Loire.

Fontainebleau , Chantilly, Anet , Dampierre and Verneuil lay

in the basin of the Seine, some 50 kilometres from Pari s.

Th ese chateaux also had strategically placed waterworks. From

around the mid-roth centu ry chateaux began to be bu ilt with­

in the Paris area, such as Meudon , S1. Cloud, the Palais des

Tuileries , St. Cerrnain-en-Laye and the Palais du Luxem bourg.

In these chat eaux the country estate atmosph ere was more

important than their defensive capabilities . Although Charles

VIII, on returning from his campaign in Italy, had already
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brought back Italian arti sts in 1495 who worked on Amboise

and Blois , among oth ers , the Italian influence on country

estates, es pecially in Pari s, was still an important on e. Th is

was expressed in both the site and the cons tru ction. Here the

Italian Medi ci famil y, con nected to the French royal family by

marriage, played a cru cia l role . Catherine de' Medici (1519-89)

was the wife of Henry II, while Maria de' Medici (1573-1642)

was married to Henry IV.

On e of the first Paris chateaux was Meudon (begun 1520).

It lay h igh on the southern valley wall of the Seine, overlook­

ing th e landscape and city of Paris. Th e Italian Prim at iccio

built a grotto (1552) on th e mountainsid e next to the chateau.

Catherine de ' Medici sold a site, also on a steep southe rn

slope along a bend in the Seine, to the Italian banker Jerome
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Mathemat ical diagram of the anamo rpho sis of a squa re (Nice ron, 1638). When the
trapez ium XXXV is viewed from the height Rove r P, it appea rs as if the origina l square
XXXI II has risen above the surface of the paper.

Transformation of an ordi nary depict ion of 'St . John on Patmos ' in to an anamorphosis on
a wall. The distorted figu re is being stretched toward the left. (J.F. N iceron . Thaum aturgus
opticus, 1646, tab . 33)
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de Gondi . He built a cha teau (SI. Cloud) halfway up the slope

from whe re the re was a pan oramic view of the Seine .

On the city boundary of Pari s, Cathe rine de' Medici bu ilt

the Palais des Tuiler ies ([562) with a geome tric Renaissan ce

garden. Bern ard Palissy also cons truc ted a gro tto there, whil e

between 1597 and [605 the Itali an , Alexander Franci n i,

designed for Maria de' Medi ci a monumental flight of steps,

gro ttoes and terraces on the banks of the Sein e for Cha tea u

Neuf in SI. Germain-en -Laye. From th e terraces the re was a

com ma nding view acro ss the Sein e valley. Th e design was like

a monumental version of the slop e-design s of Vign ola for

Horti Farnesiani (Rome) and Villa Lante (Bagnaia). With the

series of nymphaea placed one above the othe r in the principle

axis, it is also simi lar to Villa d'Este in Tivoli. In [6 [5 Maria

de' Medici had the Palais du Luxembourg built after the

design of the Palazzo Pitti in Florence. The garden was laid

ou t as far as possibl e in the m anner of the Boboli gardens.

Every early 17th-centu ry cha tea u in and aroun d Paris was

'homely' and on a local scale, just as in Italy. The geometric

plan was ofl im ited di men sions and served as foreground for

the view. The trad itional agrarian pattern of the landscape was

barely affected by these incidental villa proj ects. Later in the

17th century, especially in the second half, radica l cha nges

took place under the reign of Louis XlV. Th e population of

Paris doubl ed in size between 159 0 and 1637 to more than

400 ,000 inhabitants. Wars and poor harvests crea ted

famines . Due to taxes and debts Fren ch peasants were forced

to sell their land, while a lack of technical progress created

struc tura l failings in agricultur al exploitation.

The declin e in agrarian activity resul ted in rural communi­

ties losing their autonomy and in a decrease in the am ount of

land that was used for agri cultural purposes. Th e traditional

medieval agrarian struc ture had to m ake way for the free play

AR CH I TE C T URE AND LA N D S C A P E
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of econom ic forces. Burghers , the aristocracy and financiers

profit ed from the situation by acquiring as much ground as

possible. For these new landowners , agrarian exploitation took

seco nd priority: ther e was no way rural life could be en joyed

by having views of ploughed field s and vineyards. The agra ria n

landsca pe was close d off from th e field of view. Th e kin g,

mem bers of parli ament, princes, magistrates and the urban

aristocracy, by bu ying up concentrations ofland lots, all sought

to form as larg e esta tes as possible. By being in control of

such vast tracts of land, they could also demonstrate their

power. Land exploitation that went hand in hand with thi s wa s

wholesa le forestry development , which form ed th e backcloth

to the count ry houses built during th e second half of th e 17th

cen tury. Paris in ge ne ral was developed into a form al ide al city

an d became part of an artificial landscape.

The abstract understanding of nature and space
The development of the concept of nature and space in th e

first half of the 17th century is best illustrated by the theories

of the French thinker s Ren e Descartes (1596 -165°) and Blaise

Pascal (1623-62). Together th ey laid the foundations for th e

work of Isaac Newton (164 2-1727) in th e second half of th e

17th century. Descart es isolated the sc ientific conce pt of nature

from its theolo gical contex t. During the Renaissan ce th e co n­

cept of a natural order was still closely tied to the concept of

God. In hi s s tatement Cogito , ergo sum (I think ther efore I

am) , Descartes postulated th e primacy of human reason. For

him , natural ph enomena could still onl y be explained accord­

ing to ma the matics .

In his work Discours de la methode (1637), Descart es presented

analyt ical geo metry and by so doing put the metric principl es

of Greek geom et ry (Euclid) into persp ective . Algebraic no ta­

tions were em ployed in order to s tudy complicated mathern at-
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ical theorems. Th e coordinate syst em made it not onl y possible

to es tablish eve ry po siti on and configuration in space, but also

th e idea of a co m pletely abstrac t, mathematical space , with an

unlimited number of coo rd inates and dimen sions. In theory,

Descartes se parated geometry from conceivable space.

Togeth er with Pierre de Fermat (16or-65) , he also contributed

greatl y to the science of optics .

Blaise Pascal wr estl ed with the qu estion of how far mathe­

m ati cs m ade it possible to fully compreh end nature . As .

opposed to the rational 'cog ito, ergo su m', he put forward th e

philosophical ' La probabilite, es t elle probabl e? ' At the age of

31, Pascal did not see sc ience as capable of explaining the first

principl e of nature. He tri ed to approach the boundari es

which human reasoning set on th e con cept of nature: mathe­

matics wa s for him a means with whi ch to approach the

inconceivable. In hi s th inking, infinity played an important

role. He thought of th e congruenc e of the mathematical

arrangement of the mi cro cosm and m acrocosm in te rms of

mathemat ical forms. He wrote, 'Reali ty is an infinite sphere,

wh er eb y th e ce ntre is situated everywhere and th e circu m­

ference nowhere. It is ultimately th e largest tangible sym bol

of the almighty gods, that our imagination gets lost in this

thought.' And he argued , 'Nature always recommences the same

things, the years, the days, the hours ; even spa ces and numbers

follow close on each other 's heels. In thi s way a kind of infinity

and eterni ty exis ts. Not that all this could be infinite and eter­

nal, but these finit e things multiply into th e infinite. Thus it

seems to me that onl y the number th ey multiply is infinite.'

Pas cal also used mathematics in terms of exist ential qu es­

tions . 'Accord ing to the calcu lus of probability you have to exert

yourself to seek the truth , for if you die without venerating th e

Tru e Principle , you ar e lost.' Along with Gerard Desargues

(1591-r66I) , Pascal also developed th e proj ective geometry

concerned with conics. This wa s extre mely important for the

further theore tical development of per sp ective con struction.

For Pascal, beauty exis ted in 'a certain co ncordance betw een

our nature and the m att er that gives us en joym ent'. He went

on to defin e this more precisely, not in terms of measurements

or proportions, as Vitruvius did , but through symmetry.

'Sym metry has its basis in the fact that no other reasons exist

to do it differ ently; on e also sees this in a person's face. This

is the reason wh y sym metry is onl y desired in the width and

not in the height or depth.'

In th e second half of th e 17th century, Isaac Newton, su p­

ported by th e work of Descartes, Pascal, Kepl er and Galilei,

developed a univer sal na tural theory in his Principia mathe-
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Const ruct ion of illuso ry architecture on a vaulted
cei ling. A network of wi res is stretched across
the vault at its springi ng point. This gr id is pro­
jected onto the vault by a light placed at the
point from which th e illu sion is to be viewed. By
viewing the subject thr ough a similar grid. the
image can now be scaled up onto the vault sec­
tion by section . (P. Andrea Pozzo)

Allegory of the mission of the Jesuits. Ceiling painting on the vault of S. Ignazio in Rome.
The real space is cont inued as an illusio n with the aid of painted virtua l architecture
whic h carries on th e perspect ive of the actu al bui ldi ng (design sketch in de Galle ria
Nazionale d'A rte Ant ica, Palazzo Barberini; P. Andrea Pozzo)
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matica (1687). He formulated not only the universal law of

gravitation , but also developed (along with Pascal , Fermat and

Leibni z [[646-[716] in particular) a differential and integral

calculus. In theory these methods brought a mathematical

control of the continuum within reach.

Figura.7'1.,
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Construct ion of a perspecti val synthesis between the auditorium and the stage area in a
theatre . (P. Andrea Pozza , circa 1685)

Stage set designed by Giuseppe Galli Bibiena , 1740 .

The construction of illusionary space
Dur ing the first half of the 17th century perspective cons truc­

tion was mathematically grounded. Well-known perspectivists ,

who contributed to its development , included Salomon de

Caus and Pere Niceron. Th e mathematical control of persp cc­

tive made both a scientifically accurate per sp ective cons truc ­

tion possible as well as its manipula tion.

As the rules relating to scientific perspective wer e not only

used to depi ct an actual spa ce, but also as a means of arrang­

ing it, this can be termed perspective manipulation. A standard

work in which thi s was theoretically discu ssed was Perspective

curieuse au magie des ejJets metveiiieux (r638), by th e French

Franciscan Friar Minor, lean-Francois Niceron (1613-46).

Niceron knew all the treati ses already published before hi s on

perspective, from Alberti (1435) to Du Cerceau (1576) , Vign ola

and Danti ([583), Sir igatti (1596) and Salomon de Cau s (1 612).

Niceron devoted the entire second book of his treatise to

the study of geo me tric figures , whi ch wer e so distorted th at

these only appeared to be properly proportioned when see n

from the correct an gle or viewpoint. When seen from oth er

viewpoints they were ind ecipherable. To achieve thi s effe ct,

Niceron invert ed Alberti 's straigh tforward perspective con­

struction as it were. In Alber ti' s construction a squa re grid

lying horizontally on a vertical picture plane is depi cted as a

trap ezium , with the distance between the horizontal lin es

increasingl y foreshortening the furth er back th ey lie.

iceron, on the oth er hand, studied how an actual squarc

grid could be distort ed in ord er for it to app ear as a regu lar

square grid when see n in perspective. To do thi s, the actu al

grid was stre tched backwards, thereby 'r eversing' normal per­

spective cons truction . The foreshortening in the per spective

pictur e plane was in fact compensat ed for by increasing the

measur em ents of the actual plan the further back it went. In

this way it appears as a regular square grid in the perspective

picture plane. Nicero n used the same diagonal con struction

which can also be used with normal persp ective con struction

to determine the narrowing of distances between lines parallel

to the picture plane. Thi s diagonal is formed by the line through

the viewing distance and the cluster of lines con verging at th e

vanishing poin t. On the intersections parallel lines can be drawn.
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During the 17th cen tury, the Jesuit Andrea Pozzo (1642­

1709) was so adept at perspectiv e as trompe-l'oeil that by

painterly m ean s he was able to transform any background

int o the desired effect. On the barr el vaulting spanning the

nave of Sant'Ignazio in Rome, the walls of the church were

continued as illusionary architecture 'as far as the heavens'.

Th e painting on the vaulting was done by stretching a net­

work of lines at the height of where it began and then , it

bein g in a dark church , illuminating thi s froin the viewing

point. Th e shadow from this indicated the precise distortion

of the surfaces on the vaulting. Using this grid , the flat per­

spec tive draw ing of the church walls on the vaulting could be

executed. Th e chose n proj ection plan e is therefore ima ginary;

it hovers, as it were, in the spa ce under the vaulting. Pozzo's

accelerated perspective app ear s to descend out of the vaulting.

Illusion ary space was not onl y painted but also created

usin g three-dimen sional means. Experime ntation of thi s kind

was especially carri ed out in theatr es. In the 17th century the

background in the theatre was no long er just a pain ted sur­

face. 'Vistas' were crea ted in order to convey the illusion of

infi nite , continuous space. Th ese were views framed by a

series of archit ectonically con structed viewing 'windows ' . The

m easurem ents and the placing of these 'windows' were per­

spectively manipulated and were in keeping with a painted

pan orama. An example of thi s are the five wood en streets exe­

cuted in accelerated perspective and built by Scamozzi (1552­

1616) as views to be placed behind the five portals of the

three-dimen sional decor in Palladio's Teatro Olimpico in

Vicen za (1 580-84) ' In th is way perspective trickery enabled

city dwellers to br ing their city into the theatr e.

A further development in 17th-century theatre lay in aban­

doning th ree-dimen sional prop s. Thi s was made possible by

the invention of the coulisse - a mobil e screen or interchange­

able wall. In th is way decors acquired incr edibl e mobility an d

versa tility, which burgeoning opera at the time demanded.

Giuli o Troili used eight coulisses on stage, whi ch he arran ged

one beh ind the othe r at increasingl y sm aller distances. This

narr owin g of distan ces in the regular inde ntations of th e

screens was done in keeping with the natural perspective of

the space. Th e use of the coulisse made an unpreced ented

sugges tion of spatial depth possible. Th e nee plus ultra of such

illus ionist perspective in theatr e sets was ach ieved in the wor k

of Bibien a, an Italian famil y of set bu ilders. Notwiths tanding,

the theatr e rem ain ed dependent on painting for depicting

spatial infinity. Accelerated perspective was ultimately directed

by painterly mean s toward s the vanishing point.

- 'V t .ft ..J -
o 100 km

Amb o ise
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The Loire and the Seine as locations for chateaux.

Perspect ive of the Teatro Olirnpico . (G. Becker)

Niceron's scheme was an extreme exam ple of th is same

con struction: the distance point lies close to the vanishi ng

point. His sche me has to be 'read' from a point lying just

above vanishing point. The stretched trapezium th en appea rs

in the perspective as a square (appar entl y tilted upw ards). Thi s

is called a perspective anamorphosis, whereby the picture

plan e, in which the figure appears correctly proportioned , is

an imaginary one. Because of this, an anamorphosis can be

cons truc ted in any position or form of an actual sur face. Th e

depiction is separate from the underground , but this is not

becau se the background recede s into the depth of the plan e,

as in normal perspective, but becau se in an anamorphosis the

im age in fact tilts forward from the sur face.

L_!-'\~

130

ARCH ITEC TURE AND LANDSCAP E



Section from the Carte des Chasses du Roi des Environs de Versailles, 1764-73.
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The 'Grand Ensemble'

In the mid-r zth century two French treati ses were published

on garden art. LeJardin de plaisir (165 1) was written by Andre

Mollet. His fathe r Claude Mollet was th e head garde ner for the

French king, and the Theatre des plans etJardinages (publi sh ed

posthumously in 1652 and dedicated to Nicolas Fouquet) was

attri buted to him. Andre Mollet offered seve ral in teresting

suggestions regarding the trea tment of a view. He suggested

placing a perspective painti ng at the end of an avenue to crea te

the idea of a continua tion of space. He also treated the aven ue

as if it were a vista enclose d by a set in a theatre.

In his work Salom on de Caus (1576-1 626) dealt with the

'scenographic ou raccourcissement de la chose visib le' and

also discu ssed a pers pect ive painting for an external wall. Seen

T HE CONQUEST OF ARC HI TEC T ON IC SP AC E

through a frame, such a paint ing appeared to be the spatial

continuation of the actual gar den. The Jesu it Dub reu il, among

oth ers, wrote about two pain ted screens arra nge d in a garden

as coulisses with , behi nd , a painted decor of a garden. To an

observer standing at an allotted distance from them , the images

on the scr eens m erged int o one uninterrupted spa tial illu sion.

Thus painting was employed in land scape architecture as

an artificial device for crea ting spatial depth . In the first out­

line plans for the idea l garde n, included in Andre Mollet's

trea tise and for whic h the Tuileries Gardens served as a model,

the treatment of the view was taken a step further. The plan s

are bilate ra lly sym metric on each side of a ma in axis, which

terminates in an exedra or echo - a primitive archi tectural

device used to bring the perspective horizon forward (acceler -
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The ideal plan of th e French garden. (Andre M ollet. 16\1)

Richelieu. The residence. the city and th e landscape as spat ia l ensembl e.
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Versailles . Les Cent Marches . Th e stairs nea r the O ra nge rie o n the so ut h s ide of the Grande Terrasse.

T H E CONQUE ST OF ARCHITECTO N IC SPACE
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A St. Germa in-en-Lave
B Versailles
C St. Cloud
D Meudon
E Tuiler ies
F Luxe m bo ur g
G Sceaux

The Seine la ndsca pe abo ut 1650 . The chatea ux are sca tt er ed through the geomorphology as sepa rate 'villas'.

ated perspective) and to make the space appea r deeper. (It is

sim ilar to the aps is and the dome in architectur e.) The echo

rep resents the natural panorama , in the same way the dom e

re presents the cosmos. Th e axis with its bilateral symmetry,

wh ich meets this, is therefore the most importan t visual axis.

The cen tra lisation of the image of space in illusionistic con ­

struction of space, which reflected the cen tra lisation of power,

had grea t influen ce on the changes in the number, size and

design of the residen ces in the vicini ty of Paris in the seco nd

half of the 17th cen tury.

Th e development from the r6th-cent ury French cast le

(Loire region) to the ea rly r7th-century open chateau (Seine

area) can, morphologically speaking, be summed up from four

different aspects. These also illustrate the individual manner

in which the French chateau opened towards the landscape.

rn the plan of the building the enclosing of the courtyard was

bro ach ed on one side and the round towers were chan ged into

rec tang u lar pavilion s. In the facade, the accent shifted from

the corners (defence) to the centre (open ing). The facade con­

sis ted of five part s: a central pavilion , flan ked by other parts of

the building an d corner pavilions. In the plan for the grou nds ,

the narrow stra tegic entrance was cha nged into a drive leading

onto a large ent rance front. The many enclosed and separately

s\ted parts ~bu\ld\ngs , gardens, entrances) were geometr\cally

arrange d. As well as a defen sive fun ction , the water in the

plan also took on an aes the tic importance (pools and cana ls).

In the plan of the garden the neat sym me try changed into a

sim ple bilate ral sym metry.

An early example in which the city as well was included in

the spatia l composition is the ideal city Richelieu, near

Tourain. He re Card ina l Richelieu buil t a new town , begun in

r631 an d based on the plans of Jacqu es Lemercier, part of
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which formed the garde n and parklands around a cha teau.

The River Mable. which was made into a rectan gul ar canal in

the park and which bou nd s the town at right angl es, deter­

mined the layout of the plan in the topography. Th e town and

the park layout s have their own measurement system, while

the chateau, park, lan dscape and the town itself are linked by

two axes which in tersect each othe r at the cha teau. Th e axis

passin g through the cha teau con nec ts the building, park and

outs ide landscape. Th e oth er axis, passing through the town.

remains within the boundary of the es tate and connects the

town with the spatial axis of the res idency. The town plan has

no independen t spat ial relationship with the lan dsca pe: this is

brought about via the axis of the cha tea u. Th e axis passing

through the city is a tran sverse axis in the park. Th e town is a

part of the layout connected to the central part of the park and,

like the garden plan , it is based on axiality and sym metry.

The abstract concept of na ture and illusionistic construction

of space formed the theoretical basis for a new spatial compo-

sition of bu ilding, landscape and city in the res ide nces that

were cons truc ted near Paris in the second half of the I7th

century. Th e architectural landscap e devices are, in principle ,

comparable to th ose used in the rationa l landscape design of

the Italian villa. An important differen ce, however, is that they

have been worked through as far as the bou nd aries of the

rationa l allow, are presen ted at an abs trac t level an d rein force

each other's effect. The themes of the landscape's arc hitectonic

treatment have been extended to the regional landscape and

the city. In the landscape ou tside th e dom ain th e axes connect

with avenues , wh ich form direct links between th e residen ces

themselves. They also connect with th e large-scale hunting

fores ts on the level, elevated plateau s and with the city of Paris.

In thi s way the en tire region , although it cannot be seen in its

entirety from an y poin t, ha s been artifi cially made in to on e

en tity. Th e thinking obse rver m us t recon struct this abst ract

skeleton, as if in an anatom ical lesson, in order to have an

idea of the actual form of th e na tural landscape.

135

The Seine landscape after the 17th century tr ansform ations. The residences for m an architectonic network th at lies over the geomo rphology.

T H E CONQUEST OF ARCHIT EC TONIC SPAC E
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Th e mo st important landscape architect involved with th e new

residen ces was Andre le Notre (161 3-1700), th e son of Pierre ,

the PremierJardinier des Tuileries. The latt er in troduced hi s son

to landscape art, who th en proceeded to broad en his kno wled ge

among the pain ters , architec ts and thinker s of th e day.

This was also in kee ping with the ideas of the age, such as

those expressed by Jacque s Boyceau , the Intendant des Jardins

du Roy, who regarded a knowledge of arch itectu re, drawing,

painting and geometry as essen tial to a land scape arch itect's

training. Andre Ie otre bec ame famo us for th e work he was

commissioned to do for Nicolas Fouquet (1 615-80) , appointed

Surintendont des Finances by Louis XIV in 1653- He had Vau x­

le-Vicomte built (1 656-61), the first of a se ries of larg e, new

country houses outs ide Pari s. Le Notre's desi gn for Vaux-le­

Vicom te becam e an important prototype. It com plied with the

new ideas of the age and gave Fren ch landscape art its own

identity, the express ion of which was in keeping with political

aspirati on s. Th e most important histori cal details of the original

plan are known . The present layout ofVaux-le-Vicomte is partly a

restoration of this, the broad outlin es of which remain unchanged.

The ceremonial inauguration
On 17 August 166 1, King Louis XIV, acco m pa n ied by seve ra l

noblewomen , travelled by coach from Fontainebl eau to Vau x­

le-Vicomte. icolas Fouquet, his you ng, am bitious finan ce

minister and enlightened patron of m an y artists , had invited

over 6,000 guests to a glitt erin g part y to celebra te, along with

the king , his new res ide nce at Vau x. Aro u nd five years ea rlier

Fouquet had drawn togeth er a highly-gifted trio: arch itect

Louis II Le Vau (1612-70) , the landscap e a rchitec t Andre le

Notre and the painter and int erior decorator Charles Lebrun

(1619-90 ) .

V AU X - lE -V ICO MTE

Portra it of Andre Ie Notre . (Carlo Maratta, ca. 1680)

On a site covering several hundred hectares , containing a

few se ttlements and Vaux village, the thr ee artists were ordered

to create a cou ntry house for th e chief treasurer according to

the prevailing ideas of th e cu ltura l and int ellectual elite . A

memorandum , written by Fouquet on 21 November 1660 ,

ind icates th at a lar ge nu m be r of workm en were in volved in

cons truc ting th e house and ga rde ns. The se ttlements wer e

sh ifted , hill s excavated and river s rep ositioned. In nearby

Mai ncy, Fouquet had accom mo da tion and a ho spital built for

his wo rke rs as well as large workshop s and a carpet factory to

exec u te Lebrun's colossal design s.

Despite his reckless beh aviou r, the quick-witted minister

neve rth eless too k certain pr ecautions when he heard tha t hi s

ene my and arch-rival, Jean Bapti ste Colbert, also a minister of
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Vaux-Ie-Vicom te. Th e flor al parte rre as fi rst constructed. (Israel Sylvestre)

Louis XIV, had been in Vaux, secretly, to spy on the controv er­

sial work. ' Dispatch the bri cklayer s working on the can al for

as lon g as is necessary, so tha t there are as few workers as

possibl e to be see n.' Perhaps even in his ras hness, Colbert's

witty resp onse, in his presen ce, to the king 's com plaint on vis­

itin g the Lou vre that he had no money to fin ish the great

building, was not lost on Fouquet. 'Sire , you need be finan ce

minister for only a year to build to your heart's conten t.'

Fouquet received hi s royal gu ests with bold gallantry. The

da zzlingly attired throng first went for a walk in the gard en

where th ey wer e en te rtained by the large waterworks. Jean de

la Fontain e, one of Fouquet's most loyal friends, sang to them

hi s Songe de Va ux:

Fontainesjaillissez I Heme tendre, croissez

Le long de ces rivages I Venez petits oiseaux

Accorder vos ramages I Au doux bruit de leurs eaux.

Nymphs in gilded gondolas invited the guests to go boating,

while hidden behind trees and thick ets musicians enticed

them in to the labyrinth , grottoes, marble recesses and other

hidden places. Th en th e gues ts visited the cha teau wher e

Leb run's decor was admi red. Th e already slightly touchy king

was appa re ntly irritated by Fouqu et' s recurring heraldic

inscription : Quo non ascendam ? (To where can I not rise?).

AR CHIT EC TURE AND LA N D S CAP E



Vaux-Ie-Vicomte, Melun . (Aerial photo P. van Bolhu isjP and ion)
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Wagging tongues also maintained that an allegorical painting,

in which those who saw it thought they recognised the young

queen, had also caused the king 's displeasure. A written word of

warning by Madam e du Plessis-Bellievre. one of the m in ister 's

spies, quickly stu ffed into Fouquet 's hand, was to no avail.

After the tour there was a lottery with expens ive pri zes for

all those invited; jewels for the ladi es and weapon s for th e

gentlemen. Meanwhile the acclaimed gourmet che f. Vatel , had

ordered the tables to be laid . The tab leware, with more than

36 dozen solid gold plates , must have been an exqu isite sight.

Says Jean de la Fontaine, 'The delicac y and rarity of the dish es

was great , but the witty gracefuln ess with which his lord the

minister and his wife entertained their gues ts was even greater.'

VAUX-LE - VI C OMTf

After supper the assembled guests made their way to the garden

aga in . In the Allee des Sapins a theatre se t had m eanwhile

been ere cted , designed by Lebrun togeth er with 'magician'

Torelli.

Deux encnanteurs pleins de savoirfirmt , tant par leur imposture,

Qu'on a ut qu'iis avaient le pouvoir de commander 'la nature'.

A larg e rock suddenly changed into a sh ell opening up , out of

whi ch stepped th e nymph of the fountain who commanded

th e gods to descend from their marble pedestals and entertain

the king. At thi s point fauna and bacch antes app ear ed from all

manner of orna ments and statues and started to dan ce a ballet.

Th e ballet was followed by a come dy, Les Filcheaux by Moliere ,
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Vaux-Ie-Vicom te. The ga rde n a nd the cha tea u seen fro m th e so uth . (Israel Sylvestre)

especially wr itte n for the occasion. By the tim e it had finish ed

it was da rk an d gue sts were making their way to go in sid e

aga in , whe n sudden ly a show er of firewo rks illuminated the

chateau yet again as a monumen tal stage decor.

Th e Sun King returned to Fontainebleau. Three week s later,

on 5 September 16 6 1, Nicolas Fouq uet was arrest ed in Nantes

and imprisoned on the king's order s. Despit e pressure from

Colbert and the king also see king revenge, Fouquet 's trial, in

which he was accus ed of em bezzling state funds, lasted ove r

three years and took wh at see med a favourabl e turn for the

accused. The judges sentenced the defendant to exile. Th e king,

however, qua shed this sentence and increased the severity of

the punishment to lifelong im prisonme nt. All of Fouquet' s

possessions wer e confi scated and Colbert assumed control of

his ministry.

On Colbert' s advice, th e king himself then se t Vaux's three

designer s to work creating a fitting new residence for him at

Ver sailles. Fouquet remained in pr ison un til his death. Man y

maintained that he was a thief an d had drained an already

im pove rished country an d people of mon ey and gold for his

own reck less cap ers. Others, including many artists, rem ained

loyal to h im even in prison . Th e most loyal of all was Jean de

la Fontaine, who for years in his poem s pleaded in vain to the

king for clemency.

Remplissez i'air de cris en vas grottes proJandes

pleurez , nvmphes de Vaux,Jait es croitre vas andes.

The present layout
After Fouquet 's arre st, the most beautiful furn iture, carpets ,

paintings, sculptu res and even trees were removed from Vaux

and us ed to adorn the Louvre and Versailles. Twelve years later,

in 1673, the esta te was hand ed back to Madame Fouquet. When

her eldest son died ch ildless , in 17°5 , she sold the prop er ty to

Field Marshall Villars. His son proved incapable of managin g

the estate; am ong othe r thin gs he had the water supply system

in the garden dismantl ed in ord er to sell the lead . In 1764 the

A RCHITECT URE AND LAND S CAP E
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Plan and e levat ion of the main axis .
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VAUX -LE'VICOMTE

Moisena y Ie Monc eau and Maincy, situated on the north and

sou th slopes of a river valley run ning eas t to west. If we take

the so lid forest as being a 'wall' between the garden and land­

sca pe. then thi s can be see n as having an 'in side ' (gard en) and

an 'outs ide ' (landscape).

Most lines of the gard en. includ ing the principle axis and the

othe r avenues, terminate in the forest wall. whil e, con versely,

the pattern s of agricultural landscape run into the outsid e wall

as it were. Th e patterns of the layout and the landscape inter ­

act wher e a small river, the Anqueil , flows straight through

both the forest and the garde n, where a smaller tributary, the

Bobee, pen etrates the forest at the village of St. Germain-Laxis

to the north , and at the point where the pr inci ple axis to the

north con tinue s mo re or less to this same village .

The mo st importan t link with the ~utside world is the

slightly cur ving route to Melun, which in ter sects th e principle

axis at Avant Caul'. Between Main cy and Moisenay vestiges of

the old footpaths also run through the forest. On the landscape

s ide, the forest wall ha s hardl y been styled as an 'outsid e wall'.

Only occas ionally can an exedra- like termination of an axis

st ill be see n. As a result the outside forest wall no lon ger

expresses the nature of the intern al layout: the forest isolat es

the garde n from the landscape. At the same tim e it acts as a

'buffer' in which practicaliti es like a vegetable garden and

vineyard can be 's tored' out of the way.

Ther e are cer tain differ en ces between the existing situation

and the plan engraved by Israel Sylvestre, a con temporary of

Le Notre. Th e pr inc iple axis of Sylvestre' s plan ran through

the forest wall into the landscape, together with two diagonal

side axes. The mo st im portan t tran sverse axes continued west

in the landscape. Th e pattern of the layout did not termina te

in the wall but was conti nued in the landscape. Th e landscape

side of the wall was bounded by a tree-lined promenade.

Th e patt ern of the landscape (country roads and streams ),

es pec ially in the extens ive no rth ern and southern parts, con­

tinued in to the forest wall. Th e new scheme was laid over the

landscape-pattern , as it were. whe reby the old routes were

retaine d in the forest. Onl y in the main part of the garden was

the landsca pe as 'unde rlay' erased. When compared to the

present for m . Sylvestre's eng raving clearl y int egrated the lay­

out's patterns into the landscape. es pecially in the forest area.

The main axis. the mid-line of the estate (M) and the nat ural axis of the side valley (Z).
Together with the asymmetrica l elements along the perimeter of the ga rden these rea lise
a ba lance between the natu ra l form of the te rrain and the symmetry of the main axis.
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Le Notre 's is the mos t im portant drawing. In this plan the

diagonal system of aven ues was better des igned than in

Sylvestre's engraving . In the rad ial forest the old agrarian pat­

tern of path s was erased. Outside the forest. the aven ues were

144 bounded by open fields. Th e system of avenues was the most

import ant link between the actua l garde n and the landscape

outside.

To sum up , the present plan com prises a garde n which is

isolated from the open landscape by 3 dense forest wall.

Orthogonal, diagonal and peripher al avenues form the links

between the garden , fores t and land scape. The garden's sym ­

metrica l axis, piercing the landscape, is the mos t im portan t

in terna l eleme n t, while the Anqueil, piercing the gar den, is

the most important extern al on e. Togeth er they for m a coord i­

nated system that cons titu tes the framework of the layout.

Despit e the presen t spatial isolation of the actua l gar den , th is

anchors the com plex in the landscape.

Interaction with the geomorphology
The garden at Vaux-Ie-Vicomte is a large independent space

enclosed by forest. Th e effect of th is secl usion is height ened

even more by the local geom or phology. This compr ises the

Anqueil valley and a side valley (Beb ee) flowing into thi s from

the north at an oblique angle. Both river valleys are irregular,

with a stee p sou the rn and an eastern valley wall, respectively.

The axis of the layout lies at right angles to the direction of

the main valley. The Grand Canal excavated along this forms a

'fold ', 3S it were , in the plan, folding the principle axis in to a

nor thern and sou thern sec tion of roughly equa l length. The

nor thern half lies in a side valley, the latter lying at a 20­

degree angle from the principle axis.

Th e southe rn half lies on the elevated plateau . Moreover, the

pri nciple axis does not converge with the north-south geomet­

ric middle of the forest sec tion , bu t has been shift ed in a west­

erly direction to the side valley. The ga rde n's eastern boundary

partly converges with the geometric middle of the forest sec­

tion. Thus, the principle axis of the garden has been shifted as

m uch as was necessary from the geometric cen tre of the forest

sect ion in ord er to project it in the heart of the side valley.

Subsequ entl y, the garden' s width is determined by the natural

width of the side valley. In thi s way the existing depression of

the side valley C3 n be optima lly used for the technical and spa­

tial organisation of the axis. By carefully determ ining the posi­

tion of the princi ple axis, excavation work is kept to a minimum.

Th e slope of the valley bas in makes it possible to make ma xi­

mum use of the river water for the gar den's waterworks.

Vaux-le-Vico rnte. Entra nce to the ga rde n o n the t ransverse axis in front o f th e
chateau . Th e gro unds are level ac ross the wid th of the axis of bilateral symmetry;
o ther th an that they follow the na tural slo pe of the site.

Th e deviation of the side valley in relation to the prin ciple

axis has been visually corrected. Th e cross-sect ion of the centra l

axial zone has been erased. Th e Parterre de Broderie has been

laid out in an artificia l bedding with equally high banks on the

sides , thereby camouflaging the terrain's natural transverse

slope. Th e plan of the per imeter areas has been adapted to the

na tura l valley form by varying the transverse measurements

ARCH ITE CTUR E AND LA N D S C A P E
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The ensemb le of chateau . garden and es tate.
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and creating differences in height of th e off-centre part s of the

gard en . Thus the deviation of the side valley in relation to the

principle axis can still be 'read ' from the larger tran sverse

dim en sion s of the north-eas t parterres (e.g. Parterre de la Cou­

ronnel and the sou th-wes t section of the sma ll and large canals.

This com plex in teraction between the gard en 's axial sym me ­

try, the geometric middle of the forest section and the na tura l

course of the river valleys creates a visua l balan ce between the

plan's symmetry and the terrain' s natural form. Th e strict geo ­

me tric symmetry in the plan is restricted to the cen tral area of

axial symmetry, which has an autonomo us sign ificance , qui te

sepa rate from the terra in's natural form.

The geometry of the plan
The geometric system is determined by the m easurement sys­

tems of the bu ilding, garden and forest com plex. Th e island ,

with the chateau an d cour d'honneur bordered by raised par­

terres, is surrounded by a moat and is the mo st important

element on the principle axis. Th e cha teau's north and south

facades (70 metres wide) cons ist of protruding end pavilions,

a recesse d arrierecorps and a main (protruding) avantcorps.

However, the orga nisation of depth and th e proporti on s of the

building parts are differe nt in the two facades. On th e no rth

front, the end pavilions protrude more, th e cen tral one is

sma ller and the wall as a whole has a conca ve form . On the

south side, the large dome d central pavilion protrudes much

more and gives the wall a convex form. Th is concave -to-con­

vex distortion inclines the bu ilding in a southward di rection

along the principle axis. At a distan ce the regular inden tations

in the facades sugges t a ser ies of separa te building parts ,

which in the layout , however, have apparen tly been com bine d.

The plan as a whole com prises a series of rectan gles that

overlap each other diago nally. Th e cha teau's separate serv ice

bui ldings (Les Communs), situa ted to the north , are included

in this scheme as the end pavilion s, which have been shifted

the furthest across the diagona ls to the fron t. As a result the

forefront has a total width of more than 250 me tres. Th e over­

lapping of the building parts makes it difficult to estimate their

true size. The bui lding's actua l depth (35 m etres) is also mani­

pulated visually by th is. The scale of the chateau varies, as it

were, according to the angle and distance from which it is seen.

The northern entrance drive terminates 350 me tres before

the chateau in a sequence of th ree consecutive open spaces:

the Avant Cour, Grand Cour an d Cour d'honneur. Thei r respec­

tive surface areas (2-4 hectares, 0.8 hectares and 0.2 hec tares)

rap idly decrease towards the chateau.

V A U X -L E-V I C OMT E
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Vaux-Ie-Vicomte
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Axono rnetr ic projection of the ga rde n (the ve rtica l mea su rem ent s a re exagg erated).

Th e mo st important pa rt of the axia l symmetry is between

the cha teau in the north and the sta tue of Hercules in the

so ut h (1 ,0 0 0 m etres). In the wid th (1 0 0- 150 met res) the mir­

ror sym m etry remains lim ited to the cen tra l zone. As with the

north side of the chateau , the central area of th e axis of sym­

metry is also con structed longitudinally from a se ries of three

spaces on the south side: the terrace with the Parterre de

Bioderie, the terrace with the Parterre de Gazon and reflecting

pond, and the tapis vert past the canal. The surface a rea of th e

second terrace is large r tha n that of the first (4.5 hectares and

1.5 hectares, respectively). The surface area of the tapis vert is

no bigger than that of th e seco nd te rrace, thoug h the former

is no t level and lies exposed aga ins t th e steep slope of the

main valley, making it appear longer than it actually is.

The se ries of spaces on both the north and south sides

overlap each other at the point wh ere the chateau stands . In

th is way the cha teau is gradually linked with both the scale of

the front terrain as well as that of the gard en.

A RCH ITECTURE A N D LANDSCA PE
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On ce more the background to thi s, th e s ta tue of Hercul es , is

the beginning of a following stage along the principl e axis. It

s tands on th e inter section of the axis with a transver se avenue

and two dia gonal on es. This paue d'oie is the beginning of an

exte ns ive radi al for est and mar ks both the depth and width of

the complex (1 ,350 metres ).

The longitudinal measurements on the axis and the variou s

d ist an ces between the transver se axes in crease from the cen­

tral section (the bu ild ing) in a northerly and souther ly direc­

tion. Together with th e principl e axis and the eastern tree ­

lin ed aven ue ru nn ing par allel to thi s , th e tran sverse axes form

an orthogona l grid of carris with a modu le size varying fro m 4

hectar es (in the ce n tral zone of the complex) to 4 0 hectares

(in the forest) . Th e increasin g size of the carres towards the

periphery and the diagonal avenues ar e the links between the

sca le of th e garde n and that of th e forest com plex as a wh ole.

This thi rd level of sca le, embracing the chateau an d the garden,

ca n be re fe rr ed to as ' the es tate', a rectan gle cover in g a total

sur face ar ea of 455 hectares .

To su m m arise , the geometric organisation of the plan con ­

sists of an orthogonal grid . Th e axis is the ce ntral line in the

geometry. The grid m odule is lar ger towards the edges of the

plan . Th is expanding m easurem ent sys tem has basically three

levels of sca le: the hou se , th e ga rde n and the es tate. The ir

m easurement sche mes also have an internal graded structure

of proportions. By laying the sche m es over each oth er, a h ier­

a rch ical system exis ts with a co nt inuous se ries of jumps in

sca le between the in terior and the landscape along th e axis.

15 1

Th e prin ciple axis longitudina lly (3,40 0 m etres) com prises

a sequence of three se pa rate part s: the northern approach

drive to the chateau (9 0 0 metres ), the axial sym metry between

the chatea u and the statue of Hercules (1 ,0 0 0 metres) and the

southe rn tree -lined avenue (1 ,50 0 m etres), resp ectively. The

entrance drive lies in the upper reaches of th e side valley and

is focused on the decor of th e bui lding, situated halfway in to

the valley. In the second section the visual play with water an d

terra in levels dominates the physical accessibility of the axis.

VAUX-LE ,VI COMTE

The scenography of the axis
Th e axis is not only the cen tra l lin e in the geometry but also

in the spatia l s tage man agement. The wid e driv e to the chateau

begin s in the north on a sligh t asce nt. At first onl y the tip of

the chateau can be seen, but after a few hundred metres the

road descends almost imperceptibly, revealing the lower part

of the cha tea u with its facad e fittin g precisely into the fra me

of trees . At th e point where the drive joins the Avant Cour the

view tak es in the en tire cha teau, includ ing the se rvice build­

ings (Les Comm uns), whic h function as proj ecting stage wings.

Due to the sloping forecourt and the jumps in scale, which

appea r both in the widt h and depth m easurements towards

the chatea u, the spatial depth of the terrain appears part icularly

impressive. It is , however, impossible to gauge th e distan ce to

the chatea u.

Between the Avant Cour an d the following Grand COlir is a

screen. In the centra l sec tion of the picture plane this screen
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Axonornetric projection of the estate .
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Scenography of the main axis, from north to so uth.

filters out eleme nts of the background. Th e screen , on either

side of a wrought-iron entrance gate, con sists of three parts

which have a dim inishing degree of transparency. The first

par t comprises four pieces of wrought-iron trelli s between

herms: imposin g square colum ns, topped by sculptured head s

of the Greek god Hermes. The middle part con sists of a portal

with an iron trellis in the opening. Finally, the screen on the

side of the Commu ns is terminated by a wall divided into four

sections.

At the point whe re the drive meets the Avant Caul' there are

vistas th rough the open portals of the screen to the colon­

nades, which denote the side en trances to th e garden beyond

the Comm uns. From the cen tre of the Avant Caul', wh ere the

east-west access road crosses the principle axis, the vista s

through the portals are directed at the side entrances of the

Communs. Thus the hierarch y of en trances and connections is

precise ly defined on the Avant Caul'. Closer to the entranc e

gate, the motifs of the railing s are partly in keeping with tho se

of the chateau 's facade. Certain of the gate's carved lin es cor­

respond with those of the set of steps leading to the cha teau,

while the apex of the entrance gate blends visually with th e

lamp on the dome.

The Grand Caul' is bounded on both sides by the end pavil­

ions of the Commu ns, connecte d to each other by walls with the

en trance in the middl e. Th e eleme nts and mea su rem ents of

the Grand Caul' corres pond both diagonally and longitudinally

to each othe r, the two open portal s in the screen, for in stance,

being a projection of the width of the chateau. Because of th e

static nature of th is four-sid ed symmetry, the Grand Caul'

forms a noteworthy 'pause' en route to the chateau . Th e visitor

is still able to exit the the atre via two side arcades.

Notwithstanding, everything rem ain s focu sed on the setting

of the cha teau . Th e COUI' d'honneu», su rrounded by a moat, is

app roached via a second, smaller en trance gate. It is here th at

the gradual unveiling of the en tire chateau ends . The inden ta­

tions of the various eleme nts of the facade , shoved on e before

the other like stage wings, and the taperin g width of the stone

flight of steps accentuate the entrance hall, wh ich see ms to

have been pushed back into the heart of the building. Th e us e

of a large colum n order in the end pavilions as well as a

sma ller one in the entrance part heighten s thi s effect. It also

makes it more difficult to measure the proportion s and relates

the size of the forecourt to that of the interi or.
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Scenography of the main axis, from south to north.

Due to the bel-etage bein g raised above the souterrai n, the

building app ears to be in an elevated position. Four flight s of

steps interrupt the slop e of the terrain and lead to the entrance

hall. Three glass doors give access to a squa rish entrance hall

with two stairways tucked away beh ind side walls. The entrance

hall te rmi nates the axis an d the series of forecourts on the

north fron t of the chateau. From th e hall , in a northerly direc­

tion, the en tire front terrain can be seen .

Opposit e the en tra nce are three pairs oflarge, closed doors.

Wh en these are open ed th e mass ive chateau is tran sformed

into a sun-orientated, transparent con stru ction. The buil ding,

whi ch at first see ms to terminate the axis , is in fact the begin­

ning of a new series of spaces. Thi s metam orphosis is spatially

ma de possible in th e interi or by the low, squa re en trance hall

adjoini ng the high oval Grand Salon. This is three floors high

an d is crowned by a dom e. Lebrun m ade a design (never carried

ou t) for th e paintin g of thi s , in which th e architecture of the

sa lon is illu sorily extended up ward s to a pain ted roun d open­

ing in the cen tre. This im agin ary open ing in the dome was

projected onto th e floor of th e Grand Salon in the form of a

ma rble com pass. This m eeting of heaven and earth is the for­

ma l centre of th e layou t. From here, th rough the open garden

door s , th e spat ial axis can be see n as far as the southern hori ­

zon. Moreover whe n th e ent rance hall doors are closed again,

the sout hern spat ial axis is projected onto the mirrors fitted

into these doors on the side of the Grand Salon. In this flat

depiction , the space is controlled in the same way as a per­

spective dr awing. Th e measurem ents and prop ortions, however,

remain pu zzling. It is impossibl e to es tima te the spatial depth

of th e design . Wh en walking in th e garden the integral image

you had fro m th e Grand Salon disintegrates into separate

autonomous structures, both ambiguous as well as unexpected.

The Petit Canal, for in stance, beyond the Parterre de Broderie at

the foot of the chateau, is on ly visible when you are on top of

it, wh ile the ponds (Les Tritons) si tuated fur ther along in the

Parterre de Gazon, whi ch app ear round from the cha teau and

see m to be the same size as the main Rand d'Eau, are oval and

much bigger in reality. Th e site and dim ensions of the square

reflecting pond have been chose n so that it mi rrors the entire

cha teau. Th e gro tto, which seems to rest on the edge of the

pond, is situated much further back. The deep set Grand Canal,

desp ite its broad width on the axis, is only visible when you

are sudden ly sta nding in front of it. You immediately discover

ARCH ITECT URE AND LANDSCAPE



tha t the sound of falling water, heard in the garden, emanates

from the cascades in the canal's north wall. The set of steps

framing these grandes cascades have a con sistent rise (height =

15 cen timetres) and an increasing depth, from 35 centimetres

to 54 centimetres , which gives them a concav e form that

seamless ly blends into the terrain. The Grand Canal appears

as straight as an arrow until you walk around it and come

across a larg e round pond at its far end, hidden behind the

sma llest possible mound. On the other side of the cana l, the

two lions, marking each side of the flight of steps along the

grotto , app ear the same size . ln fact, the one is 32 centime tres

higher than the other, which stands against th e background of

the grotto.

On the sloping tapis vert is a statue of Hercules whi ch

appears to be life-sized, though it is impossible to judge its

real dimen sion s du e to the lack of referen ce points. In fact,

the m iddle sec tion of th e plan , with its walking route, is taken

over by the tapis vert, which extends along the axis beyond the

cana l. Thus the human figur es, which could act as a referen ce

point for Hercules' s true size, are kept hidden on the edge of

the forest. From close up, the statue, an allego ry of Fouqu et

himself and his work, is immen se. Th e Titan holds one hand

beh ind his back, inviting the observer to look round to see if

he is not hiding the three golden appl es from the mythical

Carden of Hesperides. The statue also refers you to the cultura l

an d perspective centre of the layout. It is onl y here, by synthe ­

sising and sum ma rising the kaleido scopi c experiences, that

the essence of the spatial organisation can be under stood .

The incorporation and manipulat ion of the
horizon

It is evident from th e foregoing descriptions that moving

th rou gh the layout , for instance walking with the own er of the

estate as your host , enables you to discover the secrets and

particular elements of the gard en. Yet the space, as with I7th­

cen tury theatr e, was first completely controlled and under­

stood from a static viewing point, where the kaleidoscopic

experiences blend into on e perfect optic al illusion. This is the

majestic viewpoint in front of the mirrors of the Grand Salon.

Th ere are three distinct aspects to the view that unfolds before

you: spat ial depth, visual control of this spatial depth and the

illusion of perfect order.

Th eoretically, visible spatial depth is determined by the

height of the viewpoint and that of the observable objects

beyond the hori zon . It follows from this that a concave or

bowl-shaped surface area is the mo st suitable to 'compensate'

VAUX -LE -YICOMTE

A smooth transition to the Grand Canal, next to the Grandes Cascades .

Hercul es.

View back from the tapis vert.
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The conquest of the horizo n.

for the restricted view which is intrinsic to the spherical shape

of the earth. Th is partly explains the cho sen geomorphologic

site at Vaux. Here it is extremely difficu lt to gauge the position

of the perspective horizon in th e rear terrain with the naked

eye. Measuring with a levelling in strument, the intersection of

the main axis with an imaginary hori zontal sur face at eye

level, when see n from the Grand Salon, lies halfway th e tapis

vert, some 85 0 metres from the chateau. Thus, the hori zon at

Vaux lies within the boundaries of the plan , Beyond the hori­

zon the tapis vert continues its ascent to natural infinity. On

this line, between land and sky, the statue of Hercules finall y

determines the total spatial depth of the layout.

When measured , the actual spatial depth is roughly 1,000

metres, but objective, mea sured data does not decide sub jec-

tive interpretation, Th e objective position of the perspective

horizon and the garden's actual spatial depth are manipulated

by the way the spatial axis has been architectonically organi sed.

Th e descent of the ground in front of the Grand Canal

shifts the perspective hori zon forwards (accelerated perspective)

so that the space appears deeper. Th e reverse effect occurs by

widening and extending the terraces (Parterre de Broderie and

Parterre de Gazon) . Th e per sp ecti ve hori zon is then shi fted

backwards and th e space appears to have less depth. Behind

the Grand Canal, the ascen t of the ground, the enlargeme nt of

th e features (grotto and Hercul es) and the convergence of the

forest walls cau se the perspective hori zon to shift backwards ,

so that the space again appears to be less deep. Where the lay­

out narrows at th e tapis vert the oppos ite effect is sugges ted
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The garden from the stai rs.
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Plan and elevation along the le ngth of the spatial axis.
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The illusion of perfect order.
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again. Th e perspective horizon is shifted forwards and the

space appea rs deeper than it actua lly is. Due to this perspec­

tive trickery the actua l spatial depth of the axis cannot be de­

termined. In this con text, the 'infinity' of the natural panorama

has been 'constructed' in the garden by architectonic mean s.

The visual control of infinity
An increase in scale occurs with in the Parterre de Broderie an d

Parterre de Gazan sequence. Th e final size of severa l parts of

the plan increases the fur ther away they are from the chat eau

so that perspective foreshortening is 'delayed '. The furth est

sur face on the axis is the tapis vert, which has roughly the

same perspective depth as the terrace with the Parterre de

Gazan. Thi s effect is not created by increasing the scale of the

tapis veli but by it tiltin g forward s.

Another increase in scale occurs at the fron t of the chatea u

in the se ries cow' d'honneur, Grand Caur, Avallt Caur and the

approach drive . Such an increase enables extremely deep

spaces sti ll to be kept visually under control as the viewing

distance increases. The land owner saw not only 'infinite'
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space but also kept it under control. In the chateau he foun d

himself at the eyepiece of a telesco pe , as it were, wh ich was

made in the landscape an d with wh ich he coul d bring in fini te

space within the reach of h is eye.

At Vaux-le-Vicomt e the re were com plications beca use of the

differen t height s of the terrain . Due to the chateau bein g built

on a rise the view is more extens ive. This effect is heighten ed

by the upward slope of the rear terra in .

Nevertheless, at Vaux-Ie-Vicomte the series of lengthen ing

spaces is in principle de termined by th e scale of the viewpoint

distance (L) an d the reference surface (a). When we take the

first terrace (Parterre de Broderie) as a reference surface, then

L/A < r , and a second surface with the same per sp ective dep th

is then impossi ble in the given linear profile of the garde n.

When the second terrace (Parterre de Gaz on with reflecting

pond) is taken as a refe rence su rface, then L/ A > J , thus m ak­

ing the creation of a subse quen t surface with the same per­

spective depth possible. If this were horizon tal, the surface

would have to be roughly 4 ,700 me tres lon g, but as the tapis

vert tilts forward s this could remai n conside rably shorter.

Another surface lying behind the tapis vert, aga in of th e same

perspective depth , would on ly be possibl e if the rear terrain

climbed a fur the r ' 5 to 20 m etres. Thi s height is approache d

with the statue of Hercules. By 'elim ina ting' the persp ective

foreshortening and dim inution , the spa tial axis functio ns like

a telescope. In thi s way the double illusion is crea ted by depth

projecting toward s the observer.

The illusion of perfect order

As a resu lt of the pers pect ive fores horteni ng being made 'neu­

tral' in the mai n measurements of the plan, visua l con tro l of

the terrain could be maint ained over a ma ximum distance.

Also in the detailing, the mutual relations h ips of, for in stance,

the forms and dimensions of the ponds and parterres can be

see n as 'correcting' the pers pective distort ion. For this reason

the perspective correction, besi des making huge distances

controllable, has ano ther effect. The more the pers pec tive dis­

tortion is perfect ly corrected by ame ndmen ts in the actua l

plan , the surfaces and featur es will no longer be round or

squa re and the same size in th is plan, but in the per sp ective

picture plane . This mea ns th at the order (and sign ificance ) of

the layout is no longer in the geometric sche me of the actua l

plan but in the (imag inary) perspective depi ction thereof.

The spatial axis is an anamorphosis const ruc ted in the

land scape , the hidden meaning of which can only be discov­

ered from the viewpoint at the centre of the 'stage': i.e. in the

VAUX-LE-V ICO MTE
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Le Grand Salon with Cha rles Lebrun's rou gh sketc h for th e dom e stripped in,

flat perspective in the m irrors of the Grand Salon. Th ere the

illu sion of perfect order revea ls itself, whi le confirmi ng the

lan downer's central posi tion in hum an society.

A synthetic Arcadia
Lyin g along the garden axis are first the Parterre de Broderie,

then the Parterre de Gazon and th e tapis vert. As in a classified

sys tem, th ese represent gradations of naturalness in the dir ec­

tion of the hor izon with in which the statues of Ceres , Flora

an d Pomon a em phasise the cultivated as pec t and those of

Pan , Faunus an d Bacchu s the pleas urable one. The forest , as a

form of uncontrolled growth, can be seen to represent

unspoi lt na ture. Th is wou ld seem to be the case from the stat ­

ues of fauns positi on ed spora dically along th e garden perime­

ter and the statue of Dian a, goddess of the hunt, sta nding in

th e parterre of th e same name. How ever, its clipped horn­

beam perim eter s red uce the forest to an arc h itectonic garde n

wall. Th e way the forest in ter ior has been laid out according to

its variou s practical functions (kitchen garde n an d vineyard

with a system of avenues) has restr icted it too much for it to

be seen as representing a natural land scape with in the estate

boundaries.

-
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The retarded pe rspective seen from the chateau and the length ((2) that the tapis vert would have to have if it was horizontal.
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Under the influe nce of pe rspective, th e hum an eye sees m easu re me nts as the same that are d ifferen t in the plan .

Water is another important element in exem plifying nature

in the garden, and Vaux has four streams. Th e water flows

(partl y underground) from north to south (in the dir ection of

the side valley wher e the gard en is laid out) , from the Beb ee

into the chateau moat and the terrace ponds, including the

Rand d'Eau, Les Tritons, the form er Allee d'Eau, and the Arpent

d'Eau (reflecting pond) , to the Crandes Cascades in the north

wall of the Grand Canal. A second stream flowing eas t to west

is form ed by the Grilles d'Eau (Petites Cascades), the Petits

CanaHX and the Rand d'Eau. Thi s is a higher, smaller and

more northerl y coun terpart of the Grand Canal. In the Grand

Canal, situa ted eas t-wes t, the natural flow of the Anqu eil has

been channelled and flows on the east side into a round basin.

At the point where it int ers ects the gard en axis, the Grand

Canal ha s been widen ed int o a large reflecting pond . On the

west side , the water flows out of the can al via a dam. A fourth

stream ha s been crea ted along the steep southern slope of the

garden, where it flows, via a pond and fountain (La Gerbe), into

grottoes bui lt into the southe rn canal wall. Th ese con sist of

seven high niches placed next to each other, flank ed by two
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triangular grottoes cut out from under the steps, in which lie

the river gods AnqueiJ (east) and Tiber (west). Th e water flow­

ing from the grottoes is caught by a basin placed ther e for th e

purpose.

The waterworks ma rk conve rgences of the axial scheme

and height en the hor izontal and vertical ar ticulat ion of the

garden. At the point whe re the three m ain streams converge,

the grotto and the cascade have been placed sym m etrically

across from each oth er. Between lies reflecting water, an

evocative and mythical symbol of a cyclic natural process .

Archit ecturall y, the grottoes and the cascade are treated in the

same way as the walls of the Grand Canal. Th ey enclose an

View back from H ercules at the southern term inus of the spatia l axis.

elongated space, autonomous partly du e to its deep situation .

The reflecting pond in this space is not visible from the chateau,

though thi s flaw is corrected by another reflecting pond lying

further a long the garden axis, whic h when seen from the

cha teau ap pears to be situa ted at the foot of the grottoes. Thus

is the image of a syn thet ic Arcadia st ill m ade perfect.

The composition scheme
Th e composition sche me is determined by the balance

between th e mirror sym metry of the main axis and the valley

morphology (in the int ersecting direction), and between real

and illusionistic space (in the lon gitudinal direction).

16 5



Changes in size and shape for the parterres and the water features as the distan ce
from the chateau increases .
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In principle, the active composition eleme nts on the scale

of the house and garde n, such as the souterra in , hall, salon ,

facades , dome, part erres, reflecting ponds, gro ttoes and

Hercul es , are com parable with those in the Ren aissan ce villa.

But at Vaux-Ie-Vicomt e the eleme nts are arra nged axially. The

elements themselves are subordinated to the effect of the total

ima ge. Th rou gh thi s they take on anothe r form , ma gn itude

an d effect. Th e sou ter rain is not inserted into a na tura l slope ,

but artificially for ms a universal platform for the bel-etage. The

hou se is sym metrical, is extended in width , receives side wings

and cuts the spatial axis in two parts , an area before and

behind it. Th e facade becomes a screen the articulation and

development of whi ch is determined by external spatial effects.

The salon becomes th e Grand Salon, the cent re from which

the whole com pos ition is controlled. The parterres and bodies

of water are extended in length. The grotto is extended in

breadth and introduced into the side wall of a cana l rath er than

a hill sid e. At th e level of the estate , new composition elements

are em ployed that are onl y anticipated in the Renaissance

villa, such as the avenue, the patte d'oie and the cana l. These

sizeable elements link the es tate to the larger scale of the

landscape.

T he fo rmal prototype
Wh en com pa red to Villa Medi ci, Vaux-le-Vicom te has both

similarities and differences. Th e former is situated high up

(250 m etres above the floor of the Arno valley) with an open

view across a large valley (15 kilom etres). At Vaux-le-Vicomt e

the valley is much sm aller (r kilometre) and the hou se is on a

lower site (20 m etres above th e valley floor). Despit e the enor­

mous size of the plan (455 hectares, as compared with the 0. 6

hectar es of Villa Medici) a reduction of spac e and scale is cre­

ated. Instead of it being in tegrated in to the land scape as Villa

Med ici is , Vaux-le-Vicomte is closed off from the su rrounding

agrarian context. Here, too, the visual system, which is still

rudimentary at Villa Med ici, has been trea ted as a universal

(anatomical) dep iction of nature. Th e grid plan has evolved

into a hier arch ical an d sym me tr ical system. The horizon at

Villa Med ici lies far ou tside the boundaries of the plan while

at Vau x-le-Vicornte it lies within these. Th rough pers pective

m anipulation the spat ial dep th is both suggested as well as

visua lly con tro lled. Th e visual order has shifte d from the actua l

plan to an im aginary perspective picture plane.

Th ere is also a relation ship with other Renaissan ce villas in

terms oflandscape architectonics. Th e low, sloping site in the

sma ll valley recalls the se tting of Villa Giulia. The play between
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Les Petites Cascades in the 17th cent ury. (Israe l Sylvestre)
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sym me try and the site conditions is also an important theme

at Villa d 'Este. Thi s is also the case at Palladi o's Villa Rotonda,

where the dom e, as at Vaux, occupies the centre of the space.

The incorporation and manipulation of the hori zon is similar

to Brarnantes spatial arra nge me n t at Cortile del Belveder e.

The hou se-part erre-bosco seque nce is to be seen in its sim ples t

form in the Frascati villas. Palladia , for in stance, also used th e

series entrance hall, forecourt and avenue run ni ng th rough

the landscape at Villa Emo. The accentuation of the spatial

axis is a central theme of the Boboli Gard en s. The trompe­

l'oeil on the garden axis an d the facades of the bu ildin g was a

mea ns of putting monumentality into per sp ective at Villa

Aldobrandin i.

At Vaux-le-Vicomte all these specia l trea tments have been

united into one plan and further elaborated up on. In this sense

VAU X-LE-VICO M T E

it is an absolute tran sformation of the rational composition.

Vau x-le-Vicomte is however also a prototype, in whi ch th e for­

ma l staging is worked out for the first tim e as a new, coheren t

com pos itio n on multiple sca les. It is essential th at within the

unity of th e formal prototype, ten sion is preserved between

the site conditions and the geometric plan , between the picto­

rial represen tation of na ture and its m ythological interpreta­

tion , and between ac tua l and illu sionary space . The manner in

which the am bigu ity inherent in this plays itse lf out makes

the forma l composition a work of ar t. In the for mal prototype

th e one ness of space is all-em brac ing (from the in terior to the

landscape) and entire ly cons truc ted, though thi s can no lon ger

be the wor k of a sing le individu al. Withi n the uni ty of the for­

ma l prototype, landscape architecture (in the person of Le

Notre) has become an indepe ndent specia lism.
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St.Germain-en-Laye

Marly Versailles

Clagny

Grand Trianon

St.Cloud Tuileries Sceaux

Luxembourg

I

Paris . The landscape of th e residences in th e 17th ce ntury.
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During the second half of the 17th century, Vau x-le-Vicomte

was used as a mod el for reconstructing old properti es and

bui lding new ones. Am ong those reconstructed in the region

south-west of Pari s were Ver sailles , St. Cloud , St. Germain- en­

Laye, the Tuileries Gard en s , Sceau x and Meudon. Th e new

properties includ ed Trianon (de Porcelaine) , Clagn y and Marly.

At St. Cloud (1661) Le Notr e designed a new axis for

Philipp e dOrlean s. the Allee de la Balustrade, located high

above the Sein e. At right angl es to this , in a sid e valley of the

Seine, he crea ted a new spatial axis in which the upper reaches

of the side valley, the chateau and th e Paris panorama below

were linked by one axial sche me.

In St. Cermain-en-Laye, Le Notre designed two new spatial

axes for Louis XIV. Th e first (c. [665) was orientated towards

the north wing of Chateau Vieux and incorporated this irregular

structure into a larg e-scale formal layout. Th e second , the

Grande Terrasse (1669) , was laid out 60 metres above the Sein e.

The plan con sisted of a z .aoo-metre-long (30-metre-wide)

prom en ade. For Le Notre thi s entailed a careful hollowing-out

of the elevation in order to tran sform the monotonous im age

of the layou t (grass and gravel) in to something playfully illu ­

sionary. The axis was intended to connect Ch ateau Neuf at St.

Germain with the planned Chateau du Val. Seen longitudinally,

the compl eted Grande Terrasse is suspended above the Sein e

valley like a gigantic balcony.

Even the thrifty Colbert had hi s 16th-century cha teau at

Sceaux (1670) em bellished. In a north-south dir ection , acro ss

from the cha teau, the Avenue de l'Octogone was laid out. Thi s

ran through a valley an d comprised the avenue, a lon g cascade,

the Bassin de I'Octogone and a tapis vni. An axis of sym metry,

which passed thr ough the cha teau, was extended in a westerl y

ST . G E R M A I N I S T. ( LO U D I MEUDON I S C E A U X I MARLY I TR IANON I ClAGNY

Sceaux. The spatia l axis behind the chateau.

dir ection . Later, parallel to and west of the avenue the Grand

Canal (begun 1690) was excavated.

At Meudon , Servien , the finance m in ister of Louis XIV,

began with th e building of a larg e terrace. Thi s m easured 253

by 136 m etres and was situa ted on a ridge overlooking the
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Seine. From th e terrace there is a com manding view of the

landsc ape and the city of Paris . This terrace, whi ch partl y

for med the foundation for the chateau , was subseque ntly

(1679) incorporated into a kilometre-long spatial axis. Thi s

ran from the Sein e in th e north, across the longitudinal axis

of the terrace, straight through a sid e valley with a lake, to as

far as the high southern horizon.

Th e Trianon de Porcelaine (1670) was an exotic pavilion

am ids t great floral splendour at the northern end of th e Grand

Canal at Versailles. At the sou the rn termination of the canal

was a m enagerie. In 1687 th e Trianon de Porcelai ne was

repl aced by the Grand Trianon. Th e axis of th e layout passes

through the central open colonnade of this building and con­

nects with the Bassin du Dragon in a south-eas terly dir ection.

This pond , together with the Bassin de Neptune, form s the ter­

mination of the most important transver se axis at Ver sailles.

Just to the north-east of Ver sailles , Louis XIV had th e

Clagny coun try house built for Madam e de Mon tespan (begun

1674). To the sou th-wes t the chateau's axis , with its bilateral

sym me try, passes through a lake (Etang de Clagn y) and link s

the building to Ver sailles.

Marly (begun [679) , six kilometres north of Ver saill es, was

an exclus ive royal weekend retreat. Th e house was th e final

struc ture in one of the two symmetric rows of six gu est pavil ­

ion s built along an axis. The spatial axis, directed towards th e

Seine valley and St. Germain, con sisted oflarge te rraces with

promen ades and water ele m ents .

ln surveying up th e [7th-century res ide nces located sou th­

west of Paris, it appear s they shared several features of land­

scape architecture with on e another and also with Vaux-le­

Vicomte. Their siting is linked to a natural bedding or basin,

which in terms of scale (a few kilometres) is subordinate to a

plain or large main valley (several kilometr es). Th e irr egularity

of the natural site was disguised and brought into balan ce by

ar tificial axial sym metry. The natural lie of th e elevation was

use d to incorporate th e horizon into the gard en and to manip­

u late the spatial depth per spectively.
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PAC' 172: St. Germa in-en-Laye. (Aerial photo P. van Bolhu isfPand ion)

PAC' '73' Marly . (Aerial photo P. van Bolhuis fPand ion) St. Cloud . The system of avenues and the plan and elevation of the spatial axes.
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A St. Germain-en-Laye
B Versailles
C 5t. Cloud
D Meudon
E Tuileries
F Luxemb ourg
G 5ceaux
H Marly
I Grand Trianon
K Clagny

A=
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BELOW Paris, south-west. Geo mor pholo s af - -
ABOV' Geomo rpho logy and chatea ux ar~~n:'7,~~axes and connecting avenues. (After the Carte des Chasses du Roi 6. u 01,'7 4)
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Aquedu ct near Marl y. (Aerial photo P. van Bolhuis/P andion)

The network of axes and avenues

On the Carte des Chasses du Roi des Environs de Versailles (J764­

73) the effects of 17th-century encroachment on the area lying

south-wes t of Paris is evident. The mod est chateaux built in

the beginning of the centu ry were still sited on strateg ic spots ,

high above the banks of the Seine (for exam ple St. Germain,

Meudon , St. Cloud) and on dry tract s in the middle of marsh-

ST. GERM AIN I S T. CLOUD I M E U D O N I SCEAUX I M A RL Y I TRIAN O N I C lA G N Y

land (su ch as Louvre, Versailles, Sceaux). In the second half of

the century they were drastically en larged an d reorga nised.

Intern ally, thi s rede sig ning was dominated by the laying of

spatial axes. The arrangement and mea surem ents of these

axes were dependent on the building and/or the condition of

the terrain. Th e siting of the spatial axis corrected , as it were,

the natural, sloping position of the upstream side valley in
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Meudon. (Aerial photo P. van Bolhui sfPand ion)

relation to the ma in valley. Th e spati al axis was position ed at

right ang les to the ma in valley. Th e importance of the geo­

mo rpho logy is also evide n t in the ch oice oflocation of new

resid ences such as Marl y, Trian on and Clagny. Th e visua l

effect of the hollow elevation of th e spatial axis is simi lar to

the already-me n tioned theatr e stage risin g the fur the r back it

reced es. For using water in the form al plan , a lon gitud inal site

in a valley was also of great importan ce.

As well as acting like a 'te lescope' towards the landscape,

th e spa tial axis, in the plan s of some Pari s resi dences, also

acts as an 'onlooker' toward s the city. At Versailles the land­

scape and the city face each oth er, like tableaux on opposi te

sides of a spatial axis . Th e axis of bilateral symmetry, with the

chateau in its visual centre, has a vani shing point in the land­

scape and one in the city. At 51. Cloud and Meudon there is an

indirect visua l relationship to th e city. Th e city appears, as a

AR C H IT EC T UR E A N D LAN DSC AP E



St. Cloud. (Aerial photo P. van Bolhu isfPandi on )
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segme nt of the panorama, on the horizon of th e spatial axis.

At Versailles , the Tuileries and Luxembourg th ere is a dir ect

link with the city. Th e spatial axis also continues into the city.

The spatial axes are extreme ly long, reaching as far as the

horizon . Neverthe less, the spatial axis is also of limited scale ,

its len gth never exceeding a few kilometres. At th e horizon it

ceased to be a distinctive formal space and became an avenue:

from a visual axis it became an axis of movement or a route.

S1. GER MAI N 1sT. CLOU D I MEU DON I S(E A U X I MARLY I T R I A N ON I C LA GNY

Togeth er with the diagonal and transver se avenues , such an

axis formed part of a network that con nected the regional resi­

den ces. Th e city, too , was link ed in thi s way. When the city

wall of Paris was demolished in 1670, the boulevard becam e a

ring road that joined numerous star-shaped, radiating rout es.

In thi s manner a formal link at a regional level was created

in whi ch two types of axiality played a role. The strategically

placed spatial axes were the 'carriers' within the network.
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Grand Trianon. Versai lles. Plan and elevat ion of the s patial axis.

Meud on in the 18th century. (Carte des Chasses du Roi, 1764)
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Meudon. View from the Grande Terrasse to the city
in the north-east.
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f d the plan and elevation of the spatia l axis.Meudon. The system 0 avenues an
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Meud on . View from the Grande Terrasse alon g th e spatial axis.

Th ey were the 'telescopes' , the visu al axes in whi ch the land­

sca pe was 'illum ina ted' in an abstract manner and on a lar ge

scale. Here, landscape and town were united in to one spatial

construction. Then there were the connec tions between the

res idences themselves and the city, the unfash ion ed spaces or

aven ues, the earlier-me ntione d axes of mo vem ent. Th ey

forme d a functiona l infras tructure for the en tire district; they

were the ceremonia l routes taken by the royal court when

trave lling in coaches , hunting parties or parades.

Aqueducts and canals were also eleme nts of the infra struc­

ture. In ord er to feed the numerous fountain s at Versailles

(approximately '0400 in 1680), water was taken from the lakes

ARC H ITECTU RE AN D LA N D S C A P E



Meudon. Axonom etric projection
of the spatial axis.

Meudon. Axonometric projection
of the top ograph y.
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Marly. The water pump in the Se ine. wit h SI. Ce rrna in-e n- Laye in th e bac kgro und. (Engraving. ca. 1681)

of Trappes, SI. Quentin, Bois d 'Arcy and Bois Robert, among

oth ers. Every water source was tapped and the entire area was

dissec ted by a network of pipes an d canals that carried the

water to the royal reservoirs. When it becam e apparent th at

this wou ld not produce enough water, the famous hydrau lic

works near Marly were built , where 14 wheels and 223 pumps

transported 5,00 0 cubic metres wate r daily out of the Seine.

Th en in 1684, Vauban, assi sted by 22 ,000 soldiers , began

building an enormous aqueduct to convey the water from th e

River Eure to Versailles.

ST . GER MA IN I 51. CLOUD I MEU D O N I SCEA UX I M A RL Y I T R I AN O N I C lAGNY

Aqu ed uct nea r Ma rly.
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In 1630 Louis XIII had a hunting lodge built on a s trategic

spot in Versaille s. It s tood on th e upper reaches of a large side

valley of the Seine, where this valley splits into two and bear s

to the west towa rds an elongated marsh y plateau high above

the Sein e. In 1661, afte r see ing Vaux-le-Vicomte , the king

decided to extend and embellish the lodge. As the landscape

architect responsib le for the layout, Le Notre encountered

forces in the geomorphology of the site that would defy even

his talent for design. UnJike Vaux, the final spatial de sign was

not created with on e ma ster stroke within the space of a few

years, but was developed in a se ries of con secutive plans

spread over a zy-year period. At the same time, th e on e plan

repeatedly evoked some th ing of the other. Th e unprecedented

scale with wh ich Le Notre laid open the landscape meant that,

for the balance of the whole en semble , it had to be continually

enlarged by architects Louis le Vau and Jules Hardouin-Mansart,

and vice versa . Moreover, Louis XIV saw so many of his own

aspirations em bodied in Le Notre's idea s and proposals, and

he was on su ch intimate footing with him, that Colbert fear ed

the king was hop elessly under the spell of the bri lliant designer:

'Your maj est y will sur ely understand that he is in th e hands of

two men [Le Notr e and Le Vau ], who drag your ma jesty from

the on e proj ect into the other.' But Colbert preached to no

avail. Und er the Sun King's own personal supervision, and

with the help of an army of labourers , the marshy, obscure

site and the insignificant chateau were transform ed into the

ne plus ultra of formal spatial art.

The main axis and the Grand Canal
When Le Notr e began remodelling the Petit Pare, the original

Renaissance garden (by Jacques Boyceau) surrounding the

lodge , he retained its gr id division. Th e forest quadrants we re

V ERS A IL LES

The no rth ern half of the tra nsverse axis to the west of the chateau , from the
Bass in du Dragon . (Auel ine)

architectonica lly redesigned in to bosquets. For the rest Le Notre

devote d all his energy to liberating the m ain axis. At th e same

time Le Vau revised the front of the cha tea u entrance so that

here, as at Vaux, a se ries of progressively smaller spaces serve d

to form a ce remonia l approach to th e palace . The terrace to

th e rear was rai sed , thejardin bas dug out behind it, and both

wer e linked by a horseshoe-shaped, semicircular set of steps

(Fer aCheval) . The end of Petit Pare was still marked by a

paue d'oie. In 166 7 the descendi ng Allee Royale, behind the

Jardin bas, was widened an d made into a tapis vert. However,

from the old house , situated more to the fore, the Jardin bas

and th e tapis vert behind cou ld not be seen due to the differ­

ence in height. The vista ran along the foreground , acro ss the

terrace and disappeared between the treetops of the Allee

Royale into the indeterminate, marshy lan dscape.
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From th e Hall of M ir rors
From the Grande Terrasse
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4 Before the Grand Canal
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Drawing of the genera l layout.

Avenue de Paris
Avenue de St. Cloud

3 Avenue de Sceaux
4 Grandes Ecuri es
S Places d 'Armes
6 Cour des Mi nistres
7 Cour Royale
8 Cour de Marbre
9 Parterre d' Eau

10 Bassin de Latone
11 All ee Royale
12 Bassin d 'Apo l lon
13 Grand Canal
14 Parterre du Mid i
15 Oran gerie
16 Piece d' Eau des Suisse s
' 7 Parterre du Nord
18 Font ain e de la Pyram ide

19 Allee des M armousets
20 Bassin du Dragon
21 Bassin de Neptun e
22 Bosquet s
23 Les Cent-Mar ches
24 Menag erie du Roi
2S Grand Trianon
26 Clagny
27 Butt e de Mo ntb auron

18 7

At the foot of the sloping Allee Royale, before the extensive

marshlan d, a crucial poin t had thus been reached in the layout.

At Vaux a furt her extens ion of the main vis ta, at the end of the

descending slope, was made possibl e by th e sloping positi on

of the surface behind the Grand Canal, wh ereb y the per sp ec­

tive foreshortenin g was 'lifted'. At Versaill es, beyond th e end

of Allee Royale, the re was also a hi ll that restricted a glim pse of

the valley, but Le Notre must have found th is too triv ial to

allow it to form the termination of a vista . He proposed to the

king that the hill be dug out, the valley drained and a large

cana l bu ilt along the length of the pr inciple axis. Even for the

VERSAILLES

king th is was such a rad ical idea that he first consulted spe­

cialists at the Academy of Sciences, who judged the project

favourably. After th ree years (1 668-71) the cana l was com pleted.

Louis le Vau th en ada pted the old cha tea u to the sca le of the

new layout by building hi s 'envelope' around it (1 671) , with a

lar ge ope n balcony on th e spot wh ere the later Hall of Mirrors

would be bui lt. From th is more elevated viewpoint , however,

the cana l was sti ll too short in pe rspectiva l terms. It was there­

fore made even larger (1671) and then spanned the total length

of the natural platea u . In this way the exceptional length of

the cana l (1 ,500 metres) accommoda ted the perspective fore-
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sho rtening as a result of the great distance between the chateau

and the beginning of the canal (900 metres). The reflecting

water ens ur ed that it would remain visible as a luminous sur­

face between the avenues of trees of th e Allee Royale. In order

to heighten thi s light effect, a se mi circular mound, or vertu­

gadin, was employed as a reflector behind the term ina tion of

th e canal. Th e axis continued past thi s as an avenue, stre tch­

ing kilometres furth er to th e hori zon . Th e total len gth of the

axis on the west front of the building was eigh t kilometres .

Upon the execution of the various pro jects th e most im por­

tant eleme nts of the main vista were completed . From the

palace balcony the vista (persp ective) now consisted of the

following majestic sequence: the Grande Terrasse (whit e), tapis

vert (green ) and the reflecting Grand Canal (silver). Th ese

three consecutive elemen ts were of increasing length (and

breadth) so that they app eared to be proportionally well-bal­

anced in th e pers pective picture plane. Also in the detai ling,

such as the increase in s ize of th e three receding bassins in the

Grand Canal, thi s postponing of the perspect ive was used . In

th is wayan anamorphos is was created: a per spective with

orde rly proportions th at , as it wer e, folds out forwards.

The transverse axes

After r678 Jules Hard ouin-Mansart bega n adding the eno rmo us

nor th and south wings of the palace, th e Hall of Mirrors and

the new orangeri e on the south edge of the Grande Terrasse

with the larg e, well-known flight of steps (Cent Marches). At

the same tim e the transver se axis, behind the cha teau , was

made in accordance with the scale of the new layout. On the

sou the rn termination of thi s axis Le Notre designed th e Lac

des 5uisses on an area of marsh land (r6 80-82). Th is formed a

reflecting surface, who se dim ensions wer e in keeping with

th e perspective link with the parterre above the oranger ie. On

the north side, where Le Notre had linked the Parterre du Nord,

the Bassin de la Pyramide and the Bassin du Dragon togeth er

per spectively, he designed th e Bassin du Dragon as a final se t

piece. Thi s brought the total width of the valley (two kilom etres)

visua lly under control in a transverse direction. Thi s was also

the case with the transverse arm (1.2 kilometres) of the Grand

Canal, which links the Menagerie (to the south) with the Trianon

de Porcelaine in the north . Both axes ass um e the m aximum

len gth possible given their geomorphological s ituation and

are not sym m etrical in relation to the main axis. Th ey are

larger on the sou th side than on the north side, whil e the main

axis of sym m etry is asymmetrically positioned in the terrain

of the valley.

A vista of water, air and light
Modifications to th e water part erres on the Grande Terrasse

(Parterre d'Eaus, directly behind the chateau , where the trans­

verse axis bisects the main axis, were finally com pleted. In

1684 the Parterre d'Eau from 1674 (with one main roun d

bassin and four subs idiary triang ular ones) was replaced by

two larg e, rectan gular water mirrors or Miroirs d'Eau, in which

the persp ective of the mai n axis was 'frame d'. In an un inter­

rupted seque nce of the Hall of Mirrors , the Miroirs d'Eau , the

tapis vert and the Grand Canal, the main vista opens ou t as far

as th e horizon. Th e central axis and the two most impo rtant

transverse axes 'ove rpower' the given geomorphological situa­

tion, as they occupy the entire length and width of the basin­

shaped plateau. Due to the postponing of the perspective along

the centra l axis, the ter ra in is brou gh t under visual cont rol by

means of a ma ximum opt ical dep th . Th e hori zon lies within

the constructed landscape and is brought towards the viewpoint

of the observer as if see n through a telescope. Past the clai r­

obscure of the centra l axis the space dissolves into an atmos­

pheric persp ective. Beyond the reach of the eye from this view­

point , th e system of dia gon al and transver se avenues links the

chateau to the 1'500-hec tare es tate and surro unding area.

The city as a reflecting image

In r6 7r Louis XIV decided to make Versailles the seat of the

govern men t. Much of the neighbouring land , includ ing the

old village of Ver sailles , had alread y been bou ght up by the

Crown. Thus the reigning monarch gathered not only his court

around h im but also the entire machinery of govern me nt as

well as civil se rvan ts. His residence became the capital of the

coun try. Mansart was given the task of studying the architec­

ton ic an d plann in g problems created by thi s transition . The

terrain in front of the chateau, like that to the rear of it, was

com pletely reorganised. In 1673, the agrarian pattern , the

existing routes and the old village of Versailles (slightly to the

south of the palace) were obliterated. Where possible the site

was made level and the squa re in front of th e cha teau raise d.

Th e main axis of the residence, whi ch on the rear side

varies in wid th from 50 me tres at Allee Royale to ISO metres

across th e Grand Canal, was given a uni form width of 100

metres on the front side . It slopes downwards from the fore­

court to the upper reaches of a side valley of the Seine. The

main chaussee is 'on-going', local access is provided by the

four conire-allees (parall el road s), scree ned from the main allee

by rows of trees . About two kilome tres from the chateau the

axis bends to the north-east , followin g the course of the side

AR CHI TE CT UR E AND LA NDSC A P E



The main axis from the Bassin de Latone.
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Silene 27 Pandore 53 ven us
Antinous 28 Achelous 54 H ercu le et Telephe

3 Apollon 29 Casto r et Pollux 55 junon

4 Bacchus 30 Arria et Poetu s 56 La Fourberie

5 Sphynges 31 La Fidelite 57 Laocoon et ses Fi ls

6 Grou pes d'Enfants 32 Venus 58 Papirius et sa Mere

7 Scythe Ecorcheur 33 Faune 59 He rcu le

8 venus Pudique 34 Didon 60 Bacchante

9 Ariane 35 Amazo ne 61 Faune

10 LEau 36 Achille deguise en Fill e 62 Dicgene
11 Tigre/Ours 37 Ino et M el icerte 63 Ceres

12 Lim ier/ Cerf 38 Pan 64 Ganymede

'3 Le Printemps 39 Print em ps 65 Eute rpe

14 Le Point-du -lo ur 4° Bacchu s 66 H ercule

15 Le Pceme Lyrique 41 Pomo ne 67 Berenice
16 Le Feu 42 L'em pereur Brut us 68 Bacchus

'7 Tyridate 43 Fleu rs de Lys 69 Faune

18 venus Callypige 44 Apo llon 70 T igrane

19 Silene 45 Sena te ur Romain 71 Antinous

20 Antinous 46 Vertumne 72 t' tndifferent
21 Mercure 47 Juno n 73 LAir

22 Uranie 48 Jupite r 74 Diane

23 Apollon 49 Syrinx 75 Lion/Sanglier

24 Circe 5° Aristee et Protee 76 Lion/Loupe
25 Platon 5' Arte rnise 77 Midi

26 Mercure 52 Cyparisse 78 La N uit
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valley and the road which descends to Paris from the plateau.

There the line was absorbed by the regional system of avenues.

Unlike the axis on the rear side which, by alm ost exceeding the

boundaries of what is geomorphologically and optically possible,

brin gs the land scape visually under control via per sp ective

manipulation, the main axis on the front side, past the Place

d'Armes, is not perspectively manipulated. In the plan of the new

city this axis is determined by two parallel lines. Neverthe less,

the geomorphology offers the possibility of a much greater,

optically cont rollable vista on thi s axis, namely over the 'hol­

low' of the upper reaches of the side valley of the Seine. Not

making use of this pos sibility could indicate that the main

axis of the layout on the front side should be 'read ' in the

reverse direction: the direction towards the chateau. Th e len gth

of the axis is then not so much determined by a ma ximi sation

of the visua lly controllable vista from the chateau but , con­

verse ly, by the distan ce at whi ch the chateau becomes 'rea d­

able' . It is largely an axis which ena bles th e free flow of traffic

and a route which leads to the cha teau, upon whic h - du e to a

con nection between the profil e of the axis and the dimen sions

of the chateau - a gradual revealing of the floor s and win gs is

stage -managed. Past the approach dr ive, on th e squares in

front of the palace (Place d'Armes, Caul'des Ministres, Caul' Royale

and Caul' de Marbre), the unveiling of thi s decor culm inates in

a hierarchi cal series of spaces. Due to the acceler ated persp ec­

tive, conveyed by this, the space appea rs to deepen and the

relatively modest proportio ns of the old cha teau are integrated

into the scale of the new layout. It is th e last ac t in th e cere­

mon ial route to the persp ective centre of a world em pire.

The patte d'oie as urban panorama
Diagonal axes are proj ected to the north and south of th e

ma in axis. Togeth er they form a paue d'oie (three-pronged

road), whe reby the im agin ary shared intersection lies in the

Caul' de Marbre. Seen from the chateau , the diagonals for m a

triangle . The top angle of th is measures approxima tely 60

deg rees : the lateral extent of human visio n. In this way th e

width of the front terrain, whi ch at the base of the triangle

equals some 500 metr es, can be absorbed at a glance. Th e

angle, at which the diagonal axes diverge from the main axis,

is partly determi ned by the geomorphology of th e site. Butte

Montbaur on (on which large water reservoirs are situated), as

a natura l obstacle, determines the ang le between the no rth ern

axis (Avenue de St. Cloud) and the main one (Avenu e de Par is).

Four teen hund red metres from the cha teau , the Avenue de St.

Cloud (75 metres wide) curves to the north , climbing the slope

VERSA IL LES

Bassin d'Apolion .

of the side valley to St. Cloud. Th e sout he rn , shor test axis

(Avenue de Sceau x; 70 metres wide) is sym me trical in relation

to the northe rn diagonal and ru ns in the dir ection of Sceaux,

terminating at Butte Gobert. Becau se of the wings built by Le

Vau and Man sart along th e Avant Caul', the field of view from

Caul' de Marbre is restri cted to the main triangle. Furth er along

th e avenues are man sion s for the nobility and important gov­

ern ment officials, which , from the tim e the town layout was

begun, were built according to strict regu lations and models

and disgui sed the still uno rde red landscape. In 1679, Mansar t

built the Grandes Ecuries (royal stables ) facing the cha teau, in

the ang les of the three axes . Th ese formed th e final set piece

in the view from the cha tea u. The are a between the hor izon

and th e Crandes Ecuries has not been designed, neither in the

axes whi ch contin ue as road s , nor in th e panorama whi ch is

visible as a stripe abo ve the Grandes Ecuries. Th e latt er have

been shifted in front of the ho rizon , as it wer e, complet ing th e

layout and form ing its decor. Th e depth is emphasised by th e

slig ht ang le in the arra ngement of the two buildings and by

th e dep th of the horsesh oe-shaped squa res behind. By placin g

the curve d Grandes Ecuries and the linear indented cha teau

oppos ite each other, the paue d'oie has taken on an urban

form. Th e cere monial entrance and th e grand view are united

in on e com plex.

After 1671 , after the paue d'oie was laid out, work began on

extending the new city behi nd the facades of th e m an sions

bordering the sides of the tr iangle. Th is was buil t in two parts

and in two periods: the Qu arti er Notre Dam e, to the north of

the Avenue de St. Cloud (begun 1671) , and the Qu artie r Sain t

19 1
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Versailles

Axonometric projection

Composition scheme
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ct ive compositio n elements

Pond
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Patte d 'o ie

Orangerie

Parte rre

Woods with intersecting avenues
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Spring

Tapi s vert

Canal and reflect ing pond
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Monu ment, Louis XIV

VERSAILLE S

Spati al axis

Gate

Basemen t

Reflecti ng pond

Reflect ing pond

Stair
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Views along the main axis to the chateau.

From the far side of the Grand Canal
2 At the foot of the Allee Royale
3 Before the Jardin Bas
4 At the foot of the stairs before the Parterre d'Eau
5 From the Parterre d' Eau
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The Grand Canal, from the terminus of the main
axis .

The 1673 trans formation of the
landscape on the city side of the
chateau. (Jean Castex)

Ceremon ial entrance from the
Avenue de Paris.

Loui s , to the sout h of the Avenue de Sceau x (begun 1680), In

Qu artier Notre Dam e the kin g leased building plots , tied to

privileges and building regulations, to burgh ers and m er­

chan ts, In th e Qu arti er St. Louis the king placed free building

plots at the dispo sal of cour t per son nel and se rvan ts who,

after 1680, when the entire government moved to Versa illes ,

came to live in the new city. Both quarters are situated next to

the patte d'oie, behi nd the mansions, an d outs ide of the

mo narch's field of view, Th e central tria ng le between the diag-

onal axes int errupted the cont inuity of the town plan. Th is

was streng the ned in that all the administrative se rvices were

concen tra ted in this main sec tor. Nevertheless, at the end of

the t Sth cen tury, on e still had to bypass the main triangle to

get from one qu arter to the other. Th e patte d'oie split the town

plan in to two parts, The centra l triangl e was aligned with the

cha teau , whi le the palace, with its elongated wings , screened

off the land scape beh ind, On ly the monarch had an overview

of th e en tire layout.

A RCH IT ECT U R E A N D LAND SCAPE
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Expansions of the orig inal hunt ing lodge of Louis XIII.
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The spatia l axis wo rks like a telescope.

The widt h of the view is screen
off on the city side of the chate

1 From the Cour de Marbre
2 From the Cour des Min istres
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The series of forecourt s.
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The composition of the Grand Ensemble
From the foregoing it appea rs that the archi tecton ic devices

found at Vaux-Ie-Vicom te have also been employed at Versailles.

Yet , one may also se ns e an evolution. At Ver saill es the spa tial

axis is more clea rly art icula ted. As in a thea tre , th e foregrou nd

an d background are se para ted by coulisses (in the form of a

forest ). In terna lly, the fores t coulisses form elaborately design ed

bosqua s. At Vau x the mos t im por tant viewpoint is in the Grand

Salon, with its m irrors on the gro und floor of the cha teau. At

Versailles th is is th e Hall of Mirro rs on the firs t floor. At Vau x,

du e to the sloping position of the final sur face of the hierarchi­

cal seque nce , the main vista could be terminated by a relatively

small longitud inal measur em ent. At Versailles, du e to the level,

horizontal rear terra in, an enormous extens ion, st retch ing as

far as the extrem e bou ndary of the plateau , was needed an d

reflecting water was used to bring th is last segmen t of the

VER SA ILLES
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The Grand Ensemble . (Israel Sylvestre , 1687)

main vista visually under control. Unlike Vaux, it is not

Hercules that terminates the vista and 'lifts ' th e ho rizon like a

vertical giant. At Versailles th e Grand Canal appear s to stre tch

to the horizon and tou ch the sky. Depending on the positi on

of the sun , it is still just visibly sepa ra ted from the horizo n by

the am phitheatre-like slope (vertugadin), rising behi nd the en d

of the canal, and the contin uation of th e main axis as an

avenue behi nd this. Here the geometric persp ective dissolves

into an atm osphe ric ha ze. At Versailles th e spatial depth of

the natural panoram a is ar tificially represen ted . It is brough t

in to the garde n as an opt ical cons truc tion . Due to th e sheer

magnitude of the final dimen sion s , the cons truc tion , unl ike at

Vau x, does not work in th e oppos ite direction. Looking back

from the termination of the centra l axis, th e palace no lon ger

plays a role in the view. Now th e layou t work s as a telescope in

rever se. Only at the Bassin d'Apollon , where the middle section,

wings and floors of th e building are visibl e, by traversing the

axis, is the palace an int eresting com pone n t.

Th e Bassin d'Apollon also plays a key role in the mythological

in te rpretation of the main axis. This converges more obviously

than at Vaux in the spatia l sequence of the axis. Starting at the

source where the water appears (a symbol of birth and earthly

origin) , via the foun tains (represent ing effervescent life), the

se ries leads to the water surface of the Grand Canal - a symbol

of infin ity. Originally the Pa rterre d'Eau rep resen ted an anc ient

cosmogony, or crea tion story, with the four elements, fire (Pluto),

air (Boreas), ear th (Saturn) an d wate r (Neptune). Later, a mo re

geographica l allegory represented th e French rivers . The

ARC H ITECTURE A N D LA N DSCA P E



The Gra nd Ensemble. (Ga brie l Perelle, 1690)
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Latone in the bassin of the Jardin bas, whi ch cannot be seen

from the cha teau , can be associated with the birth of Apollo.

Via the sloping Allee Royale thi s image is linked to th e Bassin

d'Apollon, the sun god, placed at the centre of the field of view.

Finally, the Grand Canal ref1ects cosmic space. In its entirety

the eas t-west axis represents the path of the sun and is a sym ­

bol of the ben evolent rule of the Sun King.

In its tota lity, the longitudinal axis at Ver sailles is rou ghl y

as wide, but three tim es lon ger (10 kilometres) than that at

Vaux-le-Vicomte, whi le th e es tate as a whole is about twice as

broad (3 kilometres) an d the surface area of th e entire plan is

thr ee tim es as large (1 ,500 hectares). Despite its grea ter size ,

the plan's uni ty, as at Vaux, is cont rolled by th e gradua lly

increasing scale and by the axes or avenues radiating out in to

V ERS AI LLE S

th e periphery of th e es tate . Active composition eleme nts in

th e main axis, suc h as the facade, parterre, tapis vert and

ref1ective water features, are en larged to such a degree in

Versailles that the y con trol the scale of the es tate entirely.

Th eir number is reduced ; th e compos ition elemen ts at the

sca le of th e garden playa role as a smaller unit out of sight of

the main axis, accommodated in sm aller side axes and bosqueis.

Ano the r important di stinction is that at Versailles the town

has become a part of th e spatia l cons truc tion: the landscap e

and the town face each other on a ref1ectin g axis. Although

the com pos ition elements differ, in principl e both are organ­

ised with th e same spatial s truc tu res: the (measurement) grid ,

axis an d sym me try. Th e result is that the landscape and the

town layou ts are united in one artificial Grand Ensemble.
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After indicating the four cardinal points , th e pri est , with hi s

face turned south , proclaim ed, 'This is th e front and thi s is

the back, this is left an d th is is righ t' . He then so lem nly drew

the cardo and the decumanus with h is staff. It is qui te likely that

in 52 Be the town plan for Lutetia (Paris), like tha t of Florence,

became part of the uni versal order in the same m ysti cal way.

Whatever the case may ha ve been , the ori ginal plan of thi s

Roman city docum ents two main roads: on e exten ding in a

north-south direction acro ss the Seine at the lie de la Cite and

the other at right ang les to this, running parallel to th e river.

A race between city and landscape

In 1180 Philippe Augus te began bu ilding a city wall which

was fort ified at its weakest points whe re it in tersected with the

Seine . One of these fortresses built outside the city was the

old Louvre. When Cha rles V built a new wall at the en d of th e

14th century, the Louvre became part of the city and lost its

strategic importan ce. After 1546, Francoi s I had a new castle

built by Pierre Lescot on the squa re foundation of th e old

fortress, run nin g parallel to th e Seine. How ever, for Cath er ine

de' Medici, queen of Henry II, it proved to be unsati sfactory.

She deemed it to be too da rk and confin ing , as she desired to

command magnificen t views of the landscape. To thi s end ,

work started on a new country res ide nce in 156 3, 50 0 metres

from the Lou vre, outside the city wall , on th e site of an old tile

making yard (tuileries) . Thi s was orthogonal to the next stre tch

of the Sein e so that the gentl e bend in th e river was visible as

a kink between the axes of sym me try of the Louvre and that of

the new plan. Along the ban ks of the Sein e, the Palais des

Tuileries was linked to the Lou vre by a covered gallery. At the

same time a geometric garden was laid ou t at the new palace,

parallel to the river and stre tch ing as far as its next bend . In

THE TUIL[R IES GARDENS

Jard in des Tuiler ies. (Gab riel Perelle , 1680)

Philibert Delorme's design th e garden was an irr egular rec­

tan gle m easu rin g 70 by 270 m etres. It was an ind ependent

space, situa ted to the wes t of the palace, and enclose d on four

sides by walls. Th e squares in th e plan were filled with a

colourfu l mix of Italian-inspired ele m ents. Th ou gh the garden

was autonomous in rela tion to the palace (like a medieval hor­

tus conclusus), th e geo metric unity between the two can be

see n in an eng raving by Androu et du Cerceau of the or iginal

plan . Both the plan of th e garden and the palac e app ear to

have been orga n ised on a grid,

As a result of th e buildi ng of a new city wall by Loui s XIII

in th e early 17th cen tury, the Tuileries also became enclosed

with in the city. It was now Maria de' Medici, widow of Henry

IV, who was lookin g for a way to escape the ur ban st raitjacket.

A so lu tion was found by tu rning to the Italian exampl e of the
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The Renaissa nce plan of the Jardin des Tuiler ies. (Androuet du Cereeau, 1578) Bird 's-eye view of the Jard in des Tui leries. (Mat hieu Merian, 1613)
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The tr ansformation of the Renaissance plan by Le Notre.

caeine, the Florentine promen ade along the Arno. Outs ide the

fortified wall, she had a sim ilar tree-lined walk laid out along

the Seine in 1616. This Couts-la-Reine. which qu ickly filled up

with carriages, was laid out in a straight line along the next

section of the river. Th e promenade lies as an autonomous,

clas sical stoa in the riparian lan dscape.

A telescope to the open landscape of the Seine
In 166 4, arch itect Le Vau was commiss ioned to design new

plan s for the Louvre an d to complete the Tuiler ies. At the time

Le Notre was also brought in to lend spatial balanc e to the

whol e construction. As a basis for his new plan he used the

measurement grid of the Renaissance gar den. Th e surround­

ing walls were pulled down and a lar ge terrace was laid ou t in

fron t of the palace facade. The axis of symmetry, which in the

Rena issance gar den was still only a grid line, was tran sformed

into a spatia l axis. Geometric differences in the original meas­

urement grid, which created anomalies in the bilateral sym­

metry, were 'corrected'. Th e site sloped toward s the Seine and

both sides of the axis had different meas ur eme nts. Le Notre

made the plan appea r level an d symmetrical by, among other

mean s, laying out new raised side terraces along the Seine.

Len gthways the plan was perspectively man ipulated. One of

the ways this was accomplished was by increas ing the size of

the water bassins as they receded so that the garden, as far as

its boundaries, was brought visually under control when viewed

from the palace. Beyond the large open terra ce, behind the

palace, the old grid was filled in with bosquets which bordered

A RC HITECTU R E A ND LAN DSCAP E
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The Louvre and the Tuileries as Paris expanded .

A From 52 S.c. (the Roman city)
S 1180 (the med ieval city)
C 1210 (the old Louvre as a fortress outside the city)
D 14 0 0 (the remodelled Louvre inside the city walls)
E '56 0 (the Tuileries outside the city)
F 162 0 (the Tuileries within the city walls , the Cours-laReine outside)
G 170 0 (Le Notre's spatial axis)
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Spat ial axis.

Bosquets along the spatial axis.
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the new spatial axis as co[llisses. Together with the new, raised

terraces along the sides of the garden, which visually open ed

up the town and the river, these bosouets ens ured that the

whole plan was spatially focused on on e point. Thi s was where

the city wall was breached and the two side terr aces terminated

in a horseshoe-shaped form to frame a vista of the land scape

across the city mo at.

In the Ren aissanc e plan the axis of sym metry ended here

in an echo (apsis) , whi ch may be see n as a primitive form of

'accelerated' perspective. In the given situation more was not

possible. In 1670 , the city wall was pull ed down so that the

garde n axis could be extended past the garden boundary. Th e

spatial axis was continued in the (levelled) landscape as a

broad, ascending tree-lin ed Grand Cours (1667), wh ich , on the

top of the Butte de Chail lot , thr ee kilometres from the palace,

dissolved into an atmosph eric vista. Due to the shee r size of

the Grand Cours (over two kilome tres ) in relation to the fore­

ground and its upward slope, the horizon , as a tang ent between

heaven and earth , was brou ght into the Tuileri es as if with a

telescope. Beyond the horizon the axis became part of the

region al infrastructure of residen ces, formin g a dir ect lin k

with St. Germ ain- en-Laye.

In order to better st ruc tu re the terrain , it was planned to

create a new northern diagonal axis which would be placed

symmetrically to the Cours-la-Reine along the Seine. Thi s would

have crea ted a paue d'oie at the point whe re the forti fication s

were breached. By placin g the Grand Cours by two diver gin g

avenues, the eas tern city was , in principle, brought under

visu al control both in depth and width .

The Place de la Concorde and the obscuring
of the vista

Th e new axis was aimed at the land scape. Th e urban plan

develop ed in the same westerly dir ection as the spa tial axis,

that is, towards the landscape. As a result , the landscape

design and the city did not face each other (as at Ver sailles)

but overlapped and ran alongside each other. The spaces on

the axis wer e tran sformed, one by one, into urban areas of the

city, un til the total len gth of the axis itself was inco rporated

into the ur ban morphology. Th is urbanisation has evolved

over a period of more than 300 years and the process of

expans ion still continues today.

During the con struction of the Tuileries Gard ens the urban

fortifi cations along the weste rn edge of the park lost their mil­

itary significance (1 670) . A new role was found for its trace:

Loui s XIV had 36-metre wide boulevard s laid out, which as

AR CHIT ECT UR E AN D LA N D S C A P E
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Jardin des Tuileries near the Place de la Conc orde.
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ABOV E: Jardin de s Tuileries . View of the garden and horizon from the palace. (Israel Sylvestre, ca . 1680)
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Plan, elevation and views of the Jard in des l u iler ies from th e ti me of Le Not re.

stately tree-lined promenades virtually form ed a network of

green throughout the entire city. Triumphal arches were erected

at the jun ction s of these bou levards and the most important

arteries. Th e latter were made arrow-s traight and, as radi ating

axes, linked the city with its environs creating a formal whole.

Th e patte d'oie, whe re the boulevard int er sected the spa tial

axis, became a chaotic traffic jun ction . Th e idea behind design­

ing the Place de la Concord e was to provide the junction with

an archi tectonic accent and to control the flow of traffic. After

several com petitions the design for the square was executed

by the architect [acques-Ange Gabri el (1755-63). Alon g the

square 's short northern edge he composed a vista through to

the Madeleine Church which was 'framed' as a backdrop

between two symmetrical palaces . The design of the Place de

la Concorde was in fact restricted to th is one archit ecton ic

'scree n'; on the south side it remained open towards the Seine

and on the eas t and wes t sides there were no buildings. At the

time, some Parisians, used to the fac;ades of the old Places Royales,

considered the new space too large and empty. Perhaps, though,

leaving it open on three sides was a passive mean s of brin ging

AR CHITECT UR E AN D lANDSCAPE



Diagram of Le Notre's plan for the Jardin des Tuileries.
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Analysis o f the dim ension s of the ci rcles in Le Notre's plan for the Jardin des Tuileries .
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The con ti nuation of Le Notr e's spat ial axis as an avenue in the landsca pe outside the city.
(Jouvin de Rochefo rt , 1675)

The Cours-Ia-Reine. (Israel Sylvestre)

the expanse of the landscape into the square. In Gabriel' s design ,

however, there is a recognisable, active attempt to make the

square into a spatial centre. The longitudina l axis of the square,

with the vista to the Madeleine , was posi tioned orthogonally

on Le Notre 's spatia l axis. The rectangu lar surface was framed

and m ade autono mous by surrounding moats. Th e square 's

sha pe also cu t throug h the triangul ar patte d'oie. By erecti ng a

mon ument on the spa tia l axis at the poi nt whe re it inter sects

with the axis lead ing to the Madeleine , Le Notre's vista to infin­

ity was int errupted. The horizontal view was also impeded by

monuments erected on the junctions of the Madeleine axis with

the two diagonals of the patte d'oie. In fact , the most important

viewpoints on th e square have been taken up by monuments.

As a result Le Not re's vista becomes fixed on the square.

The Arc de Triomphe and the materialisation
of the vanishing point

The Grand Caul's, lined with elm trees , originally lay out side

the city and ran across farmland and vegetabl e fields to the

rand-point (a star-shaped in tersection of avenues). Later the

entire ar ea along th is, which was then known as Champs­

Elysees, was planted with trees (from 170 9 onwards). At the

same tim e as the Place de la Concorde was laid out, the 150­

metre axis through th e Charnps-Elysees was aga in planted

with elm and lime trees (1758-67). Th e dr ier situated north

side was es pecially used for ball games, parties and parades.

In 1770, Jean Perronet, th e director of the Ecole des Ponts-et­

Chaussees , exten ded th e axis past the Butte de Chaillot in a

straight line to the Seine, where the Pon t de Neuilly was built.

In order to have a uniform slope along the entire rout e, the

Butte de Chaillot was m ad e five metres lower (r76 8-74). The

octago na l squa re on th is hill, dating from the time of Louis

XIV, was changed in to a circular plan with five routes radiat­

ing from it (Place de I'Etoile).

During th e r8th century numerous suggestions were put

forward for erecting a monument on the Place de l'Etoile, After

his return from Aus te rlit z , Napo leon finall y decreed the erect­

ing of two tr iumpha l arches , one sym bolising peac e, the other

war (r80 6 ). Both had to be pos itioned on the axis of the Palais

des Tuil eri es, On th e landscape side of the palace the Arc de

Triomphe , as a city ga teway, was part of the toll boundary of

1784, wh ile the Arc du Carrousel served as a gateway to the

Tui leries on th e east side . Th e size of the arches is in keeping

with their distance from th e palace. In the original layout this

could be seen from the em peror' s residence, the Palais des

Tuil eri es .

AR CHITE CTURE AND LANDSCAPE



Arc du Carrousel, between the Louvre and the Jardin des Tuileri es.
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The Louvre and the Jard in des Tuileri es in the ur ban plan fo r Par is, 18 0 0 (axis acro ss the
Seine , Place de la Canca rde, Rue de Rival i).

Th e Arc du Carrousel was built in a relatively short period

of tim e according to the plan s of the architects Charl es Percier

and Pierre F.L. Fontaine (r808), but the Arc de Triomphe on

the Place de l'Etoile took from r806 to r836 to build . Jean F.T.

Chalgrin's design (1806-09) shows thr ee interes ting variations

of the Arc du Carrousel. Th e latter was in spired by the classic

Roman triumphal Arch of Constantine, whi ch had three open­

ings. Th e Pari s monument is of modest size (height: 14.62

metres, breadth : r7.87 m etres, depth: 6,54 m etres), is richly

detailed and displa ys a colonnade of pilaster s resting on high

socles. The Arc de Triomphe, on the othe r hand, consisted of

only on e arch (25 metres high), open on all four sides, and is

a colossal, massive block measu ring 50 m etres high , 45 m etres

wide and 22 metres deep . Th e relief is sober and there is no

colonnade of pilaster s - as decreed by the court arch itect

Fontain e, who maintained that 'a colonnade of pilaster s is

unnecessary for an arch which can be seen from far away and

who se spatial beauty is form ed by its ma ss and size '. Since a

colonnade enables one to read the proporti on s more eas ily,

the absence of one gives the struc ture a total lack of scale.
Place de la Can card e. (Jacque s·An ge Gabrie l's plan, 1755)

ARCHITEC TURE AND LANDSCAPE



In its lack of scale, the arch resembles th e hu ge statue of

Hercules at Vaux-Ie-Vicomte. Th ere, in the expe rimen tal garden

of the formal design , thi s statue con nects th e natural hor izon

with the sky above. On th e spati al axis of the Tuileri es th e

Grand Cours, which leads up to the top of Butte de Chaillot ,

touches the natural horizon and, because of its length (two

kilome tres) and slope, brings the horizon forward. This opti cal

effect was endangered, how ever, by the levell ing off of the hill.

otwithstanding, the hill form s the parameter s of th e field of

vision . There the ma in vista dissolves in to the atmos phere.

Positioning an ob ject (in this case an arch) - even if it has no

scale - on the natu ral hori zon , sh ifts the accent from the space

to the object. Th e arch delineat es on e point on the natural

hor izon . The sha pe of the arch prevents the sky and the earth

from meeting. At the same tim e th e opening in the arch sug ­

ges ts a hor izontal continuation of the space in the depth , yet

Perronet's extens ion of th e axis remains invisibl e from the

viewpoint before the arch .

The Charnps-Elysees and the dismantling of
the scenography

Napoleon's Arc de Triomphe on the horizon of th e Champs­

Elysees also se rved as a gateway linking th e old city with the

new one. On the hill s to the west , reaching as far as th e Seine,

a new imp erial city was planned. Napoleon's downfall m eant a

setback in the realisation of these plan s. During the second

empire (r852-70 ), Napoleon III , togeth er with h is prefect

Georges-Eugene Haussman n, began a gigantic oper ation to

modernise the city, which now had more than one m illion

inh abitants. With his colleagues , Barillet Deschamps (su rveyor)

and Jean Alph and (engineer and landscap e arch itect),

Haussmann revamped the urban plan by creating traffic

breakthroughs , improving technical faciliti es for th e network

of st reets, reo rgan ising public trans port and systematically

creating green spaces in the form of parks an d squa res

throughout the city.

Up un til then , traffic running from eas t to west followed the

original higher rou te north of the Lou vre an d the Tuileri es. To

reso lve traffic congestion in the heart of Par is, Napoleon III

extended the new Rue de Rivoli, begun by Percier and Fontaine,

along the north wing of the Louvre to the eas t and the Place de

la Bastille, Place de la Nation an d Bois de Vincenn es (r854 -55) .

The part of the city between the Tuileri es and the Louvre was

demolish ed so that the northern wing connecting the two

palaces could finally be buil t. When the Rue de Rivoli was com­

pleted , the Tuileries Garden , which on the north side orig inall y

THE TUI l ER1ES GARDENS
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Inte rsection on the site of the later Place de la Concorde . (Turgot , 1735)

Place de la Concord e, 1843. (Paris, Bibl ioth eque Nat ion al)
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ABOVE RIGHT: Charnps-Elysees.
BELOW R' CH T: The Grande Axe from the Arc de Triomphe in the direction of La Defense.
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Plan and views with the obelisk on the Place de la Con corde and the Arc de Triomphe on the Place de l'Eto ile.
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A From the Palais des Tuileries
B From the portico of the Arc du Carrou sel
C From the Louvre
D Normal projection of the two arches at

their actual sizes
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Jard in des Tuiler ies. Perspect ival relat ionships in the size of the Arc du Carrou sel, the obelisk and the Arc de Triomphe, viewed alon g the axis.

border ed the bac ks of buildings, was provided with new access

to the city. The Charnps-Elysees . whi ch became th e property

of the city council in 1828, wa s provided with pavement and

gaslights , and was the most popular promenade in Pari s .

Stroller s , equestrian s, carriages and ball games all co n tr ibu ted

to the lively bu stl e. Cafes began to ap pear as did rest aurants ,

winte r ga rde ns , cir cu ses , puppet th eatres and , fin all y, interna­

tiona l exhi bitions.

Fur th er to th e west , the Place de I'Eto ile became the hub of

a new di strict. Similar to th e Place de la Concorde , th e square

is locat ed a t the intersection o f Le Notre's spa tia l axis and a

boulevard . Th e latter was laid out at the fonner toll bord er of

1784. With se ven new avenues , which as a framework for a

new city wer e extended as far as the Passy field s, the round

square (diameter: 240 m etres) was en large d and transfor med

in to a s ta r with 12 'arms ' (1857). The German archi tec t Jakob

Ign az H ittorfbuilt 12 bu ild in gs with uniform facades around

the squa re, wh ich a re s ma ll wh en compared to the Arc de

Triomphe . It was sa id th at Hau ss rnan n planted th ree double

row s of trees a rou nd th e sq ua re in order to red ress the scale.

ARCHITECTURE AND LANDSCAPE



Place de l'Eto ile. (Jean Alphan d. 1867' 73)
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The Charnps-Elysees with the Arc de Trio m ph e o n the horizon. 19th centu ry.

Arc de Triomphe.

The large urban developments tha t went u p alo ng th e new

avenues coupled the Paris axis to the reorganised Bois de

Boulogne (1852) and the Place du Trocadero (opposite the

Champ-do-Mars] in the south , a nd to the villas around the

new Pare Monceau (1 86 0) in th e north . This acco m panied a

drift of the ari sto cracy and the prosperous bo urgeoisie to the

western part of the city.

Haussmann's reorganisation of the city res embled a lat er,

urban ver sion of the 17th-century rearranging of the crumbling

medieva l landscape around Paris . The rand-point of the 17 th ­

century radial forest mad e it poss ible to ran ge over hunt in g

territor y and to survey every direct ion from strateg ic poi nt s.

Hau ssm ann's Place de l'Etoile is a rond-pouu in th e cit y and

plays J s ign ifican t role in th e infrastructure. Similar to th e

new avenues. over 30 met res wide wi th uniformly s tra igh t

facades , it is primarily a s pace which allows for a more effi­

cient flow of traffi c. The Champs-Elysees, wh ich joins the

Place de l' Eto ile , wa s no lon ge r a tapis vert surrou nded by

trees in th e o pe n landscap e . The tra ffic ro u te was laid ou t on

this axis so that it becam e a me tropo litan tra ffic artery, whic h ,

hemmed in by uniform building facades , formed th e backbone

of an entire city sector. It became a ' pa rk wa y' which brought

the la ndsca pe , in the form of th e Bois de Bou logne , into the

reach of Paris .

In th e 19 th cen tury the entire 3,800-met re axis became pa rt

of the cit y. Even the natura l ho rizo n , wh ich through optical

manipulation had to be brought forward to remain visible in

th e old cit y, lay within the urban fabric at th e time . At the

THE TUllERIES GARDENS
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The Louvre and the Jardin
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sa me time the sce nography of na ture on the view ing axis was

des troyed when the tree -lined co u ntry avenue beca me a mai n

traffic artery.

La Defense and the shifting of the skyl ine
Beyond the Arc de Triornph e, on the other s ide of th e Bu tte de

Cha illot, the axis con tin ue d in a s tra igh t lin e ove r th e Pont de

eu illy to the Rond-point de la Defen se , on th e othe r ban k of

the Seine. Yet nei th er via the tree- line d aven ue (after [770) ,

nor via the urbanised [9th-cen tury aven ue, d id th e view of

this play a ro le in the picture plane vis ible in the open portico

of the Arc de Triom phe from the Lou vre . The m onumen tal

arc h with its co lossa l proportion s s tood lon ely o n th e horizon

for a ce ntu ry, fram ing nothing othe r than th e sky.

In [9 31 the Dep art cmcnt de la Seine announ ced a com pe ti­

tion for designing the axis from the Etoile to th e Rond-poin t

de Ia Defense. Proposals were su bmitted by Le Corbus ier,

among others, but the war interru pted fur the r progr ess. In

[956 it was planned to extend the axis through the area of

Nanterre , across the isla nd Chatou in the Sei ne and through

the area of Mon tessori to St. Ge rma in. This extens io n (st ill

on ly on pap er) more than doubled th e len gth to a tot al of ' 7

kilometr es. Th e EI)AD, a public body set u p in 195 8 , wa s to

remode l the La Defen se area and cre a te a new bu s iness d is­

tr ict. Aga in the targeted area ce n tred on th e int er section of the

axis with J bou levard , this tim e Bou levard Peri pheriqu e. Th e

old rond-poin! made way for J mega-engineering construct ion

with different levels for through -traffic routes, local roa ds ,

underg roun d par king and ped est rian s. A platfo rm , m easuring

100 by [20 met res, wh ich descen ds a level at a tim e , form s a

lin k between the shops , rest aurants and public se rvices on

ground floor of th e tower blocks and th e Sei ne,

La Defense is the an ti thes is of Le Notre's Tu ile ries where

architecture , landsca pe an d city formed J formal u n ity. At La

Defense this formality is negated by the spatia l divers ity of the

modern metropolis. On a clear day, it can even be seen from

the Louvre. Despite the d ista nce se pa ra ting the m (eigh t ki lo­

metres), the height of th e towe rs (with a m aximum height of

200 me tres ) makes them appea r as though th ey a re next to

the Arc de Triom ph c as the same size. Due to th ese blocks,

the sh ifting of the ur ba n skyline far beyond Le Notre's hor izon

can be seen in the old city. Agai nst th is backgro und , th e

' in fin ity' of the [7th-century forma l spat ial axis degenerates

into a paradox.

THE TU ILER IES GARDENS
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View through the Arc de Triomphe towa rd La Defense,
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Plan and elevat ion o f the axis from the Louvre to La Defense.

La Grande Arche and the step over the horizon

While the Ar c de Triornphe no longcr s tood alone on the hori­

zo n, its porti co was st ill 'em pty' , Th e ce ntral a rea of La Defense

was ca re fu lly left free of any th ing tha t wou ld rise above the

ho rizon and there fore be seen in the portico . In 1973. the

a rchi tec t Em ile Ailla ud launche d an am biguous project which.

with its refl ect in g faca de. te rm ina ted the axis. yet at the same

time seemed to extend it. Th e arc h itect leah Ming r ei proposed

two sy m metric towers. link ed by a parab ola. But even in 1979

a nd 1980 , whe n various arch itec ts we re invited to make a new

design for an objec t o n the axis , one of the precond itions was

The Louvre and the Jardin des Tuiler ies in the urban plan for Paris, 1958 (La Defen se
lies within the city).

A La Grande Arche (Spreck elsen)
B La Defense
C Pont de Neuilly
o Pte. Maill ot
E Etoil e with the Arc de Triornphe
F Rand Point

G Place de la Conc ord e
H The earl ier Palais des Tuileries
1 Arc du Carrou sel
J Pyramide
K Louvre

AR C H IT E C T U R E AND LANDSCAPE
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Perspectival relations hip in the sizes of the Arc de Triornp he and the towers of La Defense,
seen along the axis,

A From a point in front of the Arc de Triom phe
B From the Charnps -Elysees
C From the por t ico of the Arc du Carrousel

that a structure should not exceed 35 metres so that from the

Tuil eries it would not be visible through the open portico.

However, once it was realised that such a s tru ctu re would be

no match for the other towers, the height restriction wa s lifted.

In an international competition (1982-83), it was in fact the

e m ptiness. which up until then had been carefully protected

like a hi storic monument, that wa s the design th eme. An

international communications centre (c. 45,000 square m etres)

and two new ministries (c. 75,000 square metres) were drawn

up for th e programme. It is interesting that the jury report on

th e 424 entries su bm itted, noted that th e proj ect had ' to br eak

with the unitarian morphology of the tow ers'.

The Dane Johann Otto von Spreckelsen won first pri ze. His

idea wa s to plac e a cu be with an op en front and rear as 'a new

Arc de Triomphe ' at the head of the axis, The plan 's measure­

ments (roo x 100 x 100 metres) and the angle of the cube in

relation to th e axis defer to the s im ila r s ize and angle of the

large Louvre sq uare at th e other end of th e axis. Th e Grande

Arche con sist s of large concrete 'bars '. Offic es are housed in

the two vertical walls, whil e the horizontal ones bear a covered

squa re and roof garden s. Th e cube' s walls are smo oth ly pol­

ished ma rbl e . The most important ar chitectural a im of thi s

T H E TU IL E RI ES GA R D E NS
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Perspectival relationship In size (and the visibi lity) of the Grande Arche w ith regard to
the Arc de Triomphe, seen along the axis.

project was to create an axial 'apex' at La Defen se. The archi­

tect of the new arch spoke about 'a window onto the world ', 'a

m eeting of peoples' and 'a view into the future '. Spreckelsen

ha s been able to put these grandiloquent views into per spec­

tive. On top of hi s 'window onto the world ' he ha s laid out a

roof garden as a fata rnorgana , which is sus pende d between

heaven and earth and , when viewed from the correct van tage

point, is framed by the portico of the Arc de Triornphe.

Due to its height of 100 metres , the s tructure , across th e

Butte de Chaillot, can be seen through the portico of the Arc

de Triornphe from the Tuil eri es Garden s. Traver sing th e

Charnps-Elysee s , its upper part shifts like a horizontal stripe

in th e vista of the portico. The form of th e new stru cture in

the main vista (a horizontal line) is abstract and lack s even

more scale than the Arc de Triornphe, which is wh y the

A, B, C From the Charnps-Elysees
o From the Arc du Carrousel
E N orm al project ion in actual sizes of the three arches
F The three ground plans

depth of the spatial axis cannot be gauged. Nevertheless,

Spreckelsen's arch sh ifts the visible termination of the main

vista from the Butte de Chaillot to La Defense, whi ch grea tly

alt er s the character of the foreground , middle ground and

background of the spatial axis. The background is now formed

by La Defense, while the Arc de Triomphe con stitutes the

middle ground like a coulisse. Le Notre's original plan ha s

been en tire ly reduced to the foreground . Th e axis ha s been

lengthened from three to eight kilometres, though it is doubt­

ful whether this is accompanied by an increase in perceived

spatial depth. The space behind the Arc de Triomphe cannot

be perc eived and the urbanised background imposes itself like

some grotesque backdrop. Here the natural horizon really has

been exceed ed . The spatial depth is no longer illu sionary but

real; the tension between appearance and reality has dissolved .
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Reaso n, freedom and equality were the slogans of th e En­

light enment. th e 18th century spiritual and politi cal reform

move ment tha t had virtually all of Europe in its grip. Armed

with reason, rSth ce ntury citi zen s wished to liberat e th em­

se lves from exis ting religious a nd political s truc tu res and

from other in he rited form s of authority. In pra cti call y eve ry

area new idea s and practica l organisationa l form s arose. john

Locke (1632-1 7°4) la id th e basis for resea rch and e m piricis m

in the sciences and for a sepa ra tion of legis la tive and enforce­

ment powers. Th e social reformer Anthon y Ashley Cooper,

3rd Earl of Shaftesbury. emphasised personal int egrity. Human

nature was thought to be inherently good, but cou ld be cor­

ru pted by exte rna l co nd itions. Reason form ed th e new ba sis

for ethics and aes the tics. David Hurne (1 711-76) advocated in ­

dividual expe rie nce as a s ta rting point for human knowledge

and moral in sight , while Adam Smith (1723-9 0) called for a

liberali sation in econom ic act ivit ies and opposed governmental

inte rference .

Parli amentar y democracy reached an ap ex in early rSth­

century Eng land. With what would be a limited elec to rate by

today's standards, parli ament was representative for th e th en

bala nce of power within socie ty. A liberal vanguard ca me into

being which propa gat ed new idea s and put th em into practi ce.

After the victory of the Duk e of Marlborough again st th e arm y

of Louis XIV at Blenheim on the Dan u be in 17°4, England

becam e the stronges t military pow er in Europe. Thi s led to an

expans ion ist foreign policy in which America and parts of Asia

and Africa we re colon ised . james Cook cir cumnavigated the

wor ld 's seas in the interes ts of Eng land's expa ns ion as a colo­

n ial power. di scovering New Ze aland among othe r territories ,

and landing in wha t is no w New South Wales , in Au stralia.

TH l DY NA M ICS or THE T RAN S F O R MA T IO N O F T H E LAN D S C A P E

Isaac Newton. (John Vanderbank, 1726)

The rise of the natural sciences

Th e age of En ligh te nment in spired the development from

formal to practi cal thin kin g. Scientifi call y ba sed principles

underlined th e processes con tro lling nature and soc iety. In

1687 Isaac Newton (164 2-1727) wrote hi s Philosophiae natura/is

principia, in which he se t down the law s of gravitation which

were to be deci sive in explain ing th e creation of th e universe.

Experimental br eakthrough s produced em pirical science.

joseph Priest ly experimented with elec tricity and isolated oxy­

ge n from air; Henry Cavend ish succeede d in se parating wate r

into oxygen and h ydrogen . Many sc ie n tific di sco veri es found
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Balscott , Oxfo rdsh ire. Land sca pe pattern before enclosure (after Sha rp).

an almost instant application. England was the undisputed

pioneer in the area of technological advances and was the first

country to switch from manual to industrial mass production

in the second half of the 18th century. Industrialisation and

the development of world trade made it the world 's rich est

nation .

Nature as a mirror image

In the 17th century men had still seen nature as ' raw material' ,

as God 's creation, corrupted in the Fall; in the 18th century

nature was understood as an autonomous system. In 1735

Carolus Linnaeus (1707-78) wrote his SystemallatLaae.in

whi ch nature was classified according to a sys te m for the first

time. This was further expande d upon in 1753 in hi s Species

plan iarum , which became th e basis for modern botany. This

knowledge was applied to agricultural techniques , horticulture

and expe rimental fanning methods.

Nature was recognised as a cosmological system to which

society was also in principle subordinate. It was th er efore a

mirror image of th e social order. Competition in nature was

the legitimisation for econom ic competition. Smith came to

the co nclusion that the general int er est was best se rved if

everyone could strive unobstructed for his own goa ls.

Feeling and intuition were how ever likewise see n as 'natural'.

Thi s essen tially romantic notion implied a ch allenge to th e

Balscott , Oxford sh ire. Landscape pat tern afte r e nclosure (after Sharp).

Enlightenment value of reason as the highest good . Nature

was idealised as the source of good in man (the true civilisa­

tion) , and was therefore also the mirror of the inner self. Thi s

also implied a certain restriction. Jean-Jacques Rousseau

(1 712-1778) , for exam ple, argued for a return to a human

'natur e ' th at was essen tia lly unaffected. Thus se n time nta lity

was also a com ponent of the idea of nature. and one wh ich in

the course of the 18th century would begin to show an

increasingly hybrid character. In a certain se nse echoing

Vitruvius, who had identified the 'Ur-hut ' as the image of the

origin of architecture, in his Essai sur l'Architecture (1 755) Marc­

Antoine Laugi er resolved rationalism in architecture to a

hypothetical 'p rim itive ' architecture (the natural s im plicity of

the farmer 's cottage) which included all the ess ential compo­

nents, whi ch wer e in turn derived from nat ure .

The individual isation of t ime and space

During the Enlightenment an individual understanding of time

emerged as well as an awar eness of one's own destiny and one's

own will. Individual action obtained its significance by being

placed in a coherent picture of past, present and future; a per­

spective op en ed up which invited man to himself give sha pe

to history. Th e lands cape garde n was, in a se nse, the metaph or­

ical model of thi s society: the free will of the Englishman was

reflected in the winding strea m and the growth of the tree.
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Classical space lost its import. the traditional view of spatial

unity was abandoned while the experience of the individual

was of paramount importance. What had previously been

resolved in architecture according to traditional experience

now became problematic. New theories arose on perception

and the experiencing of space. In his Essay concerning Human

Understanding (1690). with hi s theory of perception Joh n

Locke (1632-17°4) laid a new foundation for research in the

sciences , aesthetics and philosophy. In h is Treatise on Human

Nature (1739) David Hurne (I7JT-I776) identified individual

experience as the s tarting point for knowledge and moral

insight. Rational thinking also had a darker side. It called up

powers that were to uproot I8th century soci ety ; it gave birth

to an anonymous sober-rnindedness that tolerated no form of

thinking oth er than itself and that ultimately de mystified th e

world and made it unrecognisabl e. Centuries-old traditions of

community life were shattered, villagers were di splaced, the

familiar place became the object of profit-seeking.

Th e interaction among these processes brought about a social

revolution that lasted more than a century, and is not even

entirely completed today. In retrospect on e could look back on

the Enlightenment as an experimental period in which tradi-

T HE DYNA MI C S O F THE TR AN S FORM A T IO N OF THE LA ND SCAP E

tional agrarian society, which had been the basis for the social

order for so many centuries, was broken open and an entirely

new perspective of modern urban society began to develop.

The landscape garden was on th e cutting edge in this process.

Breaking open agrarian society

Between 450 an d 1066 the first Anglo-Saxons settled in

England, establishing their own communal farmlands and

soc ial structure. This system reached the peak of its develop­

m ent in the rjth century and in some areas remained largely

unchanged until the I8th century. Its archetypal form nour­

ished in the Midlands, th e hill y ce n tral part of England , wh ere

th e op en fields s tre tched to th e horizon . Surrounded by com­

mons and large gra zed or untamed fore st s, they form ed th e

backdrop of the first landscape garden s.

Between 1570 and [77 0 , after th e difficult period of colon is­

ing th e natural landscape was over , England 's countrysid e

nourished. Agriculture thriv ed as never before: for two hundred

yea rs (seven generations) th e coun try was prosperous enough

to provide everyone with a decent living. During Elizab eth I's

reign thi s had already resulted in a gen eral economic revival

and renewed building activity in villages and towns. It was only



228

An English coal mine with a Newcomen steam engi ne.

towards the end of the 17th century that th e four most no rth­

e rn English counties experienced large-scale redevelopment,

whi ch was probably a con tinuation of the first Elizabethan

wave that by now had reached the borders. Betwe en 1660 and

1720 there was a second wave of redevelopment across the

rest of England, esp eciall y in th e Midlands , during which

en tire villages wer e sometim es rebuilt and man y schools and

poorh ou se s founded.

Rationalisation of the man-made landscape

During the 18th century the common s wer e divid ed amongst

the yeomen (freeholders who cultivated their own land) . Until

around '730 this was mainly done among them selves without

government int erfer ence, but from ' 750 onwards enclosu re

became regulated by law. Agreements between individual

owner s and the government wer e ens hrined in e ither a pri­

vate ac t of parliament or the parli amentary act and awa rd.

Th ese parliamentar y enclos ures rad ically chang ed the face of

the English landscap e between 1750 and ,850 , es pecially dur-

in g the reign of George III. On e million hectares of land was

affected and some 7°0,000 hectares of wasteland was reclaimed

by 'private ac t of parliament' . This m ethodical Georgian land­

sca pe was most noticeable in the Midlands, particularly in

Northamptonshire.

Land appropriation was carried out on the basis of a ma p.

an enclos ure plan and a road plan by a com m ittee es pecially

se t up for the purpose. Hcathland in orfolk. for inst an ce.

was con verted to an a rable a rea for rye, barl ey and wheat.

Heavy clay ar eas , better su ited as pasture , we re for the most

part planted with gra ss. Wh ere possibl e the com mittee made

rectangular, preferably square , enclosures. Th e optimum size

for more efficien t rotat ion gra zing lay between two and four

hectares . Th e carrying out of land enclos ure was efficient even

by contemporary standa rds and resulted in an extraor dina ry

increase in production . ' High farm ing ', modern ag ricu lture

on the basis of pri vate ente rprise , came int o bein g, which fur ­

thermore was free d of tith es , and in wh ich mec hanisa tion

gradua lly began to play a greater role. Taken as a whole, in itially
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em ployme nt in the countryside also increased as a result.

Th e old pattern with its small fields , twisting cart tracks ,

headlands and footpaths was transformed into a modern

chessboard of small enclosures and a network of new by-roads

running as straight as an arrow in all direct ions and from

village to village, The medieva l ma in roads (fosse ways), previ­

ou sly exposed in the open landscape, were replaced by roads

12 metr es (40 feet) wide, with a paved carriageway and grassy

berm on which to drive cattle , border ed by hedges, Land was

chi efly enclosed by planting with quickset (whitethorn or

hawthorn) . On the more elevated stony plat eaus . such as in

Derb yshire, the land was enclosed using piled-up natural

stones un earthed during the cultivation of the wasteland .

Trees we re sporadically planted, chi efly as h but also elm and

oak. During land appropriation , th e enclosures of one owner

were clust ered together as much as possibl e, which necessitated

the building of new farm s outside the villages.

Thi s process of rationalisation completely changed the

English land scape. The contrast betw een the compact villages

TH E DY NA M ICS O F TH E TRANSFOR MATION O F T HE LAN D S CAPE

a nd th e opens fields of the past disappeared . The vastness and

natural quality of the old landscape was transformed into

s m all-scale hedge landscapes.

Migration to the cities

Th e dev elopment and sale of the commons assured greater

prosperity in the countrysid e, but it had detrimental social

s ide e ffec ts. The villager s who wer e reliant on this common

graz ing land lost th eir incomes. Concentration of land owner ­

sh ip , and thus of agrari an m ean s of production , cau sed a

polarisation in rural communities , a nd th e impoverishment

and ultimate exclus ion of th e propertyless. Increased com pet i­

tion in th e world m arket for ced agri culture to more economic

production , with fewer labourer s. Trad es that reli ed on agri ­

cu lture also di sappear ed rapidly as a cons equence . After 1770

th e social/eco no m ic stability of the rural ar eas had been so

undermined that villag e communities were broken up and a

social drama of unpreced ented proportions threaten ed. A

mi gration to th e rising industrial citi es got under way, wh er e
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The Earl of Bridgewate r near the Barton Aqueduct.

The development of mean s of transport (after Pawson) .

so me would build up a better life for them selves but oth er s ,

left to the mercy of the unfetter ed op eration of econom ic

forces, became root less and impoveris hed.

Urb an populations grew quickl y. In macro-economic terms

th e relatio n between the total s ize of the population and

na tio na l ag ricultura l production remain ed un stable. In [79 5

thi ngs carne to a head for the firs t time; a failu re of the har­

ves t dr ove up the pr ice of bread so high that th e poor we re

threaten ed with sta rvation. Local au tho rities su ppo rted th e

labourer s with a su m related to the pri ce of bread and the size

of th ei r fami ly. Th e farmer s made use of the support to drive

down wages. Th e landow ner s , who controlled parl iam ent, in

turn profited from the high pri ce of grain . The Corn Laws of

[815, intended to protect Engli sh agriculture against the

import of che ap grain from continental Europ e, kept the price

of grain in England artificially high . After these were repealed

in [846 a m odern con sumption pattern developed by fits an d

sta rts, based on import of gra in, meat and othe r foodstu ffs

fro m Am erica and m ainland Eur ope.

Afte r the grea t agricultural crisis of 1870 the econom ic and

political import ance of land ownership qui ckly decreased . In

1881 the urban population was alread y do ubl e that of the

countrysid e , and industr ial production as a source of wealth

had become co rres pondingly more import an t. Man y landown­

ers sold the land to th eir ten ants. Around J920 the centu ries ­

old su premacy and paroch ial pat ernalism of the landed aris­

tocracy came to an end.

Ind ustri alisat ion

Industry in Britain dates from the early rSth century, aside

from min in g and the syste matic extra ction of minerals, like

iron or e , wh ich had taken place since the Romans.

Th e first rea l factory was john and Th om as Lornbe's silk

mill , built in Derby between 1718 and 1722. Lornbe's five­

s torey mi ll was dri ven by water pow er an d employed 300

worker s. In the [76 0 s indust rialisat ion rea lly took off. Darby's

iro n foun d ry was se t up in Coa lbrook da le in Sh ropshi re on a

tributary of the Severn. In 176 5 Matthew Boulton open ed his

large Soh o facto ry just ou ts ide Birmingham and, together

with jam es Watt , began manufacturing steam engines in 1774.

josiah Wed gwood establish ed hi s Etruria pott ery factor y at

Burslern in Staffordshire , whil e Richard Arkwright se t up his

second m ill in Cro m ford along the River Derw en t in 1771.

Th ese four manu facturers accelera ted industria lisation and

began to shape the m ode rn indust rial land scape.

In itial in dus tr ialisat ion had a revoluti ona ry impact on the

18th century ag ricultura l landscape. Th e new indus tries driven

by hydropower es tablishe d themsel ves not in existing villages

but along the upper reach es of streams and river s in the open,

natural landscap e. Th e size of the factories was unpreceden t­

ed , and as work was don e in shifts the noise went on day and

night. At nigh t they were brightly illuminated. the whole pro­

vide d a festive- looking spec tacle. The new industria l barons

origina lly bu ilt large country houses overlooking their splendid

factor ies. In no time at all, workers ' houses began to be bui lt
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around th e new factories , cottages at first but later terraces. A

fores t of lar ge bottl e-sh aped kilns appeared in th e Pott eri es ,

the region in Staffordshire in wh ich th e chin a and earthe n­

ware industri es wer e th en concentrated.

Grime and overc rowding came with th e steam age tow ard s

the end of the ,8th ce n tu ry as a result of the burning of foss il

fuel and the emergence of the chemica l industry. The iron

industry, which no urished wherever th er e was coa l and iron

ore side by side . created huge slag heap s in th e Midl ands ,

Yorkshi re. Lan cash ire and South Wales, In Ravensh ead at St.

Helen s, Lan cashire , the Briti sh Plate Gla ss Manufactory was

set up in '773 and more gla ss factori es follow ed , In 1780 a

large coppe r smelting works was built near Pary's Mountain

on Ang lesey, The wa ter became polluted , th e at mosphere toxic

and the trees per ishe d. In Lan cash ire , th e Potte ries , Yorkshi re .

South Wales and the Black Country of th e Midl a nd s , the '9th­

century indust rial landsca pe , ' the lan dscap e of Hell ' . as

Hoskins called it, cas t its adva nc ing sha dow.

THE DYNAMICS O F T H E TR ANSF ORM A TI ON OF TH E LA NDSCAP E

The transport revolution

Afte r ' 70 0 tran sport develop ed at a ra pid pace. Fro m 1720

onwards m an y new road s wer e laid out. Th omas Telford

worked o n th e planning and construction of hard road s, whi le

Joh n McAd am improved th e founda tion s and surface using

freesto ne gravel. Th e hard surface elicited improvements to th e

carriage, whic h now carried mail and passengers considerably

faster an d more comfortably. New turnpikes also linked the

urban centres with coasta l harbou rs, Everywhe re in Bri tain

turnp ike trusts appear ed . res po ns ible for road m ai nt en a nce

and collec ting toll fees , as we ll as se tti ng ou t s ignpos ts a nd

mil estones for tra veller s. Development of turnpikes rea ch ed

its peak a round ' 750 a nd by abou t 1770 th e network of roa ds

was m or e or Jess com plete,

Thi s development in tra ns port was the bas is for rapid

in dustria lisat ion in the countryside , and was used to their

advan tage by the landowners in all sorts of ma nners. Canals

we re dug for th e transport o f indust rial raw m aterials suc h as
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coa l and iron ore. Th e foremost pioneer of th e canal wa te r­

ways in England was th e 3rd Earl of Brid gewater who. toge ther

with hi s enginee rs John Gilb ert a nd James Brindley. design ed

a ca na l from hi s coal mines in Wor sley to hi s fac tories in

Man ch ester and Liverpool. Th e network of ca na ls was so

dense tha t eve ry city of any im po rtance u sed the m as a chea p

means of transportati on . To lay the ca na ls in h illy reg ions.

tu nnels had to be dug. d ikes co ns truc ted an d aque ducts bui lt.

Thi s brought with it a new tec h nique of co ns truct ing brid ges

and othe r e nginee ring feat s. The first cas t-iro n br idge was

built acro ss th e Severn in Coa lbr ookdal e . Telford . between

1777 and 178 I.

The greates t outcome of th e tran sport revolution was th e

railway. Robert Trevithi c built th e first stea m train in 18 0 9 and

in 18 13 William Hedley introduced his ' Pu lli ng Billy'. a s tea m

train for transporting miner s in Wylam , Northumber land .

Geor ge Stephenson ope ne d th e first railway lin e in 18 25, from

Stockton to Darlington . From th en on development went

un expectedl y fas t. In 1843 th e railw ay network cove red just

over 3.000 kilometres ; hardl y 30 years later m or e th an 22.000

kilometres of track had been laid an d passenger trans po rt had

increased fourteen fold.

The rati ona lisation of agricu lture. ind ustrialisation a nd the

revo lu tion in tran sp ort ation created a field of economic an d

geog raphic tensio ns in wh ich trad itio nal cou ntry life so ug ht to

m ai nt ain itself. ada pt an d innovate durin g th e 18 th ce nt u ry.

The modernisation of country life

In principl e, in th e early Middl e Ages hunting was s till th e

prerogativ e of everyo ne. At th e e nd of the loth ce n tu ry the

nobility began to exer cise more con tro l over hunting wild

ga me. wh ich th ey wish ed to pr eser ve for th emselves. Afier

1066 the Norman kings incorporated agricultural land int o

th eir hunting for est s , destroyin g se ttlemen ts and d riving away

the inhabitants . Th ey introduced legislation which cur bed th e

use of the forest and wh ich made hu n tin g a roya l pr ivilege . In

th is way th e Royal For est s we re crea ted , sometimes pa rtly su r­

rou nded by a fen ce or by a wall and a m oat. They we re recorded

and admin istered as royal possessions in th e Doom sday Book

of 1086. The Royal Fores ts reached thei r m aximu m size

under Henry II: a t th at time they comprise d o ne third of the

ent ire nation .

The no bility we re also allowed to lay out thei r ow n hu ntin g

pr eser ve , o r we re given one by the kin g as a reward for thei r

services. Oft en th ese hunting park s wer e th e beginni ng of the

18 th ce n tury landscap e gardens. Knowsley, now th e largest

par k in th e north of Eng land. was crea ted in 129 2 whe n Sir

Robert Latham received a 'wood wh ich is called a park' from

th e king. By wild a n ima ls graz ing on it, Knowsley develop ed

into a for est with open areas of grasslan d . though thi s was by

no means a park landsca pe as we now know it: par k originally

mea nt no mo re th an an enclosed area or warren .

The rural estate

The top of Bri tish soc iety in the Middl e Ages comprised some

50 fam ilies who ran the cou n try. held sway poli tically and

exe rcise d militar y power. Th ese gr eat lords fou nded many

new estates a fte r th e Middl e Ages. At th e heart of thi s domes­

tic colonisa tio n, whi ch ca me in successive waves . lay political

and econo m ic m oti ves. Under th e politi cal s trategist Hen ry

VIII th e monasteri es, with their already wel l-orga n ised and

ad m in is te red es ta tes. we re di ssolved . In their place the king

favoured th e landown er s , who function ed as sa tellites of the

court. In th e second place , the eco nom ic success of agricul­

ture was a s tro ng d rivin g for ce in s tim ulating the acqui sition

of m or e land . Between 1570 a nd 1640. particu larly un der

Elizab eth I and followi ng th e acquisition of foreign colonies .

new country hou ses sprang up all over Eng land. apart from

the no rthern coun ties .

In the 17th century the cou n try house became an objective

of the ge n try. that class of un tit led moneyed people compris­

in g land owner s , mercha n ts, doctor s, lawyer s and the like. As

nobl e titl es co u ld be bou ght - th e proceed s financing the royal

hou seh old - the number ma rkedly increased. Palaces were

built to rival th ose of th e kin g, or in ord er to rece ive hi m , and

a new class o f co unt ry nobility came into bein g.

Around 1725 m an y new stately homes we re buil t as an

express ion of th e new politi ca l elan of th e ari sto cracy. Th e

development of th e landscap e gar de n no w m ar ked an urba n

colonisatio n of th e coun trys ide . The Pallad ian state ly hom e

was , in a se nse, a co py of an urban dwell in g prin ted on the

s till s lum bering agri cul tural landscap e. Th e ren ewed colonisa­

tion also took o n a cu ltura l form th rou gh th is. Furt hermore.

after 1740 ownershi p of land becam e at tractive for the urban

commercial bourgeois ie. With a healthy financ ial economy and

flourishi ng trade, mo ney was available that had to be sensibly

and safely invested: esta tes we re seen as the answer. The years

after 1760 saw a peak in laying ou t parks on a large scale.

Trad e and industry, howeve r, sh ifted the ma in sources of pros ­

perity to th e city, th er eb y under min in g the eco no m ic reason

beh ind the co u n try esta te's very existence. Th us few new

es tates were fou nde d after 1770 .
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Genera lly, th e new lords of th e m an or were good s tewa rds

o f their es ta tes . Initi ally, th ey we re es pecially interest ed in

forestry rat he r th an ag ricu lture. In 16 64 John Evelyn , in hi s

Sylva. A Discourse oJ Forest Trees, adv ise d landown ers to deco­

rate thei r es ta tes with 't rees o f vene ra ble sha de and pro fitabl e

timber'. Fro m 170 0 onwards th is led to the impor t of variou s

tree spec ies such as Mediterranea n oaks , p ines from Co rsica ,

Georg ia and New Eng land as well as spruces fro m Scandinavia

an d o rth America. ew horticulturist s specia lised in cu ltivat­

ing, am ong othe rs, lime, mapl e, walnut. horse chestn u t, laurel.

mulberry, ced ar of Leban on a nd cyp ress .

Th e 'fores t gardening' by the pioneering Lord Bathurst in

Cirences te r encou raged expe rimen ts in forestry prompted by

tradition and s ta tus , but also the expe cta tion that wood would

bring in money during uncertain periods. The 'exten sive rural

gardening ' that Stephen Swit zer di scu ssed in hi s IclHl ographia

Rusiica in 1718 provided a furth er pra ctical elabo ra tion to th c

eco no m ic foundation of th e es ta te in a more natural s tyle.

Ret wcen 1710 and 1720 the 'o rn amen ta l farm ' was popular,

eve n if thi s was ch ie fly du e to aesthetic motives. Riskins a nd

Cast le Howard , however, a lso had m od ern , scientifica lly co n­

ceived kitche n ga rde ns.

In the second ha lf of th e 18 th century th e landown e rs fel t

that agricu ltu ral m od erni sati on cou ld s tre ng then the eco no m ic

basis of th eir es ta tes. O riginall y, th e appropriation of co m mo n

lands and the reclamation o f was teland m ainly led to m o re

tena nt farmers and an increase in revenues for the landowne rs.

Fro m a rou nd 1770 onwards th e latt er se t up experimen ta l

farms on th eir estates in which new drainage techniques,

improvements to fertili sation m ethods and crop rotation were

tried out. Thi s resulted not only in more tenant farm ers but in

a n increa se in productivity and higher rents. In thi s wa y th e

landscap e garden wa s an important factor in th e changing

technological conditions of th e cou n trys ide. Thomas Cok e , or

Coke of Holkharn , later Earl of Leicester, turned a bleak expanse

of grassy heathland into fertil e farmin g land by ploughing up

the underl ying calcareous loam a nd sp read ing it ove r th e

sandy top-soi l. He help ed h is new ten ant fanners do th e same

thing in exchange for a high e r ren t, so th at in 15 years ' time

he had qua dru pled the re turn on h is es ta te. Jeth ro Tull created

a revo lut ion with h is sow ing d rill. while Robert Bakewell di s­

cove red new ways o f livest ock br eeding and laid the basi s for a

new ir riga tion technique. Th e second Lord Townshend , ni ck­

named 'Tu rn ip Townshend ' because he encouraged th e grow­

ing of turnips, developed a crop rotation sys tem which e ns ured

th at no field would be left lying fallow: he grew whe a t in the

THE DY N A MICS OF THE TRAN S F ORMATI ON O F THE LANDSCAPE
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Canal near Burslem , Staffordshi re.

George Steph enson 's loco motive Rocket. 1829.
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first year, turnips or beets in the second, barley or oats in the

third and peas , beans or clover in the fourth year. Improve­

ments alm ost doubled the income of the landowner s , which

contributed greatly to the popularity of the [8th-century estate .

The typological evolution of th e count ry hous e

In 1715 the Venetian Giacomo Leoni , who was living in

England , published the first part of hi s study on Palladio, In

the same year Colin Campbell published Vitruvius britanni cus.

or The British Architect, dedicated to George I. a manifesto of

th e new movement as well as a direct attack on baroque art.

which during the [7th century had served the absolutism of

state and church throughout Europe. The poet Alexander

Pope and the painter Jonathan Richardson the Elder wrote

similar manifestos related to lite ratu re and art.

Lord Burlington made trips to Italy to s tudy Palladio's

ar chitecture in detail. and upon returning to England became

the lead er of this new, classicising movement in a rchitecture.

Palladianism, as an expression of a more liberal society in

Britain and the emergence of the Whigs, was an unprecedent­

ed force. Under the guidance of Lord Burlington it became

influential at court , and showed all the signs of a takeover.

These new politics went hand in hand with an impressive

pu blish ing agenda .

Part II I of Campbell's Vitruvius britannicus. from [725, was

devoted to the country house , which meanwhile had become

immensely popular. Palladianism was now the a rch itecton ic

form with which the oligarchy of Whigs identified , and the

book proudly presented the houses built in this s tyle. In fact.

the first s te ps in the Palladian development of the i Sth-century

country house were taken by Campbell himself with the proto­

type Wanstead mansion in Essex (1 714-[ 5, demolished in

1822), in which , according to John Summerson , the house

was conceived for the first time as a palatial unity. Houghton

Hall later follow ed for Robert Walpol e, Britain's prime minis­

ter ([720) , and Holkham Hall (also in Norfolk) for the Earl of

Leicester, based on a design by William Kent ([734). With

Mer cworth . a derivative version of the Villa Rotonda at

Vicen za , Campbell achieved a new effect in landscape archi­

tecture by placing the villa on the garden's main axis. The

standa rd type of the Georgian villa was resolved in Campbell 's

third design for Stourhead House (1 721-25) , and was finall y

s ta nda rd ised in Marble Hill in Twick enham (1 729) , likel y

design ed by the ninth Earl of Pen broke, the 'Arch itect Earl' ,

probably in collaboration with Roger Morris. Th e evolu tion of

the Palladian country house was completed around [745.
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Th e medi eval resi de nces of the no bility had been houses of

power, their authority based on military s treng th, adm inistra tive

control and command over a terr itory, The hou se afforded a

shelt er for the landowner's entire household, including his staff

A feature of the house was the Hall in wh ich communal mea ls

were taken and disputes settled (for th is reason the houses

were often known as 'Halls '), Th e late ,8th-century country

hou se, how ever, was distinguished by its 'gree n bai ze door ' , a

padd ed door separating the servant's wing from the landown­

er's private quarter s, Changes like thi s reflected a social and

cultura l evolu tion in country living that had been taking plac e,

Th e breaking down of the rigid social hierarchy of the

hou sehold affected the design of the country house immensely,

Coleshill House in Berks hire , designed around ,650 by Roger

Pratt , was a mile stone in th is evo lution , Pratt's d iscovery was

to place the parlour on the ground floo r and the great chamber

on the first floor, in the ce ntre of the hou se, as a space across

two floors , and to incorporate the ma in staircase into thi s,

Though this made the entra nce more impressive , th e Hall of

the barons was the reby lost. Instead , the grea t chamber on the

first floor was used for communal m ea ls.

Th e forma l assemblies for concerts, conversa tion or other

happenings gradually made way for more informal forms of

social contact, such as house parties and circu lating around

the various quarter s of the house, This also had an effect on

the design of the landscape garden: the circu it walk was the

dir ect counterpart to circulating around the house. There was

a walking circuit in the Pleasure Grounds and a longer circuit

through the park , intended for eques trians and carriages .

More rooms were increasingly used for special purposes,

such as the morning room , the billiard room and the sm oking

room , Around '770 the main spaces of the house were in

direct relation to the garden in the form of rooms on the

grou nd floor and ba lcon ies, The pia~o nobile, s till on the first

floo r of th e classical house , was now on the gro und floor ,

while the servants ' quarters also dropped down one floor to

th e basement. Th e houses sometimes litera lly sank into th e

ground ; a dry moat around the house was necessary to ena ble

light to enter the souterra in. This thwarted the country nobl e­

man 's contact with the garden and was later solved by allocat­

ing a wing of the house for the se rvants, thus creating an

asymmetric arrangement of the layout. The garden came into

the hou se in the form of potted plants and vase s of flower s or

even took up an entire room in the form of a con servatory,

T he del icate plea sure of the garden

Thomas Hill's The Gardener's Labyrinth (1577) depicted the

garden from the Tudor Age as a walle d pa rterre. In the 17th

century, treatises on gardening were practical, aimed at facil i­

tat ing country livin g, They brou ght the influence of the wat er ­

works from Italian ga rde ns, the la rge r sca le of the French

ga rde n and the parterre arra nge ment and em bellishment of

Du tch garden design , though re taining indige no us elements

su ch as mazes and mounts , In The English Husbandman from

,613 ' Gervase Markham recommended decorating the part erre

with various motifs which played an important role in Engli sh

ga rde n design until Kent introduced a 'modern taste ' ,

In the i Sth century the treati ses e n tirely changed character.

Due to colonisation , de sign theory was aimed at economic

development and a new, representative de sign for country

es ta tes , Echoing the views of Joseph Addison and Shaftesbury,

Timothy Nourse in hi s Campania Foelix of 1700 recommended

siting a country house in an op en landscape. A happy life in

the country was only pos sibl e in a rural setting, Wherever pos­

s ible, fencing had to be abandoned in favour of an unrestricted

view of the surrounding landscape , making it appear as ifit

THE DYNAMI CS OF THE TRANSFOR MATION OF T H E LA NDSCAP E
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Holkham Hall from the south.

were all a part of the garden. In thi s sen se Stephen Swit zer 's

The Nobleman, Gentleman and Gardener's Recreation, publish ed

in [715, was a breakthrough. The landscap e garde n had won

for itself a front rank position in the cultural spec tru m .

Over the next decades the application of classical rul es made

way for design expe riments, which exte nde d not onl y into th e

garden but also into the landscape. Conven tional garden theory

could not entirely keep up with thes e expe rimen ts . Th e poet

William Shen stone did not call hi s t764 text on the treatment

of the landscape garden Some unconnected Thoughts on Garden­

ing for nothing. In 1765 Thomas Whately wrote hi s Observations

on Modern Gardening, whil e Horace Walpol e publi sh ed hi s

Essays on Modern Gardening in [78 5, in whi ch the treat ise was

changed into a 'cr itique of landscap e ar chitecture '.

At the end of th e 18th ce ntu ry, th e m ain concern was with

aes the tic principles, whi ch wer e so m ewhat at odds with th e

demands of garde n pra ctice. Th e aesthet ic manifestos of the

squ ires Uveda le Price and Richard Payne Knight wer e the

foundation for a new movement in landscape arch itec ture. In

[794 Uveda le Price wrote hi s Essays on the Picturesoue, as com­

pared with the Sublime and the Beautiful. Price di stinguish ed

the 'picturesque', alongs ide Burk e's 's u blime' and 'beauti ful' ,

as an independent aesth eti c category. An important d iffer en ce

Front page. Campania Foe/ix.
(Timothy Nourse. 1700)

from Bur ke was, however, tha t the latt er' s categories charac­

terised the per ception, wh ile Price focu sed on the visua l char ­

ac teristics of the landscap e itself. In hi s Analytical Enquiry into

the Principles of Ta ste, written in that sa me yea r, in which he

ar gu ed that it was ind efensible to con sider the Picturesque as a

'quality' of the landscape, Richard Payne Knigh t distanced him ­

self from thi s.

Th e ration ali sat ion of the ag ricultu ral landscape from 1730

onwa rd evo ked cou nterforces in wh ich nature was ide ntified

with human destiny and becam e glor ified as well as ro rna nt i-

ARC HIT ECTU R E AN D LANDSCAPE
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In the arts th e concept of the 'p ictur es que' became cha rged

in a manner that it had never been before. At th e beginning of

the 17th century it still had the meaning of 'truthful' , painting

' true to life ' or ' true to nature ' without concealing the truth or

embellishing it. In that sense it initially was the antithesis of

the abstract and artificial aesthetic of classicism. In an att empt

to bridge this opposition, in French classicism the conc ept of

the 'picturesque' was later defined as 'worthy of being painted'

- that is to say, the Picturesque was that in real nature which

most closely approached the classical ideal of nature. According

to Gilpin , for example, the wild landscape of the Lake District

lent itself to painting and was 'picturesque ', in contrast to

'Capability' Brown's 'groom ed ' landscapes. evertheless. thi s

uncouth landscape was also subject to ae sthetic rul es. Using a

spherical mirror, termed a Claude glass , an attractive landscape

cou ld be lifted out and its reflection painted. Th e Picturesque

also began to be part of landscape de sign , and a new wild

garden came into fashion with fallen trees and hollows over­

grown with ferns , set in a natural landscape with s pectacular

geological features like s tee p ledges and ravin es.

In 1803 Humphry Repton replied with his ess ay Obsavations

011 tilt: Theorv and Practice of Landscape Gardening, in which the

balance between th e picturesque fashion and th e existing

Harewood against the back ground of the Wharfe Valley. (Thoma s G irtin , 1799 )

cise d. This resulted in a renewed appreciation for the rugged

and untamed hilly landscape. previously considered 'waste­

land '. This was accompanied by a new kind of touri sm in

England, an extens ion of the tradition of visiting stately country

homes that had already exist ed since the 17th century, and had

been pioneered , among others , by Celia Fiennes , Daniel

Defoe , Richard Pococke and Arthur Young. Around 1770 , th e

hunger among the English to visit wild natural landscapes

markedl y increased. Their travel objectives were the Alp s and

the Pyrenees as well as England's Lake District.
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pract ice of gardening wa s resto red . Repton, aft er much delib­

erat ion , came to realise that the relationship betw een landscap e

design and painting was not so close as th e th eoris ts of the

Picturesque m ade it appea r. He be lieved it ha d its practical

basis, a fter all, in garde ning . Nonethe less, after 180 0 it was

the acce pted view, to wh ich Repton also subscribed, that a

hou se should be bound ed by a beau ti ful ga rde n backin g onto

a more or less natural, picturesque par k.

At the beginning of the 19 th ce ntu ry, gar den art became a

science . John Claudius Loudon, for in stance, wrote hi s

Encyclopaedia of Gardening in 1822. Th er e were m agazin es

suc h as Loudon' s The Gardener's Magazin e in whi ch ga rde ning

was popularised . In teres t shifted from the layin g out of cou ntry

es ta tes to the Victorian su bu rbs . In 1836 Loudon wrote The

Suburban Gardener and Villa Companion. From 1831 onward s

Joseph Paxton dr ew atte n tion in hi s magazin e Horticultural

Register to de sign in the public domain in industrial town s ,

such as parks and subsc ription ga rde ns . Th e landscap e ga rde n

had already cease d to be an important assign ment.

The concept of scenic composition
j atura l landscape design was an obvio us stylis tic counterpart

of classicism, as appears fro m Robert Castell's 1728 The Villas

of the Ancients Illustrated, among ot he r books . Th e Pallad ian

coun try hou se found its answe r in Kent's expe rimental class ical

land scap es , which we re rooted in the di ffer en tiat ed visua lisa­

tio n of the pictorial trad ition. This ideal harks back to pictur­

es que co nve n tions th at had alrea dy been develop ed in se t

design s and murals since Roman antiqu ity. Two main them es

were always in the foreground: the theatre and human resp on se

to nature. The theatre dealt with the close relation ship betw een

obse rver and stage management. A second th eme tou ch ed

up on the tens ion betw een the paradi siacal ideal of ab solute

harmony with nature, unfetter ed pastoral happiness , on the

one hand, and a disturbed re latio ns h ip in whic h the chaos in

nature is seen as a threat, on the othe r.

The genius loci

For those living in the 18th ce ntury, the English landsca pe had

mythical or igins . There we re the incomprehens ible sym bols

of the Stone an d Bronze Ages, suc h as Stoneh enge and the

Wh ite Horses on the cha lk slopes of Sali sbury Plain . There

we re also the remain s of the Celtic landscape from the Iron

Age, such as the field s and forests which acco rd ing to trad ition

we re inhabited by Druids, the tumuli , the hill fortresses and

oppida, suc h as Dan ebury in the cha lk hill s of Hampshire .

Th en th er e wer e the sacred open spots of the early medieval

landscap e whe re the grea t kings gave counselor did battle.

Together th ey formed the topoi in a m ythical landscape that

had no geometric elements an d which was labyrinth ine, infinite

and wit ho ut sca le.

The Celts played an impor tan t role in 18th -century th inking

on design . Th e 'Goth ic sty le ' of the 18th century was linked to

th eir cu ltu re , wh ich lent itsel f to m ystifi cation as it had no

writte n form . Celtic a rt, s tee ped in com plexity' an d int ricacy,

deri ved inspira tion from the spi ral form and incorporated this

in to co m plicated fabrics with imaginative , spiritual motifs.

Th eir lan gu age, soc ial s truc ture and cu stoms were maintained

in England afte r the collapse of the Rom an empire. After the

rrth century th eir cu lture was under conti nu al th reat from the

Anglo-Saxon se ttlers , and held out onl y in remoter part s of the

Briti sh Isles. But the m emory remain ed , and lent a subvers ive

cha rge to th eir cu lture.

In the t Sth-ce n tu ry landscap e garden the concept of the

tapas, th e hallowed places in th e m ythic landscape, collided

with th e low s, th e ratio na l fou ndation for the Angl o-Saxon

developmen t and the 'Georgian landscape '. Th e mythic land­

sca pe mi ngled with the natural landscape and the man-made

land scape in the archi tect ure of the lan dscape garden. In the

landscape garden the genius loci was a hybri d concept that

encompassed both the tapas and the lows , and sought to con ­

nec t th em with eac h other.

The landscape theatre

Eigh tee n th-cen tury landscap e com posi tions are usu ally associ­

ated wi th the paintings of Claude Lorrain (1 6 0 0 -82) and

Nicolas Pou ssin (15 94- I 6 6 5), es pecially tho se after 1624 , as

we ll as with tho se of Salvato r Rosa (1615 -73) and Gaspard

Du gh et (1615-75; so metimes known as Gaspard Poussin) . in

which the Rom an land scapes were idealised in the garden's

iconic refer ences. Having found thei r way to the land scape

ga rde n, th ese refer en ces were link ed with the visua l character­

isti cs of th e Eng lish ag ricu ltura l landscape , with the expanse

of ope n field s , the spatia l effec t of the rolling hi lls , the wind­

ing paths, the northe rn light an d the atmospheric per spective.

The latt er was once descri bed by Sigfried Ciedion, after having

seen 'Sim plon Pass ' , a pa inting by Joseph M.W. Turner from

arou nd 184 0 , as 'a hum id at mosphere which dematerialises

the land scap e and dissolves it int o infin ity'.

Th eatr e , which is in extri cably lin ked with the picturesque

tradition , played an in flue nt ial role in paint ing , arc hitecture

and landscap e arc hi tec tu re - the s pat ial evolu tion of whic h

AR CHIT EC T U R E AND LA NDSC APE



made a link between these arts possible. Th e three ge nres of

Greek the atre in the 5th ce ntury BC were traged y, satire an d

comedy. Satire, which takes its name fro m the chorus com­

prising sa tyrs (hal f man, half beast) , was performed in a land­

sca pe se tting. In 1545 Sebastian e Serlio design ed a sim ple

theat re space, based on Baldassar e Peruzzi 's per spective

designs , in which the stage and the backdrop wer e linked with

the auditorium by a real per sp ective. He, like Vitru vius , dis tin­

guished three types of stage space: the seena trugicu for traged y,

the sa na comicu for comedy and the seena satirica for sa tire ,

represented as a garden with rustic objects suc h as grottoes,

rocke ries and trees. Kent virtua lly copied th e sana satirica in

his landscape garde ns, for instan ce in Venus's Vale at Roush arn .

In a metaph orical se nse thi s landscape theatr e was int ended

to allow the obse rver to 'participa te' in th e performance. Th is

model also received a soc ial elaboratio n in th e visua l arts. A

'middle class ' cu lture cha racte rise d by sobrie ty, rat ion alit y and

realism had deve lope d in Eng lan d alrea dy in th e i Sth century,

much earlier than in France or Germ an y. Th e lead ing rSth ­

century pain ter and aes theticis t William Hogar th was the per­

sonifica tion of this Eng lish tradition of 'obse rved life ' , wh ich

goes back to the Middl e Ages. Hogarth presented Englis h life

as a stage with a continuous theatrical performance , whi ch he

called the 's tage of life ' and on whic h the world was displ ayed

with all its everyday goings-on and human sedulity was exposed

and dissected. Hogar th was the grea tes t m aster of th e carica­

ture. In the landscape garden Hogar th 's 'stage of life ' was

raised to the level of culture an d disclosed in its politically

ironic but also fabu lous qua lities.

The natural tableau

In the 17th century, England 's natural landscap e was, gen er ally

speaking, s till not an objec t of artis tic or aestheti c apprec ia tion.

The work of Lancelot 'Ca pab ility' Brown (1 716-83) lent a

stylised form and content to the land scap e ga rden be tween

1750 and 1780. Brown came from an en tirely different back­

ground than William Kent, who embodie d th e picto ria l trad i­

tion and the rhetorical style of the ea rly rSth ce ntu ry. Brown

was a garde ner, but he was more a pra gm at ist than a theori st.

Th e basis of Brown 's design lay in what we re for the time

gene rally accessible notio ns of beauty, movement and 'r ep re­

senta tive' natura l form s. Chris tophe r Hu ssey points ou t that

Brown's early career coincides with publications by Hogar th

and Burke formulating these aesthetics. Brown began as an

independent landscape architect in 175I; William Hogar th

pu blished The Analysis oj Beauty in 1753 an d Edmund Bur ke

TH E DYNA MICS O F T HE TRA NS FO R MAT IO N O F TH E LA NDSCAPE

his Philosophical Inquiry into the Origins ojour Ideas oJthe

Sublime and the Beautiju! in 1756. Burke argued that every

emotional experience ha s a phys ical basis, an d he d istin­

gu ishe d be twee n two essen tia lly d ifferent se nsations, the

Sublime (ch allenge, dan ge r, war iness or fear), wh ich was the

dri vin g for ce of th e Picturesque movement, and the Beautifu l

(com for t or sa tisfact ion). Smallness , smoothness, gradua l

var iation an d delicacy of fo rm were attr ibu tes of bea uty.

Acco rd ing to Hu ssey, Brown's u nde rsta ndi ng of landscape

was so s imi lar to Bur ke 's explana tio n of beau ty and Hogarth's

'serpen tine line of beauty' that they re presented three comple­

mentary expressions of the spir it of the age. Brown 's s tyle

m ad e a direct appea l to the se nses , the expe rience of move­

m ent and s pee d, of 'strea m lining' and harmony. He gave the

friabl e plasti city and rou gh textures of the Engli sh landsca pe

an abs trac t, serene form. His ar ch etypal park landscapes were

tableaux in which the beauty of nature , st ripped of 'dist racting

incidenta ls', was d isplayed.

Arcadia and Metropolis

John Nash (1 752-1835), architect to the Prin ce Regen t in London ,

go t to know Humphry Repton (1 752-1 818) about 1794 , and

worked togeth er with h im until 180 5 in design ing and build­

in g country hou ses. Thr ou gh th is he came into con tac t with

landscape arch itec tu re . In 179 5 thi s fun ction also brought hi m

in touch with Price and Knight. Thus a connection was created

between the Picturesq ue and his later ur ban Regency archi tec­

ture in London , and in particu lar in Regen t's Park. There

Nash s ucceeded in trans form ing th e landsca pe ga rde n in to an

urban ensem ble and lifting it to a metropoli tan level.

In a deep er se nse the Picturesque was a ph enomen on

whic h acco m pan ied indu stri ali sation and urbanisat ion . In

intensi fyin g th e visua l e ffects of the lan dsca pe ga rden, as the

'man ne rism' of scenic landsca pe arc hitecture it was the cou n­

ter point to the uti litarian ism an d effic iency of the industr ial

age. The everyday man-ma de land scap e , as the basis of the

classic 18th-century estate and visually in tegrated in to the

landsca pe garde n, di sappear ed from sigh t.

Thus the landscap e expe riment of the Enligh te nment came

to an end. With the decline of country life and the rise of the

19th-ce ntury industri al metropoli s , the Arcadian dr eam faded

and the qu esti on of designi ng the urba n landscape present ed

itself. The landscape ga rden seemed to be a suitable mode l for

th is , becau se it, reciprocally, contained the seeds of modern

urban life. In a deep e r sense it prepared the way for the urban

revo lution of the 19th ce ntury in Eng land, an d other countries.
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I believe here will be, (beyond all contest), the Top Seat and
Garden of England.

Vanbrugh in a letter to Lord Carlisle, 1721

After almos t 300 years. the landsca pe of Cast le Howard sti ll

makes an overwhe lmi ng impression on th ose approach ing it

for the first time , Con tem pora ries a lso regard ed it as ext raor­

dinary and remarkable, while for us the spac iousness of the

Carlisle landscape still has a spec ial sig n ificance. Christo pher

Hussey regarded Castle Howard as a 'masterpiece of the Heroic

Age of English landscape architecture ', a direct arc h itecton ic

evocation of the Elysium of Greek mytho logy. Cast le Howard

surpasses the categories of 'garden' or even 'landscape'.

Visitors to the es tate are confron ted by a battl e of building

styles derived from Class ical Greece, Palladian ism and th e

colourfu l his tory of England. Th e buildings and statues in the

landsca pe were the pre requisites for a perfectly stage-managed

theatre. The English critic Horace Walpole echoed philoso pher

Edmund Bur ke's sentiments in referring to the staged infinity

of Castle Howard as 'sublime' . Wherein lies the secret of the

Carlisle landscape? How was this great scenic crea tion achieve d)

The protagonis ts

The Carlisle land scape is the res ult of a crea tive collaboration

spanning over 25 years between the owne r of the estate, Cha rles

Lord Carlisle, an d his arc hitects. John Vanb rugh an d ich olas

Hawksmoor, Carlis le was th e ini tiator with a sixth sense for

landsca pe, whi le Va nbrugh's conceptua l gen ius created exu­

bera nt and powerful theatrical com pos itions. Hawksrn oor, a

CAS T LE HOW A R D

The Grand Design in V;trtiV;US br;tann;cus, Vol. III , ' 725.

skilfu l arc h itect, was ab le to tra ns late Vanbrugh 's dr am atic

ideas into pure architec ton ic creation s which have a re mark­

able a llure.

Carli sle

Charles Howard , 3rd Earl of Carlisle, was born in 1669 in

Naworth , a small castle on the border of England and Scot land.

Carlisle rapidly carved out a career for him self at court and

held various key positi on s. In 17°2 he withdrew from public

life and devoted hi s ene rgies to Castle Howard until his death

in 1738. Cas tle Howard was int ended as a visua l affirma tion of

the posit ion and history of the Howard lineage an d its traditi on

of execu ting great works. awo rth Cast le was cons idered

unsuitable for this, and Carlisle 's eye fell on Hender skelfe

Castle near Yo rk, an ancient proper ty of the Dacres which the

Howard s had owned s ince the re ign of Qu een Elizabeth I
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through the marriage of Lord Will iam Howard to Elizabeth

Dacre. Moreover, the ferti le la nd and valuable woods of

Henderskel fe Cas tle seemed a pr ofitable investment for the

fut u re. Build ing was also mad e necessary by a fire that gutted

th e castle in [693, leavin g it unsuitabl e as a pe rmanent abo de.

Vanbrugh

Joh n Vanb ru gh ([664 ?-1726) was th e son of a pros perous and

cu ltured merchan t in Chester, and grandson of Van Brugg, a

Protestant im migr an t from Ghent. In 1683 Vanbrugh join ed

the infantry under Lord Hu n tingdon , where he rose to the

rank of ca pta in and by all accou n ts led a roguish existence. In

1689 he was imprisoned by th e Fre nc h for th ree year s in the

Bastill e , as he was sus pec ted of spying. After his release and

di sch arge from th e army Vanbrugh becam e a qu ite successful

dra ma tist and as such took an active role in the artistic wor ld

of Londo n.

Van brugh was a man of the wo rld: convivial, warmheart ed

and about the same age as Carlisle . As a member of th e patri­

otic Kit-Cat Club, an exclusive di ni ng club for Wh igs. he was

on a fr iendl y footing wit h the most in flu en tial political and

cu ltura l personalities of h is day, such as the poet Joseph

Addison and th e dramati st William Congreve as well as

Carlis le. T he Clu b em brace d th e Glori ou s Revolution of 1688

and with tha t its co ns ti tutiona l prin ciples. Vanbrugh's talent

as a playw right made h im valuable to the Whigs, who were

out to acquire, as well as demonstrate , new political and cul­

tural status. He was tota lly inexperien ced as an architect when

Carlisle commissioned h im to build a new house in 1698 and

Cas tle Howar d was h is firs t arch itec tural creation.

Hawksmoor

Nicholas Hawksrnoor (16 6 [' [736) was a more 'sim ple' pr rson ­

ality an d was far less acq uainted wit h his clientele than

Vanbrugh. He was by no m eans a subordinate or an assistan t:

in technical terms he was Van brugh's superior. Hawksrn oo r

began collaborating with Vanbrugh around 1700, becoming

h is partne r and later h is frien d . After Vanbrugh's death in

1726 he became Carl isle's ch ief archi tect. The original division

of roles was co ns is te n tly m aintained for the ou ts ide world:

Hawksrn oor was there to underpin Van bru gh's ideas, no matter

how gradually they bega n to coi ncide with h is own .

The formal transformation of topography
Castle Howard lies 24 kilometres north-east of York in th e

Howard ian Hi lls , between the vales of Pickering and York.

ARCH ITECTURE AND LANDSCAPE
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Henderskelfe around '694-

The formal transformation of the topography

CASTLE HOWARD

Map of the estate around '727-



The Arcadian landscape.
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Castle Howard from the northwest. (Aeria l photo P. van BolhuisfPandion)

24 5

North of the hi lls lies the Ju rass ic plateau of the Yorkshire

Moor s and on the south front the chalk plateau of th e Yorksh ire

Wold s. Th e rolling Howardian Hill s ar e formed of soft sla te

and sand with narrow seams of grit and limest one, var yin g in

height between 15 0 and 350 m etres . To th e north th e hill s a rc

bounded by the steepe r-side d Slin gsby and Coneys tho rpe banks,

whic h on the nor th- west side become the hi gh er plat eau of

the Yorks hire 10 01' S . The River Der went flows past th e so u th­

east foot of the Howardian Hill s at Mal ton . The ce nt ra l par t of

the Howard ian Hills is sa ucer-sha ped and s lopes eas twa rd . In

the middle of this the hou se lies on a sa ddle-sha pe d tract of

lan d that ends on the east s ide in a rou nd hill (Wray Woo d ).

Th is was the s ite of old Hend er skel fe Cas tle a nd th e haml e t of

Henderskelfe.

Th e name Hcnders kelfe. literally meaning 'o ne -h u nd red

springs'. refer s to th e wat er-retainin g st ra ta; th e beck s around

C ASTLE H OWARD

Cas tle Howard refl ect th e abundant prese nce of wat er. Th e

South Lake and th e New River a rc fed by s prin gs; th e Gr eat

Lak e , north of th e house . was crea ted by damming a s trea m

o n th e north-ea st s ide o f th e valley. Thi s is fed by th e Cascade

Ponds via the Ob elisk Ponds and the fish ponds situa ted hi gh er

a t The Dairies . wh ich together fo rm a vis ual u nity wi th th e

la ke ; it is a lso pr ob abl y fed by ru nn ing underground water o n

its north -west side. The wa te r is ca rr ied away in a so u th-east

directio n via Cram Beck. which d isc ha rges int o the Rive r

Derwen t.

The sha pe of the ea rlie r Hende rskel fe village is docu men ted

in a d rawing from aro un d 1694. The new ho use was buil t on

th e cast s ide next to Hendc rs kel fe Castle . The old village street

was transformed into the Broad Wal k. wh ile the easte rn par t

became th e Grass Walle T he road from York to Hendersk clfc

that we n t through a n area kn own as the Common s was aba n-
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The house
In 1698 Carli sle asked the architect William Talman (1650­

1720) for advice regarding the building of a new hou se ,

Toget her with the garden arc hitec t George London (d. 1714),

Talman drew up a plan , Carli sle was not impressed by th e

design and, wanting so me th ing differ ent , he then decided to

enlis t the help of Vanbrugh, who design ed an entirely differ­

ent house and changed its asp ect.

doned, and th e ea rl ier cou ntry road to Slingsb y, which ran

across a water sh ed at Hender skelfe throu gh a sma ll d ip of

Slingsb y Ban k, was trans formed in to the Great Aven ue, In

this way the top ograph y of Henderskelfe has bee n preser ved

in th e formal layout of the garden,

Vanbrugh 's propos al

In Vanbrugh 's prop osal the hou se was tu rned by a qua rte r so

that the fron t facade faced ope n space. Thi s change of as pect

is perha ps Vanbru gh 's mo st important con tribution to the

developm ent of the landscape garde n. This os tensibly small

mo di fication actua lly implied a radi cal break with the formal

traditi on, in that it assumed that the sta rting point for the

stage management was not a formal sche me but the view,

and , in a more profound se nse, the morphology of the

Howardi an Hills. Thus the given irregul arity of the site , wh ich

was late r always being elabora ted upon, becam e part of the

layout in a single stroke.

One advan tage of the design was that the garden side and

th e pa rter re were expose d to the su n. Vanbrugh dr ew atten-

Talman and London 's proposal

In Talm an and London 's proposal the house faced di rectly on

an approach runn ing from east to west, in th e same direction

as the old Hend erskelfe Cast le. Wray Wood lay at the rea r of

the ho use so that the cou rtyard was pro tected from the north ­

eas t wind. Th e garde n was a form al on e with rand-points and

diagonal avenues that int er sect ed eac h oth er in th e cou rtyard,

whi ch was the visual pivot of the design . The formal ponds

and cana ls of the part erre on th e north front wer e align ed

with the cour tyard, so that from the hou se th e wa te r features

cou ld always be see n from an angle. A kitchen ga rden an d a

lawn we re designed for the south front of the house , wh ile a

radia l design was plan ned for Wray Wood . On the south-wes t

fro nt of the house a circular model village had been design ed ,

whic h according to Hu ssey was the first Engli sh prototype for

a landscape garden . However, thi s was never built.
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tion to th is by using a different colonnade for the garden

facade and trea ting it in a more flamboyant manner than the

front one. which gave rise to cau stic comments from th e neo­

classicists. Vanbrugh laconically defended himself by remark­

ing that nobody could ever take in the two facades in one

glance anyway. One practical objection to the design was that

the house and the forecourt, contrary to the conventions of

the country house. were exposed to England's dreaded north­

eas t wind. As Laurence Whistler once wrote: ' In England.

views are windy. Th e tender glories of Engli sh distance have

to be paid for in warm clothing.' Carlisle accept ed thi s objec­

tion as inevitable. otwithstanding. Vanbrugh , for his part .

went to a great deal of trouble to make a comfortable and

energy-conserving house.

The house was modelled after Palladio's Villa Triss ino in

Meledo (never completed). with a central block and protrud­

ing side wings which enclose the forecourt. Th e building

mass is extrem ely art iculated and lively-looking with a

cres cendo in the slim dome of the central block. Originally.

the forecourt was to be walled and had fortifi ed en trance

gates. but this idea was dropped during the building phase .

On further con sideration Vanbrugh decided against an

ascend ing head-on approach to the house . In his mind the

view to the north front had already been transformed into an

impressive panorama with the Great Lake. However. it was to

be a further 70 years before thi s vision became a reality: the

lake was onl y laid out between '795 and 1799.

The formal layout

Th e layout for Castl e Howard consisted of a grouping of three

different elements: a cross of avenues, a formal arrangement

of the house with the parterre and a kitchen garden. These

elements wer e held together by a square space with lawns on

a level part of the Henderskelfe Hills (the Commons) .

enclose d on three sides by a seque nce of woods. Thi s spa ce

was divided in four by the approach drive (later the Great

Avenue) and the North Parade, which intersect ed each other

in the middle. In '714 an obelisk was erected on the cro ss­

road s in memory of the I st Duke of Marlborough . the victor of

Blenheim. The Pyramid Gate was built in '719 on the edge of

the level area. The Great Avenue and the North Parade along

with the prin ciple axis of the house and parterre form the

lines of an imaginary grid that reflect s the natural landscap e

of the Howardi an Hills. Around the principle axis thi s grid

merg es with the design matri x of the house .

CASTLE HOWARD
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The Arcad ian landscape.

A The Great Hous e
B Temp le of the Four Winds 1726-28
C Templ e of Venus (de mo lished)
o New River Bridge 1740
E Mausoleum 1728"44
F Howard Pyram id 1728

a Terrace Walk/G rass Walk
b Tumulu s
c Caste llated wall ' 720-25 The parterre

The parterre , under whi ch most of Hendersk elfe lies buried ,

forms the seco nd elemen t of the layout. It covered a total of

30 hectar es - twice as lar ge as the presen t parterre - and was

almost certain to have been laid out as shown in part III of

Colin Campbell's Vitruvius oritannicus from 1725. Its division is

a transformation of the model of the walled Ven etian gard en ,

which was worked out in a tr ipartite zoning sys tem . At Castle

ARCH ITECTURE AND LANDSCAPE



Howard thi s manifested itself in th e form of s teps. a formal

pattern of diagonal. tapering obelisks and a Wilderness or 'Woods

wit h in the wall ' . with a s tylised ma ze a fte r the Fren ch model.

Th e d ismantling of th e parterre in 1760 was in keeping

with th e evolu tion of the Carlisle landscape: th e wild erness.

serving as an amora bosco in the layout . was made redundant

when thi s function was taken over by Wray Wood . Th e present

parterre or new Pleasure Grounds , whi ch was laid out in 1890,

is a s im plified version of a more detail ed de sign from 1850 .

with a fountai n by William Nesfield (1 79 3-1881).

The kitchen garden

Around 1705 the kitchen garden, an 18th-century revival of the

giardino segreto of the Renaissance villa and the third elem e n t

of the formal layout, was fitted between the axial inter section

of the lawns and th e formal parterre. Mu ch attention was

given to th e architectonic detailing. Th e contrast between th is

elemen t a nd the op en character of th e rest of th e landscap e

gar de n is s tr iking.

The woodland gardens
Wray Wood, with 66 hectares of oak and beech tree s, dominated

the entire s ite from the beginning of th e project. Around f700

it consi st ed of enormous trees over a century old and between

25 and 30 m etres high , planted during th e Elizabethan Age.

Th e original idea of having the Broad Walk continue into Wra y

Wood was quickly aba ndone d. In 1706 work began on a wood­

land garde n made according to a 'labyrin th ian diverting m odel'.

This expe rimen t was gen erally regarded as a turning point in

the development of th e English landscape garden , some 15

year s before Kent created something similar in the Elysian

Fields at Stowe. At the peak of its development between 1718

and 1732. Wra y Wood com prised a se ries of spaces lin ked by

mea nde ring paths. which according to John Dixon Hunt wa s

designed after the model of the amora bosco at Villa Lante a nd

Villa Pratolino owned by Francesco I de ' Medic i. Th e pictorial

elements we re in spired by Ovid 's Metamorphoses. and th e

foun tain s and basins by Stephen Swit zer were particularl y

s triking. Even though it was the first and most important one ,

Wray Wood was not the only woodland at Castl e Howard .

Traces of a sim ilar arrangement can also be found in Pretty

Wood . Lowd y Hill Wood, Ready Wood , East Moor Banks and

eve n Mount Sion Wood. Th e woodlan d ga rde ns we re alrea dy

lost by the end of th e i Sth and early 19th ce n tury. During th e

la tter ce nt ury repl antin g was carried ou t in Wray Wood but

the ga rde n was never restored to its form er glory.

CASTLE HOWARD

Howard Pyram id on St. An ne's H il l.

Mausoleum on Kirk Hill.

Temple of the Four Winds.
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Castle Howard

Active composi tion elements
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The scenog raphy of the Great
Avenue.

Monument to the 7th Earl,
•869
The earlie r starting point
for the aven ue

aa Exclamat ion Gate, ' 770
zb Pylon s, approach drive
3 Carrmi re Gate, 1730
4 Pyrami d Gate, 171 9
S Wall with towers
6 Gues t house
7 Tempera nce Inn
8 The Aviaries
9 Howard Pyramid
10 Double C Bridge
11 Swiss Cottage
12 Marlborough Obelisk, '7'4
'3 Obelisk Ponds
14 Northern entrance gate

with lodges
's Rye Hill s Farm
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Geology of the Great Avenue (after Appleton).
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The scenography of the Great Avenue
The Great Avenue, s tre tch ing for more than six kilometres , is

one of the most stun ning designs in the Carlisle landscape. It

derives its sce nic architectonic sign ificance largely from th e

way it revea ls the mo rph ology of the natural landscap e. Th e

avenue bisec ts and reveals the geo log ical st ruc ture, whi ch

would have remained hidden in an eas t-wes t se tting. Its

len gth makes it possibl e to visually gauge th e sca le of th e

Howardian Hills betw een the vales of York and Pickering.

The Great Avenue developed in ph ases to become an

autono mous com pos ition . It was designed with the visitors

arri ving from York in mind, which explains wh y the screen s

were arra nge d from sou th to north. Carrmire Gate spans the

avenue in a hollow and then the avenue climbs to th e

Pyramid Gate on the edge of th e plat eau of Hender skelfe ,

with a castellated wall on both sides. From Carr rn ire Gate th e

Marl borough Obelisk at the junction of the Great Avenue and

North Parade can be see n throug h th e ope ning of Pyramid

Gate. From the obelisk the terra in descends aga in and, past

the Obelisk Ponds, the avenue runs along the lake shore until

reaching the north entrance of the esta te. It then ascends

Slingsby Bank and, without any land marks, beco mes part of

the local road network.

Th e pictoria l scenography of the Great Avenue ca n be

unders tood as a 'deco m pos ition' of the formal model of axial

symmet ry. Whil e at Vaux-le-Vicornte the principl e axis com ­

plies ent ire ly with the optical laws of a central per sp ecti ve , so

CAS TLE H OWAR D

that eac h visua l s tep on the axis was design ed u sing a three­

dimensional deco r of surfaces an d fixtures to frame a vista ,

th e sce nogra phy of the Great Avenue is lar gely det erm in ed by

the stimulating 'con flict' between the avenue and the drama tic

geo logy of the Howardi an Hill s .

Th e a rchitectonic set pieces on the axis form a series of

co mposit ions that corres po nd with the promin ent points in

the natural morphology of th e landscap e. Th e cho ice of a ru s­

tic ga te as a motif in th e valley of Ca rrm ire Beck in stead of a

br idge , like at th e Ob eli sk Ponds or at the Oxford brid ge and

Water s at Stowe, can be explained as a wish to announce the

Pyramid Gat e (the fonn er en trance of the estate) , th er eb y

visualis ing the exten siven ess and status of the es tate.

Phases of development

Th e first building ph ase of the Great Avenue cove red the tract

of land stre tch ing from th e north ent ra nce to th e Pyramid

Ga te. In the sec ond ph ase the Great Aven ue was exte nded.

This segment was called the South Avenue , wh ich st retc hed

as far as Carrrn ire Gate , and possibly incl uded the area

be tween the north ent rance and Slingsb y Bank. Earlier the

rou te from York ran along the Derwent, via a formal avenue ,

to the top of a ridge south of Weiburn , where the vis itor,

emerg ing fro m the woo ds on to the hill at Exclama tion Gate

(built by Sir William Cham be rs in 1770) , sudde nly had a view

of the gra nd design , with th e so u th fro n t bath ed in sun light

wh ich appea red to se t the pa no rama alight. In the Victorian
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The Great Avenue as decomposition of the forma l avenu e.

Age the Great Avenue was extended further south to join the

local road network. This point wa s marked in 1869 by a

m emorial to the 7th Earl. However. Exclamation Gat e fell into

di su se and thi s su blime element of th e scenog ra ph )' o f th e

Gr eat Avenue wa s lost.

Planting scheme

The plantings of the Great Avenue reflect the three phases of its

development. From the Pyramid Gate to Slingsby Bank the

avenue is planted with double serried rows of lime. a schem e

whi ch was probably already em ployed in the first design and at

the North Parad e. Between th e turning to Welburn and the

Pyramid Gate. the avenue is planted with formal clumps of

beech (recent replantings). This part of the avenue lead s to a

rustic corridor of hardwoods as far as the memorial to the 7th

Earl. At strategic points along the avenue deliberate gaps in the

plantings reveal the view in a tran sver se direction . The plantings

terminate a t the top of Slingsb y Bank wh ere a commanding

view of the ag ricu ltural landscap e of the Pickering Vale u nfolds.

The Arcadian landscape

Carli sle and hi s architect s had been preoccupied with Wray

Wood , the parterre and th e South Lake for almost 20 years .

Around 1723 it was felt that these more or less independently

developed designs shou ld be placed more in context with each

other. The key to thi s lay in a fortification locat ed on the

so m ewhat protruding sou th-cas t corner of Wra y Wood . where

J com ma ndi ng view of th e su rrou nding coun trysid e could be

taken in. Vanbrugh recogni sed th e important s ign ificance of

th e s pot and persistently urged the building of a classical tern-

ARCH ITECTURE AND LANDSCAPE



The Great Avenue with the Carrmire Gate and Pyram id Gate.

ple in the manner of the Villa Rotonda , while Carlisle had

only a rustic , crudely built belved ere in mind.

Th e Tern pic of the Four Winds , the Mau soleum and the

Howard Pyramid on East Moor Bank have been strategically

placed in each other's line of vision and form a visually coh er­

ent landscap e or natural amphitheatre. Th e size of the monu­

men ts is in keeping with the natural morphology. All three

works are sym metrical and are int ended to be viewed from

di fferent ang les. Th e Temple of the Four Winds is a slim

build ing which , whe n seen from the Grass Walk and th e

Temple of Venus, is transluc ently thrown into relief again st

the sky. In contras t, the Mau soleum , whi ch can be see n

against the backdrop of Slingsby Bank from a great di stance,

is a quit e ma ssive structur e, designed to suit the shape and

scale of Kirk Hil l, Th e Howard Pyramid appears as a beacon

C AS T LE H OWAR D

The Pyramid Gate wit h the Marlb orough Obe lisk in th e background.

on the long hori zon tal ridge of St. An ne 's Hill. While the

Temple of the Four Winds is aligned with the sou th front of

the house, th e other works in the Arcad ian land scape es caped

the formal controls of the layout and correspond directly to

the morphology of the natural landscape.

Th e old village road of Henderskelfe was transformed into

an informal a rchitectonic route, the Terrace Walk or Gra ss

Walk , whi ch runs from the house to th e Temple of the Four

Winds and is then absorbed by th e Arcadian landscap e. From

the temple the other monumental buildings can be seen from

various an gles. Hawksmoor 's Mausoleum on Kirk H ill form s

the visual climax and becau se of its scale is in d irect conflict

with the house. When the New River landscape was designed ,

a Roman bridge , built around 1740 by Dani el Garret, was

placed between the two as a coulisse.
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The New River landscape. 1886.

The New River landscape
Th e New River landscape was completed in two pha ses. From

preserved invoic es of the time , it appears that work started in

1732 on the excavation of a 'serpentine river that will lose itself

in a wood ', as John Tracy Atkyns in his book Iter boreale (1732)

describ ed it. This river was not yet linked with South Lake.

Around 1876 William Nes field was commission ed to crea te

a new, u nified river landscap e. He overcame th e discrepancies

in he ight between the South Lake and th e se rpen tine river by

building a series of ponds and casca des. Th e orig ina l spring

in the Temple Hole Bush was hidden and probably used to

feed the Temple Hole Pond . The New River landscap e deviated

from the clas sic spring/ cascade/ re flecting pool design , which

until then had also been used at Castle Howard , in th at th e

water eleme nts were spread across the layout.

Th e Arcadian landscap e and the New River landscape com­

plement each other and , becau se of the morphology of th e

landscape and the Roman bridge, visua lly m erge int o a wh ole.

Th e difference in the th ree-d im en sional effec t lies mainly in

the vant age point from where the land scape is observed. In the

Arcad ian landscap e on e stands on the hillt ops and takes in a

com ma nd ing view of the countryside, wh ile in the New River

landscap e on e f nd s oneself in the enclosed space of the valley.

The great scenic creation

After 1725 Cas tle Howard became an open design, a landscape

garde n without visua l boundaries, dir ectly linked to the natural

lan ds cape by means of a panoramic design com prised of water

areas , gro u ps of plantings . villages and ag ricultura l land. The

final element was the Great Lake. covering 50 hectares,

betw een the house and the village of Con eysthorpe, and laid

out between 1795 and 1799. The serpentine lake creates a

formal link betw een the house and th e village: the latter was

partl y demolish ed and rebu ilt for the purpose. Th ou gh the

fish pond s at Th e Dairies lie high er up and are separated

fro m the lake by a jetty. they have been visually inco rpo rated

in to the whole. Th e lake fina lly achieves the panoram ic unity

which in 1724 . and perhaps even in 16 9 9 . Van bru gh and

A RCH IT ECTUR E AN D LA N DSCAP E



The Temple Hole Casca de, with the Rom an bridge and Mausoleum in the background.

4 New RiverBridge
5 Lowdy Hill Gill
6 Low Gaterley
7 Cram Beck

--------
c "0

The morp hology of the New River land scape.

The New River, 1732. South Lake
Spring

3 Temple Hole Bush

,.
"

The prototype of the architectonic land scape
If the various historic phases of Castle Howard could sim ulta­

neously be projected onto each other and placed in the mor­

phology of the landscape, the complex visual unity of thi s

landscape garden would become more apparent.

Within the architectonic landscape as a whol e one can dis­

tinguish various composition schemes, adaptations and trans­

formations of rational and formal schemes. These work at three

levels , that of the house and garden, that of the middle plan or

th e earlier estate, and that of the panoramic level. By means of

enlargem ent and multiple or universal symmetry, the composi­

tion elements are adjusted to the scale of the visual reach.

Carli sle envisioned, and which consolidates the rational and

formal architectonic fragments of the layout within the physical ,

geographical parameters of the natural landscape. The rational

matrix of the Italian villa and the theatrical perspective design

of the French garden were both surpassed in thi s great scen ic

creation to which Christopher Hussey referred.

Composition scheme and active compos it ion elements

Seen from the front the house stands on a basement; at the

bank it is gradually sunk into the ground with a sou terrain. In

comparison with Vaux-le-Vicornte the relation between th e

ves tibule and the salon is here reversed. From the front court

one comes through the Antique Passage into the Great Hall.

which with the lantern is fused into a high dome-shaped

space that is the apotheosis of entry. Seen from outsid e, the

dome indicates the centre of the house, as doe s Brunelleschi' s

dome in Florence. On the back side of the house lie a row of

cabine ts with a length of TOO metres, with windows that look

out over the parterre, ending on one side in a sem icircu lar

pavilion . (The original intention was to have on e on each end.)

Via the Great Hall one pas ses through thi s series to th e stair

landing leading to the gard en side. Because of thi s the spatial

effect is not focused on the parterre, but unfolds in a lateral

dir ection. The front and back facades of the house are worked

out as architectonic screen s with columns, in the Ionic and

Corinthian orders , respectively - on the front to impress, on

th e garden side for flamboyance. Th e latter was th e facade

that on e saw first from a distance .

The garden with th e earlier parterre and the Kitchen

Garden were related to the matrix of the house by th e Broad

Walle The present parterre with Atlas in the fountain in the

middle, a reappearance of the spring and nyrnphaeum all in

on e, draws a formal relation with th e surr ounding landscape ,

CASTLE HOWA RD
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The Great Scenic Creation .

A Coneysthorpe
B Great Lake
C Dairy Pond
D Rolling Spring
E Wray Wood
F South Lake
G New River
H Mount Sion Wood
I Lowdy Hill Wood
I Ready Wood
K Pretty Wood
L East Moor Ban ks
M St. Anne's Spring
N Welburn
o Bulmer Hag
P Brandr ith Wood
Q Brickkiln Wood
R Sata Pond
S Park Quarry
T Slingsby Bank

The Great Hous e
Temple of the Four Winds

3 Temple of Venus
4 New River Bridge
5 Mausoleum
6 Low Gate rley
7 Pyramid
8 Tumulus
9 Howard Pyramid
10 Obelisk
11 Pyramid Gate
12 Towers
13 Carrmire Gate
14 Monument to the 7th Earl

AR CHITE C T URE AND LAND S C APE



The Great Lake with Slingsby Bank in the background .

The New River landscape from the Temple of the Four Winds, against the background of Pretty Wood. (Photo J.K.M. te Boekhorst)

CASTLE H O WAR D
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The panora mic com position.

Foreground
1 The Dai ries
2 Wray Wood
3 Parterre
4 South Lake

M id-plan
5 The Great Lake
6 Coneysthorpe
7 Great Avenue
8 Screen Deer Park
9 Temple Hole Bush
10 Mt. Sion Wood
11 East Moor Banks

Background
12 Slingsby Bank
'3 Coneyst ho rpe Bank
14 Welburn
15 Locatio n of Exclam ation Ga te
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The northern entrance to the estate, with a view of the house.

visua lly bounded by St. Anne's Hill with the Howard Pyramid.

Th e Ki tchen Gard en . with a decor ated wall and entra nce gate ,

has the in ternal division s of a nortus conclusus. Th is garde n

was the refugiu l1l for the spring and nymphaeum , which ha d

no logical place in the organi sation of the original parterre.

(In a dr awing in volume III of viiruvius britannicus, a small

temple can be see n at the end of the earlier parterre , whi ch

was perhaps intend ed as a grotto.) Th e earli er woodland garden

in Wray Wood , rela ted to the hou se by the North Parade ,

already included the com plete pro gramme in whi ch th e amara

basco expressed itsel f.

The middle plan is connec ted with the hou se by the North

Parade an d Grass Walk. Th e Lawn was the entra nce sec tion, a

transformat ion of the avant cour, Th e New River landscap e is

a tran sformation of the form al wat er stairs, with a pond, cas­

cades and a stylised 's erpe ntine river' in two parts se parated

by a bridg e, a sche me that on e also find s in the lake composi­

tion at Blenheim . Th e spring is hidden , and the formal

scheme is reversed (with the Ob elisk Ponds , wh ich cross the

Great Avenue, the spring is marked by a Well Hou se). Th e

water sta irs begin with South Lake, whi ch was in itially in tend­

ed as a reflectin g pond in the orthogonally s truc tured parterre,

but on fur ther thought was laid into the morphology of th e

valley. Th e Roman bridge (in oth er landscape garde ns the

Pallad ian bridge) is also part of the monument al Arcadi an

land scape and connects the two. Th e Gra ss Walk, flan ked by

class ic sta tues, can be seen as a tran sformation of th e tapis

vert of the French gar de n. Like a belveder e , the Temple of the

Four Wind s forms a transition between th e m iddle plan and

the panoram ic level.

CASTLE H OW ARD

Th e panoramic level, whic h for a part consis ted of alrea dy

existing natural landscap e elements suc h as woods , is shaped

arch itec to nica lly by th e Great Avenue, the monument s of th e

Arcadi an landscap e and the Great Lake. Th e Great Avenue is

dominated by a se ries of elements with an em pha tic military 26 3

character : the Carrmire Gat e , the Pyramid Gate and the

Marlborough Ob eli sk . Th ese se rved to impress the visitor

beyond any possibl e doubt of the high sta tus of Lord Carlis le,

but in a deep er se nse refer to the hi sto ry of England.

The Arca d ian land scape revea ls a hybr id scheme. Th rough

the morp ho logy of Wray Wood , Kirk Hill an d St. An ne's Hill,

its m onum ents a re all invo lved wi th both one ano ther and the

house , the Temple of the Four Winds being aligne d with the

hou se . Th e Mau soleum , Roman bridge and house are also

placed on one lin e. As the largest monument and focal poi n t,

th e Mau soleum, a u ni versally sym metrical s truc ture, relati vis­

es th e cen tra l positi on of the hou se wit hi n the who le Carlisle

land scape. an d is at the same time a be lvede re on a panoram ic

sca le. The Hercules defining the horizon of the Renaissance

villa and Frenc h garden and symbo lisi ng the con tro l of nature.

is her e tran sformed int o a swa rm of monuments that liter ally

give s ha pe to the Arcad ian landscape. Like the reflectin g pond

in a garden. the Great Lake links the hou se with the man­

made landscape on the north side. Th e lake is asymmetri cal

in sha pe, but creates a forma l con nec tion between th e hou se

and Coneysthorpe .

Castle Howard as document

Castle Howard 's impact on the development of the 18th-century

landscape garde n was less evident than that of Stowe. Cas tle

Howard never se rved as a direct example, although see n from

our per sp ective toda y it was a key work in landscape ar chitec­

ture of the Enlighten men t, in th e sa me way Faust was for the

theat re or Don Giovanni for the music world of that time.

Wh ile in the Ital ian Renaissa nce villa an d the for mal 17th­

century land scape - even at Stowe - the gar den and the m an ­

ma de land scap e we re two se parate wo rlds . at Castl e Howard

they we re fused together to form a new syn thes is. Th e face ts

of th e architec tonic landscape and th e com m on place land­

scape influenced by m an seam lessly overlapped each oth er. It

was as if the visu al and spatial essence of th e man-mad e land­

sca pe had been laid out and reassembled again as a work of

art. Th e various fragments of the Carlis le landscap e formed a

dialectical cohere nt arra ngement. For these reasons the scenic

creation of Castle Howard cou ld be termed the first mo ntage

in th e hi s to ry of landscap e architec tu re.
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Eighteenth-century Stowe isf ull ofsurprises.
But nothing, in the end, is more astonishing about that

extraordinary place than the continuity ofchange.

George Cla rke. Tile Movillg Temples oIStolve. 1992

At Stowe in Buckinghamsh ire the conceptua l deve lopment of

the land scape garde n ha s been es tablished in various parts of

the ga rde n. Th e ga rde n itself, rou ghl y 160 hectares , cover s

on ly a sma ll part of the es tate, which at on e time com prise d

some 20.000 hec tares. Wh ether these grou nds formed a co n­

tiguous who le, or if thi s figure represented the total land

owned by the family, is unclear.

Stowe's influen ce on landscap e gardening was enormous.

In the same way that Versai lles epitom ised French formal

land scaping. Stowe was the showpiece of Engli sh land scape

art. Th e gard en has been frequently copied, from Russia

- Tsar skoe Selo owned by Catherine the Great - to Ameri ca ­

Washington's Capitol, for in stan ce. Leading t Sth-century

English arti sts worked on the garde n as well as famou s foreign

architec ts later on. Yet at the sa me time Stowe represents the

'dilettantism' of the Georgian e ra. Th e garden is an icono­

graphic ten et , containing refer en ces to both painting and liter­

ature as well as to political and mora l statements . In thi s

se nse Stowe is a reflection of 18th-century English cu lture, a

living document of its social, political and aesthetic hi story.

Aspirations and passion for change

The estate came into the possession of the Temple family in the

16th century. During the 17th ce ntury seve ral famil y m embers

STOWE

Stowe Hou se with ga rde n to the south, circa 1690.

distingu ish ed themselves in the army and in affairs of s tate .

The 3rd Baronet, Sir Richard Temple , increased the fami ly for­

tune, wh ile his son, later to become Viscount Cobham, rose to

lieuten ant ge ne ral in the rst Duk e of Marlborough's army and

became a leading sta tes man . Cobham moved in the liber al

cir cles of the Whigs and ma de h is famil y one of the mo st

in flue n tial in England. He was the founder of the 'dy nas ty and

pala ce of Stowe '.

In 1713 the Tories ca me to power and Cobham, togeth er with

the Duk e of Marl boro ugh , was dismissed . With the co ronation

of George I in 1714 Cobham once again found favour at cour t.

In 1733, however, he was dismissed again and bitt erl y withdrew

from public life . devoting hi s atte n tio n to em bellish ing his

coun try es ta te. Behind the sce nes he co ntinued to be involved

in polit ics . cons tant ly co m menting on affa irs of th e day from

hi s ga rde n. Like Carli sle , Vanbrugh and Kent. Cobham was a
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Stowe House
Stowe Chu rch

3 Wolfe's Obelisk, '759
4 Silverstone Cha pel
5 Red Ditches Farm
6 Linshire Far m
7 Luffield Abbey Farm
8 Kaye's Farm
9 Stowe Castle
10 Column e)
11 Roman road

Plan of the system of axes.

A reconstruction of Stowe Ridin gs .

'-2> A
3+4 > S, C. D
5+6 > E, F
7> G
8 >H
9> 1 (l)
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The formal system, circa 1719.

1 Wings and side pavilions ± 1719
2 Terrace Garden
3 Kitchen Gardens (The Old Garden )
4 Nelson's Seat
5 Nelson 's Walk
6 Temple of Bacchus/Brick Temple
7 Garden of Bacchus
8 Lime Walk

",

----------

9 Abele Walk
10 Canal
11 M ou nt
12 The Park

a Roman road
b Stowe Chur ch
c Slant Road
d Hey Way
e Hog Pond

The topographic desig n mat rix.

House
2 The architectonic design matrix
3 Virtua l co rne r of grid
4 Intersection of main axis and Alder
5 Intersection of tra verse axis and Rom an road
6 Slant Road
7 Hey Way
8 Nelson' Seat

26 7

member of the Kit-Cat Club, Vanbrugh was arc hitect to both

gen tlemen and was th us most likely to ha ve been the ce n tral

player in the excha nge of ideas that took place during the

expe rimenta l phase of both landscap e garden s,

Cobha m died childless in 174 9 and bequeathed the es ta te

to his younger sister, who was married to Richard Grenvill e or

Wotton Und erwood. Th eir son and heir, the extre mely ambi­

tious Richard Grenville Temple , later to become Earl Temple ,

increased the fam ily property and worked on the landscap e

garden until his deat h in 1779. He also died childless and

passed on the es tate to hi s nephew, George ugent-Temple­

Gre nville, later the Marquess or Buckin gham, wh o su pplied the

STOWE

fin ishing tou ches. Aside from a few details , Stowe appea red

then as it does today.

Afte r 1813 th e es tate de te rior ated ra pidly: in 1848 the family

became bankrupt. All possessions wer e auctione d except for

the house and garden . In ' 921 even these were finally sold off

as on e lot.

Brave atte m pts wer e made to keep the es tate intact , among

other s by the architect Cloug h William Ellis, who purchased

the Grand Avenue and brou ght it under the adm inis tra tion of

a founda tion. In 19 23 Stowe was converted into a school, as

th is was the only mea ns of rescu in g it fro m total oblivion . In

1967 the ationa l Tru s t became responsibl e for part of the
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The Stowe landscape.
The integrat ion of affor estat ion ,
agriculture and nature in a
large-scale com position.

Stowe Church
Stowe House

3 Lake Pavilions
4 Stowe Castle
5 Boycott Pavilio ns
6 Keeper's Lodge/B our bon Tower
7 Cobham Monumen t
8 Oxford Avenue
9 Wolfe's Obelisk
10 Oxford Bridge and Water
11 Oxford/Boycott Lodge s
12 Cori nthian Arch
13 Grand Avenue
' 4 Buckingh am Lodges
'5 Stowe Rid ings
16 Equestrian statue
17 Column
18 Bucki ngham Church
19 Lodges
20 Silverstone Chapel
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gar de ns. In 1984 it acquired Oxford Avenue and in 19 89 mos t

of the es tate, apart from the house and school buildings. Sin ce

then large-scale res tor ation has been ca rr ied out. one of the

most spectacular ever under taken in landscap e gardening.

Stowe House

Stowe lies on the upper reaches of the River Alder in the

un dulating, clay farmland that descend s around '55 metres in

elevation to the Great Ou se at so me 90 metres above sea level.

To the nor th of Stowe is the medi eval Whittl ewood Fores t.

s itua ted at the watersh ed betw een the Ou se and Tove river

sys tems which flow together in an eas te rly direct ion . Two side

valleys of the Alder, on both sides of the principal axis of the

hou se , have invited a broadl y sym metrical design of the layout

and have determined th e garden 's southe rn boundar y.

The Hey Wey (Highway) ran through Stowe village on the

Alde r, linking Buckin gh am to a Roman road th at join ed

Akernan Street at Bicester. Th e old Man or Hou se was pro bably

sit uated on Slant Road , a ca rt track lin kin g Lampor t to the

Roma n road , via th e Hey Wey. Th is tr iang le was to play an

important role in the subseq ue nt develop m ent of the garden.

This was walle d an d possibl y ha d an orchard. Sir Richa rd , rst

Baro net. probabl y had the Manor House dem olish ed between

r675 and [680 and a new coun try house bui lt whic h lay higher

up the hill to allow for a view. It was aligne d wit h the steeple

of Buckin gham's medi eval ch urch . On the so u th side a

part erre was laid out with ter races and a cen tra l foot pat h

(Main Walk) leading to Slant Road. This was the ga rde n whic h

the late r Viscount Cobham inh er ited in 169 7, and which was

the starti ng point for developing the landscape garden.

Stowe Ridings

Th e gar de n on the sou th side was initi ally of onl y secondary

im portance. Much more relevan t was Stowe Ridin gs , an

extensive plantation on the north side. Of thi s, roug hly 50

hecta res sti ll re mai n; the northern part is now incorpora ted

into Silvers tone race track. A reco ns truction gives an idea of

the orig ina l size and design . Th e layou t was determ ined by a

southern foothi ll of Wh ittlewood Forest. Th e wooded planta­

tion was intersected by aven ues used for tree felling, horse

riding and hu nting. The longest avenue stre tched between the

two church stee ples of Stowe and Silverstone, while a second­

a ry avenue pointed towa rds Stowe Cas tle. Th e aven ues ge ner­

ally followed the morphology, intersec ted by the lines of visio n.

The ave nue struc ture was also supplemen ted with various off­

shoo ts and re fine ments, thou gh it is no longer possibl e to

STOWE

The house and lawn seen from the lake.

Hawkwell Field with Cathie Temple.

Buckingham Avenue.

'.
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The landscape th eatre, circa 1723.

House
4 Equestrian statue (Geo rge I)
5 Great Lime Cross Walk
6 Roger 's Walk
7 Gu rnett's Walk
8 Rotunda
9 Garden of Venus
10 Am phitheatre with Qu een Caro line' s

Monument

11 Terrace with pond
12 Turf Terrace
13 Oc tago n Lake
14 Giu lio Foun tain
15 Lake Pavili ons
16 King Geor ge's Colum n
17 Temple of Sleep
18 Brick Temple/ Tem ple of Bacchus

I .

Bird 's-eye view, Charles Brid geman, CIrca 1723.

-------------

Grid transformations, 1720.

ARCHITECTURE AND LANDSCAPE



check the exten t of these pr ecisely. One intrigui ng detail is

that. in a drawing by Sarah Bridgeman , th e avenue leading to

Stowe Castle was len gthened on the sou th side and join ed an

avenue at a now unmarked point. which started at the sou th­

western bastion on the ha-ha (hidd en su n ken fence) designed

by Charles Bridgeman . Was it or igina lly int ended to extend

the structure to the sou th side and thus se t the gard en in a

large con figura tion of avenues?

The formal garden
The developmen t of the landscap e garde n began with th e

arrival of Charles Bridgeman in 171 3 . He design ed the layout

of the garde n toge the r with Vanbrugh , who quite dra sti cally

remodelled the house in '7'9 . Vanbrugh's in fluence on th e

layout of the garde n is recogni sab le in th e extens ion of the

prin cipal axis , which was to be realised much late r, and in the

indi rect approach taken . After his death in 1726 hi s role was

taken over by James Gibb s (, 682-' 754), wh o designed m ost of

Stowe's bui ldings.

The garde n was extended along the principal axis. On the

north side an elonga ted pond was laid out betw een two formal

clumps of trees fram ing the vista. A lookout mount was built

with mat er ial from the pond as a ter m ination of th e vista . On

the south side the principal axis was extende d beyond the

kitchen garde ns to the Alder, wh ich was tran sformed into a

formal canal. Using th is gro un d, a second mount was built on

the opposite bank of the river - the visua l result being that the

horizon was forma lly represented in the ga rden. Th e layin g

ou t of the pond broke up the Roman road , and its so u th-west

S T O W E

sec tio n was tran sfor med in to Nelson's Walk. It is probable

tha t the surrounding area was levelled and bounded by a con ­

struct ion kno wn as a stocka de dit ch . Slant Road to the south

of the 'ould' ga rde n rem ained .

Grid transformations
Around 17 2 0 Lord Cobha m began a who lesa le refashioning of

thi s forma l ga rde n. Th e design problem confron ting

Bridgem an in developing the garde n was how to create a 'link

be tween the form al system of the principal axis and the more

or less separa tely deve loped section of the garden in the west­

ern poin t of th e ori gin al triang le. Bridgem an brought the

appa ren tly irrec onc ilable facts of the site int o a synthes is in a

new design. His design can be reso lved into a topo graph ic

design matrix that laid bar e the still h idden order of the fut u re

landscape ga rden.

Th is ma trix dr ew togeth er th e form al sys tem of the pr inci­

pal axis, the design matrix of the hou se , the topo grap hy of the

estate bou nd aries an d the mo rpho logy of the Alder landscape.

This gr id enabled eve ry line of force of the m or phology and

top ograph y to be incl ud ed in th e mat rix, while th e area to the

eas t of the garden also came into play. Th e architectonic

matrix prese rved a ce rtain autonomy in the vicinity of the

house , but joine d it with the topographic design matrix in

othe r parts of the ga rde n. For in stan ce , Nelson's Seat was built

on the intersection of the Roman road with a lin e of the arc hi ­

tectonic ma tr ix on the east side . Th e Bacchus Temple , howev­

er, was placed exac tly on an in tersect ion of lin es of th e topo­

graphic design m atri x. The topog raphic design m atri x thus

'media ted' between the hou se and the topography, making a

mer ging of both me asurement systems possibl e. Bridgeman

created a geometric synthes is, wh ich Henry Wise had failed to

achieve at Blenheim.

In rela tion to thi s ach ievement Bridgeman's tran sform ation

of Stowe can be seen as follows. Th e Bacchus Templ e was

turned u n til its axis was at righ t angles to Lime Cross Walk. A

second treatmen t invo lved the use of severa l grid diagonals.

Th e layout lin e between Bacchus Temple and Giuli o deter­

mined th e oute r boundar y of th e Bacchus garde n and orga n­

ised Sleepin g Wood . With the int er sect ion of thi s cons truc tion

lin e and Lim e Cro ss Walk , Bridgeman then dr ew a line

(Roger 's Walk) from Nelso n's Seat , which int er sects the grid

diagonal between Giu lio and Gurnet' s Walk at a gr id point,

which became the site of the Rotund a. Th is transformed the

estate's topography into an 'a rch itecton ic' trian gle and inte­

grated it int o the formal orga n isat ion of the garden.

27 1
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Stowe

Axonom etrie projection

~----------------------------~--------- ~---------------
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Com pos ition sche me Hom e Park

·2

.3

'..

The Hom e Park, circa ' 734.

Rotunda
2 Temple of Bacch us
3 Couche r's Obelisk
4 Pyramid
5 Cibbs Building
6 Temple of Venus
7 Her mitage
8 Embankment Terrace/ inner ha-ha
9 Home Park
10 Eleven Acre Lake
11 Lake Walk
12 Artificial ruins

----------

'3 Great ha-ha
14 Warden Hill Walk
'5 Cascade
16 Pegg's Terrace
17 Boycott Pavilions, 1728
18 Oxford House
19 Gran d Avenue
20 Indirect approach
21 Abele Walk

a Roman road
b Lampo rt Road/Slant Road
c New Inn Farm

\

The landscape theatre

Th e walled garden with terraces was replaced by a spacious

parterre and a pond. Th e scenography of the principal axis was

adapted accordingly; the int er section with Lime Cross Walk

was incorporated into this. Th e octagonal lake was laid out in

the River Alder with a somewhat elongated shape. which the

reflecting pond proportionally corrected when seen from the

portico and parterre. Th e vista , framed by Vanbrugh's two

pavilions, then continued as an avenue, thus making the

Alder valley the middle section of the composition . Th e west

side of the garden bordered the natural landscape in the form

of the Embankment Terrace , a further development of the

stockade ditch, which also provided an unrestri cted view.

Lime Cros s Walk was extended and became Great Lime

Cross Walk, whil e two ponds accented the sym metry furth er

along the principal axis. There was as yet no formal termina­

tion: the avenue probably came out unmarked at Hey Wey,

then still the access road from Buckingham. Vanbrugh

ARCHITECT URE AND LA N D S C A P E



The liberat ion of the pictu ral element.

House
2 Topographic design mat rix
3 Nelson's Seat
4 Temple of Bacchus
5 Great Lime Cross Walk
6 Giulio
7 Rotunda
8 Boycott Pavilions
9 Gibbs Build ing
10 Temple of Venus
11 Eleven Acre Lake

12 Temp le of Ancient Virtu e
13 Cold Bath
'4 Temple of Brit ish Worthi es
15 Temple of Friend shi p
16 Pallad ian Bridge
17 Gothic Temple
18 Ladies' Temple
19 Cobham's Colum n
20 Grecian Templ e
2 1 Ame lian Templ e/ Dori c Arch r

- - ;.:' ----~..
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---(
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Plan of Stowe, 1739 (from Rigaud and Baron , Views of Stowe, drawing by Sarah
Bridgeman).

design ed the Brick Tem ple, facing the u ndulat in g land sca pe

so ut h of the garde n. Th e widened garde n sec tion, halfway

alon g the prin cipal axis, was divided by the Garden of Venus,

which had a reflecting pon d and an earthen amph itheatre,

one of Bridgeman's favourite garden feat ures. At the far end

of the pond, at its most protruding point , Vanbrugh posi­

tioned the Rotu nda. This created a second landscape theatre,

d irected like a viewfinder toward the agricultural lan dsca pe to

the west of the gar den ,

STOWE

The Home Park
Th e heavy clay soil in the wes t par t of the ga rde n was d ifficu lt

to cu ltivate. It was thus decid ed to lay a new ha-ha (a hidden

su nken fen ce) with an esplanade around it. This also enclosed

the farm land with grazing cattle, th us creating the Home Par k.

At the same time Eleven Acre Lake was ma de by damming the

Alder. This created a new composition with an open middle

area, the counterpart of Sleeping Wood. New structures on the

wes t peri mete r were visible from the Rotu nd a and vice versa.
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Stowe .

Grotto

i

Monument, Grenville Column

Comp osit ion scheme III (Elysian Fields)

.,r
/,:

Triumpha l arch, Doric Arch

Active composi t ion elements

Monument, Temple of British Worthies

Bridge , Shell Bridge

~.')~l'
~

River

Pavilion, Temple of Ancient Virtu e

Com posit ion scheme IV (Hawk well Field) ------- ---- - ---,

Pavilion, Chinese House

Monument, Congreve Monument

Ir

Active composition elements

Pavilion. Temple of Friendship

1I II

- /,lrnl

Pavilion . Goth ic Temple

Brid ge, Palladian Bridge Pavili on, Qu een's Templ e Pavilion, PebbleAlcove
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Compo sition scheme V (Grecian Valley)

111 1111111

Active compo sition elements

Pavili on , Temp le of Con cord and Victor y

Pavilion, Fane of Pastoral Poetry

i ll I I

I'vlonument, Cobham Monument

2 77

Compo sition scheme VI (Avenues) -------------,

' 0
Gate

River, Ladymead river

Active composition elements

- '

Triumpha l arch , Corinthian Arch
Gate , Buckingham Lod ges

-- -~-

Pavil ions. Lake Pavil ion s

Pavili on , Boycott Pavili ons

,
' 0

Screen

STOWE

.~

Bridge , Oxford / Ladymead Bridg e

Screen, Oxford Lodges
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The Great Lim e Cross Walk.

1 Nelson 's Walk
Brick Templ e

3 Coucher's Ob eli sk
4 Embankm5 K' ent Terrace /C6 mg George 's Col urnetts Walk

Terrace Walk umn

7 Temple of A
8 Temple of Vncient Virtue

9 Temple of B~i~:~~~odernVirtue

~ ~ Stowe Church orthies

Stowe Hou se
12 Cold Bath

r

3

4

I

Elysian Field 's. mea '739,

1 River Alder/R'
Worthies' R' rver Styx

3 Lower River
1ver

4 Upper River
5 Egerian Grott6 T 0 + Shell "em pie of (Anc ien . emple(s)
7 Temple of Brit ish ~ Virtue, 173

6

8 Temple f V ' orth iesj'H
9 Shell Br~geanitY/Modern Virt~:our, 1735

: ~ Chinese Hou se/TeCongre ve Mo mpl e ' 737" 75
0

12 Stone Brid nument
. n ge

13 Witch Wood
'4 Witch Hou se

:~ ~tr:~~ ~~~ss:alk
17 Stowe Church
18 Kitchen Garden s
19 Gren ville Col
20 cascade/Coo~mn/Monument
2 1 Giul io Monument (')

22 Pebble AI
23 Ha-ha cove

24 Pavilion s
25 Octagon Lak
26 Founta in of t~
27 Cold Bath /T e Seasonsemple of Contemplat ion
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Hawkwell Field , circa 1753.

Temple of Friendship, 1739
Ladies'/Queen's Temple, 1744/48

3 Goth ic Temple/Temple of Liberty 1744/48
4 Palladian Bridge
5 Lawn
6 Imper ial Closet
7 Congreve Monument
8 Hawkwel l Mead Walk

9 Hawkwell Hill Walk
10 Gothic Walk
11 Thane! Walk
12 Cobham's Column, 1747
13 Orangeries
' 4 Beck
15 Hawkwell Meadow

Grotto with Shell Temples. (Bickham, 1750)

.' . '.' . .

--------------------
Palladian Bridge.
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The Stowe garden as a design laboratory.

Th e first of these, a high pyramid , W3S Vanbrugh 's last cont ri­

bution to Stowe. He di ed in T726 .

The restoration of symmetry

Th e asym metry of the garden plan in vited an exte ns ion of th e

gar de n on the eas tern side. By exte nd ing the layout to th e

east, the sym metry wa s em bodied in a rou gh pentagon sha pe

with bastions. Elysia n Field s formed th e cou n te rpart to

Slee ping Wood with the Garden of Venus , wh ile Hawkwcll

Fields (Hawkwell Mcado w) was intended as a cou n terpart to

Hom e Park, Th e boundary between the two was planned as a

Walk, sim ilar to Cumett's Walk on the wes t side .

Grea t Lime Cross Walk was use d to link th e new part of the

garden with the rest. Th e di agonal put the symmetry of the

pri ncipal axis int o per sp ective and cont ras ted sha rply with the

naturali s m of Elysian Fields . The dynamic of Great Lime

Cross Walk was abso rbed by the round form of the Tem ple of

Anc ien t Virtue and dissem inated in various di rections. The

temple dominated Elysian Fields an d formed the counterpart

to the Rotunda in Home Parle Th is composition had the spe­

cia l ap pea l of a hybrid: it was o rde rly and fanciful, harmo­

n iou s and asymmetric, all at the same time. Th e topograph ic

m atrix gra dua lly lost its impor tance. The Temple of Ancient

Virtue and the Temple of British Worthies 'escaped' the matrix

and we re the initial impetus for a pictu resqu e organi sation of

the ga rden spaces .

ARCHITECTURE A ND LA NDSCAPE



Elysian Fields, with the Temple of British Wort hies,

Elysian Fields
Elysian Fields was a clear exam ple of an em blem atic garden,

Th e grou p of buildings is a com men t on the political circu m­

sta nces of the age, the message being visually conveyed to

obse rvers by holding up a classical landscap e before th em as a

m irror. Kent' s revolutionar y co nce pt was to create a garde n as

a se ries of th ree-dimens iona l paintings by using foliage, archi ­

tecture, ea rth and water. His sce nes offer ed an ideali sed and

'civilised ' view of nature, whi ch was youth fu l and transp arent ,

with architecture and folia ge in equal proportions,

Simil ar to Chi swick and Rousharn. Kent used a river as a

moti f. but now on a sloping terrain , He solved thi s problem

by designing three ponds linked together by cascades, Th e

STOWE

'A view in the Elysian Fields from the Spring of Helicon ', (From Bickham , Views oJStowe, 1753)
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The panoramic composit ion. 1759-183°.
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The House
Stowe Church

3 The Lake
4 Lake Pavilions
5 Temp le of Friendship
6 Temp le of Venus
7 Cascade and Lake
8 Boycott Pavilion s
9 Bourb on Tower
10 Wolfe's Obel isk
11 Doric/ Arnelian Arch
12 Corint hian Arch
13 N ew Inn Farm

14 Lamport
'5 Akeley Farm
16 Stowe Castle
' 7 Chakmore
18 Home Farm
19 Dadford
2 0 Oxford Bridge and Water. 1761
2 1 Stowe Ridings

Composition scheme, indir ect approach.
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5
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Buckingham Church . \ .
Entrance road
Boycott Pavilions

Oxford Avenue '. \
Equestrian statue ~ \ 5 -..
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Oxford Avenue.

water composition followed the classical sch eme: spring/

cascade/ reflecting pond. Th e upper section . the Styx, was

excavated so that space was created at its tip for a grotto , at

one time flank ed by two she ll temples, whil e the pool was

widen ed on the lower side and se rved as a reflecting sur face

for the Temple of Ancient Virtu e. The middle section , th e

S TO W E
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\

1 •..... .­
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The sce nography of Oxford Avenue.

Stowe House
Equestrian statue

3 Boycott Pavilions
4 OxfordjLadymead Bridge and Water. 1761
5 Oxford Lodges. 1765
6 Entran ce road

a Great Ouse River
b Water Stratfo rd
c Brackeley Road
d Welsh Lane

Boycott Manor Farm
f Home Farm
g Stowe Ridmgs

Worthies River, act ed as a reflecting pond for the hori zontal

Briti sh Worthies monument when see n from the Temple of

Anci ent Virtu e. Th e third section of the Alder, the Upp er

River, conve rged with th e stream from Lamport and , on an

unmark ed bend , flowed into Lake Octagon .

28 3
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Morph ology of the Stowe landscape.

Hawkwell Field
Around ' 740 a roughly oblong-shaped triangle , with a hypo­

tenuse some 2 50 metres long, was cut out of Hawkwell Field .

From the portico of th e Ladi es ' Temple , which mark ed th e top

of the tria ngle , one had a vista acro ss the eas te rn part of the

ga rde n and the undulating landsca pe to the sou th . On the

lower side , th e Temple of Friendship, built on a rou nde l of the

so u the rn ha-ha, com pleted the decor. When thi s layout is

com pared to the previou s one, the Ladies' Temple appea rs to

lie ou tside the then garde n boundary, possibly on a bastion.

Hawkwell Field was a furth er development of the [enn e

Onlrc based on the Home Park model. The central ar ea con-

sisted of pasture and hayfield s, th e largest garden space up

until then . Th e triangul ar space was bounded by avenues,

their seve re appea ra nce being softene d - albeit s till form ally ­

by me an s of coulisscs. Th e space was marked by the Gothic

Temple (originally called the Temple of Liberty) by James Gibbs,

bu ilt between '7 44 and 1748. Th is belvedere was the ideologi­

ca l pinnacle of the eastern emblematic garden . a ' tru mpet-call

of Liberty, Enlightenme nt and the Const itut ion'. From its

tower there was a com ma nding view of the sur rounding land­

sca pe. On the easte rn hori zon two eye-catche rs were built:

Stowe Castle , a farmhou se in disgui se, and the Bourbon Tower,

a gamekeep er 's cot tage bu ilt to resemble a medieval tower.

ARC HITECTURE AND LANDSCAPE
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View from the salon along the main axis of the garden.
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Plan of Grecian Valley, circa 1753.

Grecian Temple /Temp le of Concord and Victo ry
Captain Gren vi lle 's Monument

3 The Fane of Pastoral Poetry ± 1774
4 Triumphal Arch
5 Circle of the Dancing Faun ± ' 774
6 Cobham 's Column
7 Queen's Temple
8 Grecian Walk
9 Paddock Course Walk
10 Lord Cobh am 's Walk

Grecian Temple/Temp le of Conco rd and Victory.
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Grecian Valley
What Cobham had in mind for th e Grecian Valley went furth er

tha n the pastora l idyll of the [erme omec of Hawkwell Field.

His inten tion was to design th e perfect Arcadian landscape as

depi cted in one of Claude Lorrain 's paintings , an English 'Vale

of Tempe'. Death , howeve r, came more qu ickly: Kent died in

[748, Cobha m in [749. After that , work came to a s tandsti ll

un til the moment whe n Grenville m ad e th e Gr ecian Valley a

tu rn ing point in the development of Stowe gardens.

'Ca pability' Brown took over th e work of William Kent. The

Grecian Valley turned into an elongated, partly artificial, exca­

vated valley, roughly 180 metres long and between 20 and 30

metr es wide. Kent had already de signed a Gre ek Temple , th e

'larges t and mo st exquisite ever bui lt' , at the head of the valley.

This Grecian Temple was placed slightly at a slant so that it

was always obliquely visible. Around th e valley wa s a mean­

deri ng path that wove in and out of woods and clumps of

trees: a sche me that can be interpreted as th e prototype for

Brown 's belt. Statues were plac ed along th e paths to refl ect

the theme of the Arcadian landscape. Th e plantings wer e

more varie d than Bridgeman's or Kent' s and included ced ar ,

larch and Scots fir.

Accordi ng to an ea rlie r proposal (by Kent or Brown) , a lake

was to be crea ted in the valley and a triumphal arch facing th e

Grecian Temple erec ted on a roundel at th e other e nd of it.

Gren ville rejected th e idea for a lake , probabl y out of necessit y,

as there was insufficient wat er on thi s s ite . He had in mind a

prom inent place, however, for th e triumphal a rch.

The panoramic composition

Grenvill e 's era, spanning 30 years betw een [747 and his death

in [779 , resulted in a rigorous expansion of the garden .

Mean whil e an evolu tion in thinking abou t th e garden had

taken place, already eviden t from th e Elysian Field s, Hawkwell

Field and the Grecian Valley. Cobham had put th e spatial

boundari es of garde n architecture to th e test , while Grenville

switche d to the panoramic scale of landscape arch itec ture and

attem pted to in teg ra te th e gard en visua lly into th e natural

landscape.

Th e broadening and extending of th e garde n began by thi n­

nin g ou t Bridgeman's plantings. Mor e fa r-reach ing, however ,

was the widening of th e vista along the principal axis and th e

br eakin g up of the configuration of ave nues in favour of criss ­

cross ing vistas . Th e parterre was swe pt away and replaced by a

lawn covering the en tire width of the facad e , while Van brugh's

pavilion s were se t furth er apart from eac h other. The garden

S T O W E

Le Rouge's plan , '774 ,
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Stowe fro m the nor th . (Aerial photo P. van Bolhui s jP an d ion )

facade of the house had to be modifi ed : to redress the propor­

tion s the existing portico was made bigger. Th e Em ban krnen t

Terrace along Home Park was broken up and Lake Octagon

and Eleve n Acre Lake were 'naturalised'. Th e landscape the­

atr es lost their importance: the pond in the Garden of Venu s

was drained and the theatre h ill smoothe d. Ou t of cons ide ra­

tion for prop orti on , the do me of the Rotunda was lowered an d

the columns shorten ed , whi le th e vertical accents of the for­

mer 'a rchitectur al' garden were adjusted to th e overwhelming

hori zontality of the panoramic landscap e.

In 1765 the Corinthian Arch , ori ginally int ended for the

Grecian Valley, was erec ted on the hill at ew In n Farm ,

ther eb y exte nding the principal axis as far as th e hori zon. The

Lake Pavilions and the Corinthian Arch now formed a triang le

from the lowest point of Eleven Acre Lake to the highest point

of the facing ridge. Th e plantings refl ected th is com posit ion,

wh en see n from the portico , in the form of cOlllisses which

unde rpinned the per s pectiv e effect of the architectonic com­

position .

Wolfe 's Obe lisk on the nor th side of the house divided the

open space between the house an d Stowe Ridings . Th e earlier

architectonic garden , with its highly defin ed boundaries, was

transformed into a panoramic compositi on in which the fore­

grou nd, the middle sec tion and the backdrop were dr awn

together in a new dynamic balance with eac h oth er.

ARCHITECTURE AND LANDSCAPE



Oxford/ Ladyrnead Bridge and Water, with the Boycott Pavilions in the background .

The scenography of Avenues

Grenville also reali sed an idea which had probabl y already

been in Vanbrugh 's mind , As a con tin uation of th e princip al

axis towards Buckingham , he laid out a grand en trance dri ve ,

over two kilometr es long and planted with row s of lime trees.

Arriving from Buckingham, as a coup de theatre the visitor was

confronted at the end of the drive with a view of the raised

facade of the house through th e Corinthian Arch . The dri ve

then turned off and the house disappeared behind clu m ps of

trees , to reappear afte r the vis itor had passed Boycott Pavilion s

and , via Oxford Avenue , arrived at its forefront. In th is stage

management Vanbrugh and Cobham's ide a of th e indirect

approach finall y was expressed.

S TOWE

Oxford Avenue was also extende d . At th e foot of Boycott

Hill th e Oxford Lod ges , designed by Valdre , were buil t. A

s trea m was dammed and wide ne d and tra ns formed in to

Oxford Brid ge and Water, while Oxford Bridge was built in

1761. From Water Stratford on th e Ou se th e road from Oxford

now follow ed the lin e o f th e Roman road and came with a

curve, via th e junction with Brackl ey Road at Oxford Lodges,

onto th e e n trance drive. This desc ended through th e woods

until rea ching Oxford Water and th e bridge. Boycott Pavilions

m arked th e edge of th e plat eau o n whi ch the garden was

s ituated. Th e avenue co n tin ue d at a 3o-degree angle pas t th e

house as far as Stowe Rid in gs.
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Phases in the de velopment of the garden.

The pictural prototype
The Stowe landscape comprises five important pha ses in the

conceptual development of the 18th-century landscape garden.

Th e first was the plantation of Stowe Ridings with its formally

order ed system of avenues, which tied in with th e garden

th roug h th e main axis aligned with Stowe Church. Th e gar ­

den plan itself was still very formal then , chiefly defined by

the development of the main axis. Th e second was th e ' the­

atri cal' phase of the western part of the garden by Bridgeman ,

whi ch Christopher Hussey termed the most cr eativ e phase

and whic h includes the Bacch us and Venus garden s, Great

Lime Cros s Walk, the ha-ha with its fortification s as well as

the Home Park. In an intermediate phase Home Park took

sha pe in the western part of th e garden s, and the sym m etry of

the eas tern and western sections was restored . After that ca me

the th ird , naturalis tic phase of Elysia n Field s , the em ble ma tic

garden with its idealised nature and Hawk wel l Field , the first

cons cious att empt to stage -manage the natural landscape as a

ferme ome e with in th e garden boundaries. Th e fourth ,

Arcadian phase, with its natural deco r of the Grecian Valley,

resulted in swee ping changes to the architecton ic gard en . In

the fifth , panoramic phase the garden was visually int egrated

into the natural landscape. Th e Grand Aven ue and Oxford

Avenue lin k the garde n wit h Buckingham and the OllSC valley,

whil e th e ce ntral axis of the Ridings links the garde n with the

watershed betw een the Ou se and the Tove. Togeth er they rep­

resent the morphology of the hilly landscape. If the various

historica l phases of Stowe were summari sed and pro jected

into on e plan , one could conceive of the sca le and scope of its

a rch itecton ic landscape, whi ch in certain as pec ts was grea ter

than that at Ver sailles. This conjures up an im age of Stowe

that was never a real ity: it exis ted - and exis ts - only in the

mind.

ARCHITECTURE AND LANDSCAPE



The active composit ion elements

A range of classical. 'cr itical', picturesque or 'Go th ic' and eve n

exotic architecture forms th e act ive com pos itio n elemen ts at

Stowe. This range reflects not on ly the spa tia l but also the

iconogra phic development of the landsca pe ga rde n duri ng the

first half of the t Sth ce ntury. For in stan ce , the Elysian Fields

includ es a class ical water stai rs with a gro tto from wh ich the

spring rises , various cascades and a reflecting pond. But the

Templ e of British Worthies in thi s sa me com pos itio n eleva tes

British histo ry through a compari son with th e classic age.

Most of the eleme nts are related to th e scale of th e garden,

wi th the exception of the Corinthian Arch whi ch visually caps

the main axis. Th e church of th e village of Stowe , initi ally th e

focal point from Stow e Rid ings, was included in th e garden as

a rem embrance of th e earlier man-made landscape. The Gothic

Temple, a belveder e on the east s ide of th e garden , is a pictur­

esque transformation of th is idea . Th e position of th e two

rotu ndas , Vanbrugh's on th e west s ide a nd Ken t' s Temple of

Ancient Virtue on th e east side , whi ch fun ction as visua l pivots

in the com plicated sys tem of th e garden , is s triking. Thei r

position confirms the basic geometry of th e grou nd plan .

The composition scheme

Th e house was aligne d with th e ch urch tower of Buckingham.

In the course of the developmen t th e scheme of ce remonial

approach was alte red , albe it less elabo ra te than at Cas tle

Howard . Th ere is a direct relationship between the view on the

front s ide and that of the garden on th e back via th e centra]

hall. which is of modest dimension s. The e nla rge men t of th e

facades as arch itecton ic screens follow ed th e development of

the gard en . To the deg ree that the pa rte rre was s tre tched out

and the view along the ma in axis became longer, th e garden

facade was also adapted with a larger portico and s ide pavil­

ion s. A se m icircular colonnade was added on th e north side

in orde r to bring th e form and scale of th e forecourt into har­

mon y with the new approach via Oxford Avenue. Unlike a t

Cas tle Howard , th e main axis of th e house remained an

im portant support for th e landscap e co m pos ition. Becau se of

th is , the house preserved its cen tra l locati on .

The topogra phic design ma trix mediated between the arch i­

tect ure and the genius loci , the irregul ariti es of th e te rrain , and

con tro lled the h idden geometric lin ks amon g th e var ious lin es

on whic h the garde n plan was constructed . The various garde n

com pos itions within the larg er , ori ginally wall ed garde n each

have their own sche me and con tain a cohe ren t sys tem of visua l

eleme nts . Th ey were link ed together with one anothe r by th e

S TO WE

elabo ra ted Gr eat Lime Cross Walk, th e m ain axis and th e

ave n ues along th e ha-h a on th e ou te r s ide. A compositi on

adde d later in volves a view throu gh th e Doric Arch , over th e

Palladian bridge to Stowe Cas tle. However , th e arch itec ton ic

elemen ts in th e easte rn sec tion of the garden 'es caped ' th is

ma tr ix and we re placed d irectly in the m orphology of th e

terra in . A network of visua l re latio ns develop ed amo ng these

ob jects, tha t gradua lly also reac he d out ove r th e boundari es of

the ga rde n and resulted in a large -sca le panoramic landscape

co m posi tion .

Th e panoramic level was present from the very beginning

in th e Sto we Ridings with its radi at ing paths , from which th e

ma in axis over th e wat er sh ed between th e Ouse and th e Tove

dr ew a visual connection between Stowe Church and Silverston e

Churc h. Th e la ter avenue com pos itions of Grand Avenue and

Oxford Avenue link th e garden with Buckingham and th e

Ou se valley. Together th ey represent th e morphology of th e

h illy landscap e. The Bourbon Tower (a belved er e) , Sto we

Cas tle, th e Corin th ian Arch and Wolfe 's Ob elisk are arc hitec­

tonic elements on a pan or a m ic sca le.

At Stowe the middle plan is su ppo rted by elements on th e

edge of the ga rde n suc h as the Lake Pavilio ns, th e Gothi c

Te m ple and the Boycott Pavilion s. As an ense m ble, Oxford

Bridge and Water and th e Cascade and Lake , just ou ts ide the

ga rde n , are a n expa ns ion of this. Th e or igina l reflecting ponds

in the ga rde n , Octa gon Lak e and Eleve n Acre Lake, wer e

tran sformed into connecting links between th e house and th e

pan or amic level. The closed nature of th e garden was broken

ope n. Unlike at Castl e Howard , in thi s way the garden level at

Stowe has direct links with th e panoramic level.

Stowe as a do cument

In terms of landscape ar chitecture, Stowe is England 's most

com plex landscape garden and is probably th e best exam ple

of th e i Sth-ce n tu ry expe rimen tal tradition . It represents a ne w

form of landscape a rch itec tu re in both a conce ptua l and a

technical se nse. Between 171 3 a nd 1780 three successive

gene ra tions of ow ne rs, togethe r with thei r arc hitects a nd

art ists. crea ted a picturesq ue lan dscape whi ch had an almos t

incon ceivab le construct ion. Stowe, to use Christopher Hu ssey's

wo rds . is the locus classicus of pict uresque landscap e arc hi tec ­

tu re .
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Bramham Par k. '723-25. (John Woo d th e Elder )
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Sin ce 1828 the garden had been en tire ly neglected . In

February 196 2 pra ctically all th e existing beech trees . m ainl y

dating from the sec ond half of th e r9 th cen tury. we re blown

down. A sta rt was m ad e on restorin g the garde n a nd build­

in gs, including th e Gr eat Cascade along the Broad Walk. The

newl y planted trees are now 30 yea rs old and give a good

impression of th e garde n at th e tim e of rs t Lord Bingley.

At the foot of the Pennines

After a 'grand tour ' through Eu ro pe, notably in Italy, Robert

Ben son (r6 75-[730) became a success fu l politician as Lord

Mayor and Member of Parlia m ent for York. In [713 he was ele­

vated to the peerage an d became rst Lord Bingley. In r6 9 9 he

acq uired 6 [ I hectar es of Bramham Moor, so u th-west of

Bramham village . and probably began building th e house in

170 0 . His so n-in-law, George Fox. became znd Lord Bingl ey.

Geor ge Fox's son Robert died ch ildles s and th e Bing ley peer­

age ceased to exist for th e sec ond time. In 179 2 George 's

nephew James resc ue d th e es ta te by going to live th er e. After

h is death in [8 21. matt er s deteri orated again . In [828 fire

prac tica lly dest royed the house and there was no money to

res tore it. It was on ly in r9 0 6 that a start was ma de to repa ir

the house under Geor ge , 3rd Lord Bingley.

The acceptance of irregularities of site as a controlling
factor in the design instead ofsymmetryfor its own sake,
[...]foreshadowed strikingly the dawning consciousness of

landscape.

Th e land scape garde n at Bramharn House . designed by Robert

Ben son with th e help of hi s garde ne r Robert Fleming and th e

architect Joh n Wood the Elde r (1 704-54). is regard ed as o ne of

the best surviving Fre nch -style formal ga rde ns in England.

Brarnham , howeve r. is more a 'decom position' of th e form al

garde n. j otwiths tanding th e form al asp ect s o f Brarnham .

Hu ssey saw it for esh adowing English landscape art.

Christopher Hussey. English Gardms and Landscapes 1700-175°.1967
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The landscape morphology.

The front facade of the h
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Gro und plan a nd m o rphology.

- - - . geomet rica lly precise
_ in rea lity (Walks a nd vis ta to the temple)
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Brarnham House lies '5 kilometres north-east of Leeds, on

the rather flat, eastern edge of the Pennines , some 65 metres

above sea level. Bramham Beck drains into the Wharfe, a trib­

utary of the Ou se. The soil composition is extremely varied ,

from boulder-clay to sand, on a base of calcareous magnesian

limestone in the northern part and lime-deficient Millstone

grit , from an earlie r geological period, in the southern part of

the Black Fen.

The landscape garden is laid out around three branches of

the upper course of Brarnham Beck. The Terrace Garden was

probably natural landscape. The Black Fen , as the name sug­

gests, was a peat bog on the loamy plateau on the other sid e

of Brarnham Beck. Terry Lug, the home farm, responsible for

the estate 's agriculture , is on the north side of Brarnham Beck

and is relatively well drained.

The development of the ground plan
Robert Benson probably designed the plan for the house and

garden himself with the help of Thomas Archer, though John

Summerson names Giacomo Leoni as architect. The house ,

com pleted in '71 0 , is symmetrical. with two colonnades on

each side . Th e whol e has been adapted to the east-west slope

of the terrain. The siting of the house does raise questions.

BRAMHAM

The principal axis points towards the view in a westerly direc­

tion, perhaps towards the old Bramharn House in th e village ,

although this is now blocked from view. Acces s is via the local

road system and, aside from the entrance drive, ha s not been

formali sed. The drive is flanked by lime trees , planted both as

single trees and in clumps. In a drawing by John Wood the

Elder, a single row of tree s on either side of the axis can be

seen. The cascade on the principal axis of the house no longer

exists , probably as a result of it drying up .

The earliest known drawing of the landscape garden was

dated by Christopher Hu ssey between 1710 and I713. It shows

the same divi sion as a drawing by John Wood the Elder, dated

I724-25, but without the Great Reservoir and the diagonal

vista from th e house.

The architectural elements of the landscape wer e partly

built after Benson's death . When the z nd Lord Bingley,

George Fox Lane , occupied the house , various temples, urns

and columns were add ed to the garden. The obelisk at the end

of the Broad Walk was erected in memory of hi s son , Robert.

The de sign of the Rotunda was probably based on Kent's

Temple of Ancient Virtu e at Stowe. Th e Temple of Lead Lud

takes its name from the lead copies of antique statues on the

temple 's roof.
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The Broad Walk, seen near Paine 's Temple .

The woodland gardens

Th e woodland gardens nestl e am id a reas of natural wood ed

parkland of roughl y the sa me scale, giving th e impression of a

co ntinuous, unified wh ole , Th e woo dland garden arou nd the

house is known as the Terrace Garden , while that on the Black

Pen was known in Ben son's time as ' Bosco be llo', clearl y an

Italian-inspired refer en ce . As well as a parterre , the Terrace

Card en con sisted of a cascade and meandering path s leading

through an artificial wilderness in you ng woodland , whil e the

whole was su rrou nded by 3 ha -ha. Th e woodland ga rde » on

the BI3ck Fen is star-shaped and is planted with diver se spec ies

of tree such as ceda r, swee t ches tnut, red beech , lim e and

Weym outh . The third woodl and ga rde n, on a hill co n tain ing

the so urce of on e of th e tribu taries of Bramham Beck, is

probably wha t is left of the origina l wood . It has become ove r­

grown, mar ked on ly by the arc hitecton ic treatm en t of a spring .

Th e th ree woodland gardc ns are co nnec ted by a system of

vistas and avenues , walks and rid es that also crisscross the

natura l landscap e between the woo dla nd ga rde ns, which is

planted with clumps of trees , In the Broad Walk, where this

cross ing ha s been architec tura lly treated , two bridges have

been included , wh ich acco rd ing to John Wood the Elder 'ma ke

the com m u nication of the park ',

The Broad Walk, seen near the Round House and Obelisk.

AR CH I TE C T UR E AN D LA NDSC A P E



The Fou r Faces, seen throug h an avenue of the Terrace Garden .

BR AM H AM

The Four Faces, seen across the T-pond.

Plan and landsc ape morphology

What at first appears to be a di sorderl y sys tem of avenues and

vista s in the layout ca n be understood as a ' trans form ation' of

a rudimentar y orthogon al grid, locat ed on the principal axis of

the house. Due to accommodating th e terrain 's natural condi ­

tions , the grid is distorted . Th e most important lin es of thi s

de sign matrix ar e thc Broad Walk, orthogonal to th e main

axis , the Quarter Mile Walk, ru nn ing visua lly along the ho use,

para lle l to the main axis (now blocked by the stables ) and the

axis of the Bowling Green. wh ich crosses the Broad Walk at

the Ob eli sk Ponds and Cascades.

In th e grid severa l vistas have been aligned, su ch as the

pr in cipal axis of th e house a nd the patte d'oie from the Four

Faces , whi ch thus became a visual focu s of the Terrace

Garden. Due to having to accom m odate the site 's morphology,

the ang les between the poin ts of the patte d'oie ar e not purely

geo me tric and are unequa l in len gth . The longest vecto r

poin ted towar ds Bra rnham Cros s, along the Great North Road ,

or igina lly a Roman road , the central one towards the Temple

of Lead Lud at the high est point of the Black Fen , wh ile the

th ird probabl y we nt to the spring in the th ird wood land gar­

den. Thu s a triang le was crea ted betw een the Four Faces , the

spring and the Temple of Lead Lud in which the morphology

29 7



298
Elevation, The Broad Walk.

The Broad Walk.

1 Chapel (Paine's Te m ple)

2 The House
3 Forecou rt
4 Parterre

S Cascade
6 Obelisk pond
7 Great Cascade
8 Bramham Beck

9 Rotunda
10 Obelisk
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Overview.

Forecourt
2 The House
3 Stab les
4 Parterre (Rose Garden)
5 Cascade
6 Terraces
7 The Broad Walk/On e Mile Walk
8 Quarter Mile Walk
9 Lord Bingley's Walk
10 Cathedral Ride (')
11 The Great Reservoirjl -pond
12 Obelisk Pond and Cascades
' 3 Half Moon Pool
' 4 Great Casca de
' 5 Cha pel (previous ly Orangery)
16 Stone Nymph
17 The Four Faces
18 Open Temple
19 Bowling Green
20 Oc tago n (Goth ic Templ e)
21 Dog Graveyard
22 Folly
23 Rotunda (Round House)
24 Obelisk
25 Templ e of Lead Lud
26 White Gate
27 Thatched cott age
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of the na tura l land scap e was formally represented . Th e

aven ues of Black Fen point towards th e three focal points of

the system: the Rotunda, the Ob eli sk and th e Te m ple of Lead

Lud. Lord Bing ley's Walk is the exception: it is possible that

this avenue was part of a ci rcuit tha t linked th e various parts

of the landscap e gar den with each othe r.

The Broad Walk

Th e Broad Walk was conceived as an architectonic route sim i­

lar to Great Lime Cross Walk at Stow e. Th e cascade flowed

in to a forma l basin at th e foot of the valley, wh ile on th e so u th

side there was a flight of s teps. Due to increasing cu ltiva tio n

and water extraction for the Grea t Reservoir, the basin has

now dri ed up at the point where the Broad Walk and the d iag­

ona l vista fro m the Four Faces to Bramharn Cross in tersec t

BRAMHA M

each oth er. The Bowlin g Gr een was treated as a landscap e

th eat re , s im ila r to th e Bacchus and Venu s ga rde ns at Stowe.

The emergence of the landscape garden
Brarnh am is a pre-e m inen t illus trat ion of the theo ry that

English land scap e de s ign has its or ig ins in the grid plan . The

ea rly a nd fragile beginning of what Chris topher Hu ssey ca lled

th e 'dawning co nscious ness of landscap e ' ha s been pr eser ved

in thi s garde n through shee r coinciden ce. The main features

of th e plan we re determin ed by a direct co nfro nta tion between

th e design m atri x and th e land scap e m o rphology. The circ uit

wa lk was an im porta n t fac tor fro m the very begi nn in g. The

estate 's most importan t aven ues fonned a tria ngle wh ich were

probably built to co nnect the three woo dland ga rde ns .
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You have your end Madam ,
for I will never trouble you more.

Vanbrugh in his resignation letter to Sarah ,

Duchess of Marlborough, 1716

We have nothing equal to this.

George II I in a lett er to the Arch bishop of Ca nterbu ry

after vis iting Blenheim in 17 X6

Blenheim Park is situated at Woodstock , abou t 12 kilomet res

north of Oxford. The park comprises so me 1,10 0 hectar es

with a circumfere nce of over 19 kilometres. Blenheim lies

along the River Cl yrne, whil e no t too far awa y is Rousham on

the Cherwell. Both rivers converge at Oxford . Blenheim , wh ich

owes its existence to a war , also represent s a battl e of ideas.

The garden is in terest ing in tha t it re presen ts th e con flicting

theories of Vanbrugh , Wise an d Brown.

A gift from the nation

Before the year 1000, Wood stock Par k was enclosed and se pa­

rated from Wych wood Forest , su pposedly by King Alfred , as a

hu nting reservation for the Anglo-S axon kings. Th e park was a

favourite restin g place of Hen ry I. who also enclose d it by mean s

of a wall. Henry II had Woodstock Palace bu ilt , with a ret reat

and a walled garden and lakes at Everswell (now Rosamund 's

Well). Henry III. Edward III and Hen ry VII all re buil t and

embellished Woodstock Palace. Th ere th en followed a period

in which var ious English princes were born at Woodsto ck.

BLEN H EI M

Ruins of Woodstock Manor. (Ano nymous. 1714)

Most of Woodstock Palace was probabl y demoli sh ed in 1617.

During th e Civil War, in 1646 , th e res t of Wood sto ck Manor,

as it WaS th en called, became a ruin .

Th e h illy landscap e of Blenheim Park varies in heigh t

between 115 metres at High Park and 80 metres aro und Bladon .

Th e Great Par k is situated at a he ight of roughly 100 metres

and the lake at 7 0 metres. The medieva l landscape comprise d

pasto ral oak woods, wi th si ng le trees that were save d for their

fruit s. Th e name Furze Platt , along Akern an Street in the

north-east of the Great Park, refer s to an ope n, grassy ove r­

grow th, pr obabl y an exte ns ive m ead owland. Th er e are also

var ious rem ains fro m Celtic, Rom an and medi eval defe nces .

Grim 's Ditch in the no rthern par t of the Great Par k was a

Celtic for tification during the lee Age , whi le Akeman Street

was a vital Roman road . South of Bladon is a ru in of a former

m edi eval castle.



9 Woodstocl
10 Oxford Cat
11 Round Cas
12 Grim 's Dit

a Glyme
b Evenlode

A reconstruction of Woodstock Park.

Woodstock Palace/Manor
Everswell

3 H igh Lodge
4 Akeman Street
5 Furze Platt
6 Park Farm
7 Bladon
8 Old Woodstock
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Topog raphy. A River Glyme a Grim 's Ditch Site of Roman vill a
B River Evenlode b Aves Ditch Round Castle (ruin)

Oxford C River Cherwell c Hoar Ston e Sturdy's Castle
Old Woodstock D River Darn d Tumul i Gods tow Abbey

3 Woodstock E River Ray Round H ill

4 Blenheim Palace F River Thames or Isis f Motte & bailey

5 Rousham House G River Wind rush g Akeman Street
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The Rom an bridge designed by Vanbrugh. (Terasson, 1739)

Grou nd plan of Woods tock Park, vitruvius britan nicus II I. (Campbell , 1725)
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Qu een Anne presented Woodstock to th e Duk e of Marl­

bor ou gh (,650-'722) in 17°5 in honour of hi s victory again st

the army of Louis XIV at Blenheim (in sou th-wes t Germany)

on the Danube on ' 3 August ' 7°4, Marlborough also recei ved

a sum of money, sufficien t enough to have a new house built ,

which was int ended to serve as a national monument It was

design ed by John Vanbrugh, togeth er with Nichola s Hawksm oor,

and after Cast le Howard it was th eir seco nd most im portan t

comm issio n, The foundation stone was laid in 1705,

In '71 0 th e Tori es came to power, Marlborough was accu sed

of e m bezzlem en t and di sch arged from hi s duties. In 171 2

Queen Anne ordered th e building of the house to cea se, After

th e co ro nation of George I in ' 7'4 , Marlborough was reh abili­

tat ed, but was not allowed to exe rc ise political pow er an ymore.

He decid ed to complete th e house and , as an acknowledge­

m ent of Van brug h's loyalty, he procured a knighthood for him,

In 17,6 th e Duchess of Mar lborough took ma tters in to her

own hands and dismissed all the workmen, She quarre lled

BLEN H EI M
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Blenheim Palace. (Aerial photo P. van Bolhu isfPa nd ion)
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over every detail with Vanbrugh, who finall y threw in the

towel in an emotional but brilliantly written resignation letter.

Twelve year s after the first stone had been laid, the dream

hou se was still not habitable. In 1722 . after a s ix-year ab sen ce .

the Duchess sum m oned Hawksmoor to complete Blenheim.

The Duke d ied that same year and . because th e chape l at

Blenh eim was not yet ready. was te mporarily laid to rest in

Westminster Abbey.

From 1705 on Henry Wise . with th e assi stance of Charles

Bridgeman, was responsibl e for designing th e garden, contin­

uing the idea s ofVanbrugh . Under the 4th Duk e , Lancelot

'Capability' Brown (1 716-83) tran sformed Blenheim Park into

a land scape garde n in 176} He began th e work in 1764 and it

took ten years to co m plete. Sir Will iam Chambers (1 723-9 6)

added various em bellis h ments. The 9th Duk e inherited th e

estate in 1892 during th e belle epoque. He res tor ed the formal

aspects of the gard en which had been lost during the Victorian

BLEN H El M

e ra . Between 189 2 and 19 35 he carried out much repl anting

and sta rted restoring Brown's landscape, as well as eleme n ts

from before Brown' s tim e .

Vanbrugh's landscape
Th e monumental landscap e Vanbrugh envisaged for Blen heim

com pr ise d a formal approac h drive . a Roman bridge en ha nced

by the picturesque ruin of Wood stock Manor. and a part erre at

th e rear of th e house.

The House

Vanbrugh already had a design in mind before he even se t

foot on the estate: s im ilarities between the layouts for Blenheim

and Castl e Howard a re s triking. The whol e com plex was

designed to create an impression. The ma in building is

recessed and ha s four hi gh corner turret s , th e reason th e

house was ori ginally given th e name Blenheim Castle. Th e
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Duchess thought the hou se was impractical and uncomfort­

able : among her objection s wa s th e great distance between the

kitchen quarters and th e dining room . Yet it also had seve ral

extre mely practical devices . including on e of England 's first

water towers. A machine . hidden under the Roman bridge .

pumped wat er up via a wooden reservoir into a lead-lined

basin above th e en tra nce ga te. By the stables there was an oth er

resc rvoi I' used for th e west s ide of th e house .

In choosing a s ite Vanbrugh showed exceptional insight

int o th e geH iliS loci of the es ta te. The main entrance had to

face north so that a garden could be laid out facing south .

Onl y in th is wa y could usc be made of the steep Glyrn e valley

on th e north s ide . The s trea m itself wa s no more than a m etre

wide. but had formed a broad valley with banks betwee-n 20

and 25 metres high. The principa l axis of the house s tretc hed

between Ditchley Gate , on the northern boundary of the

es ta te. and th e village church at Bladon. on the sou th . with

Bladon Heath Hill in th e background . The principal axis

di vid ed th e site into four unequal parts.

The ' Po ns Blenheimens is '

Sir Ch ris to phe r Wr en (1632-1723) ad vised building a bridge

rough ly four m etres above the water level of th e Cl ym e , wi th

two se m icircu lar offshoots of the approach drive br idging the

rema in in g d iffe rence in height of 2 0 or so m etres. Vanbrugh

felt th e res u lting approach from below would not be di stin­

gu ishe d enough and in 1708 designed a Roman-inspired

bridge - a reference to th e Roman force s who had once

march ed along Akcrn an Str eet - at virtually the same height as

the forecourt so that th e portico remained in view. Th e bridge

co m prised four pavilion s and th e arch measured roughly 13

met res in width. ba sed on the width of the Glyrne valley. The

water was to now under th e bridge in the form of three formal

canals . An I i-rnetr e-high arcade. int ended to crown the bridge,

was never built. A model of Bernini' s river god s ' fountain in

Rome was to occu py a grotto under th e bridge.

--"c,

,'Y'
0, I,

, ,
" ,A/, ::. _ (O,, '"

\
E, »: »: _ '
" " I, -_)(

.><\ I , .:

\

..
,
,

,,
,
,

'''',,,
\

. 6,,,

7
)~' ; '

.r' ~

, . 6, ,, ,
v~

"
"

Matrix lines: real
Matrix lines: imaginary

Transformation of the' woods with
rad iat» J oaths

1 Blenheun Pdlace
2 Flower Garden

3 Great P"terre
4 The Wilderness/Woodwork
5 Bladon Church tower
6 Woodstock Church tower
7 Kitchen Garden
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The scenography of the Grand Avenue

Vanbrugh e nvisaged a form al sceno gra phy for th e three-kilo­

m etre-lon g Grand Avenue wi th four important visua l m oment s.

Th e m orpholog y played an im po rta nt role her e. Th e circle .

wh ich lies on a grid point of Henry Wise 's design m atrix.

den otes th e point a t whi ch the plat eau of the Great Park

begin s to s lope . From here th e visitor had an overview of the

ver tical s truc ture of the house. Attention wa s drawn to th e s ide

valley of th e Gl ym e by m ean s o f an op ening in th e plantings.

BLE N H EI M
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Approaching from Ditchlcy Gate, only the middle section of

the hou se was to be seen, framed by trees and without the

side wings. From the slopes of the side valley, both the build­

ing and its side wings could be see n in its en tire ty. At the

308 point where the plantings terminated, the visitor had a view of

the' bridge and the hou se cou ched in a swee ping panoram a.

The parterre

In the first pha se , the gard en on the south s ide con sisted of

thre e different area s: the kitchen gard en , the flower gardcn and

the Great Parterre, with path s, pond s and fountain s and plant ed

with evergreens . On the south side the parterre gave way to a

s ix-sided wilderness (The Woodwork) , which can be seen as a

formal isation of the bend in the River Clyme. The whole W~I S

bounded by a curtain wall with bastions in the corners.

The Mall and the Triumphal Arch

Due to the peculiarities of the topograph y, the approach to the

hou se from Oxford posed a probl em. From which point could

the visitor best have a preview of the hou se? Vanbrugh'« pro­

posal to lead visitors , via the Mall. through the courtyard of

the kitchen block instead of along the front of the hou se tran s­

formed the restrictions of the site into an advant age. Van bru gh

prob ably intended to mark the beginning of the Mall at Oxford

Road with a triumphal arch, but things work ed out differ cn tly.

Th e Triumphal Arch , designed by Hawk sm oo r in ' 722, was

finally placed at the end of the village stree t of Woodstock , not

as an exten sion of thi s but at an angl e, with a link to the Mall,

whereby the visitor is 'channelled' as it were to the par k

entrance via a cui-de-sac.

Woodstock Manor and th e Victory Column

Vanbrugh urged that Woodstock Manor be preserved , and later

he wanted to erect a historic column on its site to com mcm o­

rate the victory of the Duke of Marlborough. In '731 , however.

the Colum n of Victory was placed at the beginning of Grand

Avenue, after the Duch ess had earlier con sid er ed positionin g

it at the junction of the Mall and the formal avenue leading

from the Triumphal Arch .

Wise 's landscape
Henry Wise (r653-'73X) designed the plan for the land scape

gard en . Charles Bridgeman , who was just starting his care er,

assisted him, whil e Stephen Switzer helped him lay the water­

works. Wise hardl y had time to make a coh erent design , for

due to the age of the Duke the garden had to be planted with-

in a year. Wise laid out the part erre with clipped trees in tubs .

Within r8 months followin g the foundation stone. Grand

Avenue and the Mall we re planted, most likely with limes. To

the south of the Mall. Wisc design ed a formal canal.

A sketch by Wise from 1705/06 has been preserved in

which he attempts to find a solution for the Clymc in the

form of a seque nce of formal canal s and basin s on the north

and sou th side of the hou se, linked to each other by a more or

less natural reservoir in the low, meand ering par t on the west

side. A sketch in Vitl'll lJ i lls oritannicus. part III , from '72).

shows the furth er development of th is idea, with two reser­

voirs connec ted to each oth er by a form al canal. The design

was never realised in th is form. however.

The des ig n matrix

Wise atte m pted to integrate the different parts of the garden by

mean s of a design matrix which would incorporate Vanbrugh's

formal system and the architectonic matrix of the house. He

was onl y partl y success ful du e to the extreme irrcgu !:Irity of

the site. Th e matrix, however, did influ ence the sceno gra phy

of the Grand Avenue and the wood in Lower [lar k.
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View from the Triumphal Arch to the sunken bridge.
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Brown's landscape.

Blenhei m Palace
The Mall

3 Woodstock
4 Blado n Church towe r
5 Glyme
6 Evenlode
7 Queen 's Pool
8 The Lake
9 Roman bridge

The Great Park
10 Ditchley Lodge
11 Roman road /Akernan
12 Furze Platt
13 Park Farrn / Mcnager.e
14 The Paddocks
15 Fourteen Acre Clump
16 Big Clump
17 Icehouse Clump
18 Wall
19 Belt
20 Mapleto n Pond
21 Ha-ha
22 Great Avenue
23 Column of VICtory
24 Queen's Lodge
25 T· umpha l Arch [Hawl
26 Rosamund 's Well

Pleasure Garden
27 Flower Garden
28 Temple of Diana/New

(Cham bers)
29 Temple of Health (Yen
30 Fountain
31 Grand Cascade
32 Boathouse
33 Middle Lodge

· 4

Lower Park
34 Kitchen Garden
35 Conservatory
36 The Groves
37 Lower casca de
38 New Bladon brrdge
39 Long Acre bridge
40 Comborough Bridge
41 Bladon Lodge
42 Combe Lodge
43 High Lodge



On tJ1C' eas t s ide of the parte rre Henry Wise was successful

in al hic\ing continuity on the basis of a gri d that d ivided the

site in to four parts. The modu le was dete rm ined by the Mall

on the north side, the principa l axis and the axis of Wood work.

Prom the Bowe r Room an imagi na ry di agon al co uld be d rawn

ac ross the flower ga rde n and the first bulwark o f th e parterre,

Th is resu lted in int er sectio n A, the fixed poi nt in the pla n ta­

tion . A gri d with a sma ller modu le size formed the bas is fo r

di viding the site between the pa rterre and the cast wa ll. T he

avenues of the plantation originate from gr id transformations .

Brown 's landscape

Lance lot 'Ca pa bility' Brown (1 716- 83) pu t the fin al touch es to

the landscap e ga rde n. Hi s par kland was su itable for farm ing,

whi le the woo ds he planted we re an in vestment for the future.

POI' planti ngs he used elm, oa k, beech , as h and lim e , su pple­

mented wit h a mix of Scots fir and lar ch with ceda r to give a

special accent. Brown rad ically reorganised the Ble n heim

landscape, The Great Park was bounded by a belt a long the

borders of the estate with openings at certain points wh ich

provi de d vistas across the pa rk, o r framed a vis ua lly importan t

c lement. Th e ha-ha (hidden su n ke n fen ce) on th e in side was

co nce aled by clumps of orn am ental trees and s ing le ones , Th e

be lt wa lk was a furth er en ha nce me nt of Brid geman 's circ u it

walk, a rou te wh ich offere d both a view of the hou se an d the

surrounding nat ura l landscape. Brown mad e a curve in th e

Grand Avenue , about two th irds of the way from Ditch ley

Gate , and co ntinued it in a great bend alo ng the lake befo re

return ing it to the prin cip al axis a t the br idge. Th e parte rr e on

the south s ide of the house was di smantled and laid with grass ,

fro m whic h Brow n made an ope n, s loping lawn su rrou n de d

by the Pleasure Gro u nds with clu m ps of trees and bounded

by a ha -ha. Th e di sm antl in g of th e parterre did no t do a ny­

thing for the spatia l co hesion of Lower Par k, tho ug h fro m a

panoramic viewpoint it convincingly anchored the massive

house in the landscape garden .

The la ke s id e landscape

The essence of' Brow n's co n tribu tio n to Blen he im , whic h

insta nt ly became we ll-know n, was the lak esid e landscape of

the Glyme valley. In h is Plunfor the lruended Alterations, pro b­

ably dating from 176 3, Brown prop osed damm ing the rive r a t

Bladon in order to create a smooth ly co nnecting reservoir,

which was also considerably larger than before. It was the

largest lake Brown ever designed and a worthy counterpart of

Vaubrugh's palace an d the great Roma n bridge . The monu-

BLE N H £ I M

mentality of Vanbrugh 's lan dscape was sudden ly put into per­

spective by the d iagona l lan dsca pe of the lake, which brought

the sca le of the arch itectonic landscape visually in kccpi ng

wit h the geomo rpho logy.

The level of the lak e had to be rai sed to three m et res in

orde r to fun cti on as a refl ecting su rface for the panor ami c

co mposi tio n. As a result the bridge was sub merge d deep er

into the water so tha t its roo ms on the u nde rs ide were flood ­

ed. Armstrong 's cascade near the da m at Wood st ock Marier

a lso disa ppeared under water. It is telling for Brow n's preci­

sion that the water level came prec ise ly to the beginning of

the arch, which just abou t provides a balan ced im age an d

leaves th e br idge vis ua lly intact. At th e fa r e nd of the reservoir,

Bro wn design ed a cascade . Aro u nd th e lake he m ade a

pan oramic co m pos ition: th e view fro m the Triumphal Arch

was stage- managed as a coup de tileatre. Prom the Queen's

Lodge there was a view of the ho use across the le ngth of

Queen's Pool. wh ile from the Temple of Diana . by Sir William

Chambers , one could look across the west part of the lake.

Above the cascade a viewing po int was made from whe re ,

across th e stretch of lake, the house co u ld be seen.

The dialectics and visual synthesis of the

architectonic landscape

At Blenheim the m ain develop menta l phases of picturesque

land scap e archi tect ure a re di rectly evide nt. Whil e Stowe

derives its s trength from the topographic desig n matrix and

Cas tle Howa rd gai ns its from the la nd scap e theatre. Blen heim

was exceptiona l fo r its fo rmal di alectics . Its land scap e seems

to h ave been forged wit h a s ledgeha m me r: it is a visua l tour

de force , unique in th e hi st ory of 18th-century landscap e

ar chitecture.

Th e formal sce nog ra phy of th e Gra nd Avenue has been lost

for the m os t part; on ly traces of Wise 's rati onal desi gn m atrix

remain . Recen t reconstruct io ns have dis rega rded the aspects

of the forma l and rational staging that were con nected with it.

As a resul t the confrontation be tween Vanbrugh's landsca pe

an d Bro wn 's lakeside la nd scape fai ls to co nvey the bo ld ness

wh ich lies hidden in the plan .

Brown 's dammin g of th e Cl ym e co m bine d th e design

d ialecti cs of th e a rc h itec tura l landscape to crea te a visua l syn­

thesis. Hi s lake co m pos ition has so me th ing miracul ou s abo u t

it. or as Sir Sacheverell Sitwell, fr iend and adv isor of the 9th

Du ke , pu t it: 'There is nothing finer in Europe: in its way this

is one of the wonders of the 18th century.'
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Tilt; garden is Daphne in little: the sweetest little groves,
streams, glades, porticoes. cascades and river imaginable:

all the scenes are pellectly classic.

l ioracc Walpole (1717-97), Corrt'SJ!0lldt'IIct' vo', X

Th e garde n at Rou sh arn is regarded as the best surv iving

design of William Kent (,685-' 748) and is an important docu­

ment lor studying his work . Kent's plan was based on an earlier

de sign by Cha rles Bridgeman (circa ,680-' 738), execu ted

aro un d 1720. Wh ile Bridgeman and Kent were cont cmpo­

raries , the) represen t different gen eration s from the viewpoint

of landsca P" archi tecture. Bridgem an's style was sha ped by the

forma l idiom of Wise. wh ile Kent's com pos itional tech nique

was more pictur esqu e tha n architectu ral. a imed more at corre ­

spondi ng tableau x and visua lly coordin atin g spaces than the

tectoni cs of the plan .

A bend in the river

Rou sh am Hou se was built a round 1635 by the grandfathe r of

Colonel Robert Donner. who settled there afte r a se ries of

cam paig ns under the Duke of Marlborou gh . He com mis­

sioned Bridgema n to design a new garde n. which was poss ibly

laid ou t between 171 5 and 1726 . His brother, Gen eral Jam es

Donn er, also a Bl enheim vete ran, inherited Rousham after the

Colonel' s death in '737, ;I1 1d in that same year commi ssioned

Kent to modif y Bridgcmaus gard en. Thi s was designed and

execu ted between 1737 and 1738. Th e General died in 1741 01'

1742 an d his neph ew, Sir Cleme nt Cottrell. the Master of

Ceremonies of George II , inhe rited the esta te but was hardly

ever there. Around ,86o , William SI. Aubyn enlarged the

hou se, whe reby many of the deta ils of Kc-nts design , such as

Rousharn (Aeria l photo P. van Bolhuis /Pandion]
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The landscape morphology.

Rousham House
River Cherwell

3 Rousham Church
4 Steeple. Aston Church
) Upper Heyford Church
6 Lower Heyford Church
7 North Roundel
8 South Roundel
9 Gothic Mill
10 Eye-catcher

ARCHITECTL'RE AND LANDSCAPE



the m ullioned windows. probably di sappeared. in 19 8 2 a

rest o rat ion pla n was drawn up by th e th en Hi st ori c Buildin gs

and Monu m ents Co m m iss io n to restore Kent' s landscape.

Rou sh .nn Hou se is s itua ted in a wo od ed land scap e , close to

the villages of Steep le Aston a nd Lower Heyford , hal fway

between Oxford and Ban bury in Oxford s hi re . T he ha m let of

Roush.nn proba bly da tes from abou t 12 0 0 . The house lies o n

a level area of a plat eau , fac ing sou th, w h ile th e garden lies o n

the north and west banks or th e River Che rwcll. The part that

Kent developed cove red so me s ix hectares , The Che rwe ll flows

from north to so uth , bo un de d by a steep ban k of oo li tic lim e­

stone , 15 metres in he igh t. situated in a bend of the rive r.

from wh ich severa l s pr ings o rig ina te.

Bridgeman 's design

Before Bridgem an 's a rrival. th e Tudor house was sit ua te d in

the centre or the village. flanked on the eas t side by a wa lled

vegetable garden. On the west s ide was the Warre n , an enclosed

wi ld pa rk and pr ob ab ly th e rema in s o r a m ore ex te ns ive wood.

To th e rear wa s a walled garden with a parterre and terraces

that descen de d to the river. in th e bend of th e river was a

series of fis h po nds.

An undated drawi ng by Bridgem an de pict s th e most

important clements of h is design . The parterre was replaced

by a grave l wa lk a nd a s lig ht ly su n ke n Bowling Gr een . Th e

live terraces were repl aced by a gra ssy s lope. The main di vision

in Bridgem an's des ign of the wa lled wood lan d ga rde n was

based on two intersecting axes, suggested by the sharp angles

of the boundaries. T he ga rden co n tai ned a series of fo rmal

elemcn ts lin ked toget he r by sc rpen tin e pa th s, The house a nd

the new woo dla nd ga rde n were linked by one path a lon g a

re tain ing wa ll in th e s lope. Halfwa y, a t a bend , Bridgeman

des igned a bast ion as a ' r ise' in th e ax is o f th e st ra igh te ned

river. He also designed two am phithca tres on eac h s ide or the

parterre from where one co uld have a view across th e valley.

These landsca pe thea tres es ta blis he d the most importan t cha r­

ac ter istic or th e later land scape garden.

Kent 's design

Kent remodelled the Tudor house in the Gothic style. adding

wings to each side of the hou se . He design ed seve ra l garde n

s paces wh ich ope ne d on to th e m eadows o f th e Chc rwell, w ith

rou ghl y th e same sy m me trica l s tructure and with a con cave

slope. The visua l reach or the relati vely s ma ll ga rde n was

enlarged by includi ng the hi lls. on th e other side of the valley,

in the plan.

ROUSHA M

The New Garden , (Charles Bridgeman, circa 1725)

A reconstruction of Rousharn House, circa 1715-

Rousham H ou se
2 Farm yard
3 Walnut Tree Orchard
4 The Warren
5 Rousham Church
6 Green
7 Terraces
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Serpent ine Rill wi th Cold Bath .

From an iconographic viewpoint Rou sharn. like Stowe, wa s

an em blem atic or 'learned' garden , each s pace having be en

given th e s ign ific ance of a cla ssica l scene, Alon g th e edge of

the plat eau , urn s and s tone scu lp tu res were u sed , oft en to

hori zontal e ffect. Lead statues wer e placed in the niches of th e

hou se and lower down in the garden . The s truc tu res we re also

co m bined with a lookout point. Kent placed a s tatu e by

Sch eemakers at th e e nd of the Bow ling Green as a vis ua lly

important link: from the hou se it denoted the edge of th e ter­

race and in conjunction with th e Gothic Mill and the

Triumphal Arch (an eye-catcher] gave depth to th e vall ey.

The transformation of the woodland garden

In order to enlarge the north part of the garden , th e road to

Steeple Aston wa s shifted with the result that Hcyford Bridge ,

dating from 1255 , became part of th e garden , Kent replaced

Bridgeman's se rpe n tine sys te m of path s with a sim pler struc­

ture and reduced the number of garden s paces . As an irnpor-

The Paddoc k from the terrace, with the DYing Gladi ato r.

venu ss Vale. (Kent. ci rca 1738)
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View from the Parterre/B owling Green.

The Cuttle Mill/Goth ic Mill. (Kent . 1738)

ROU SH AM

taut new clement he de signed the Grass Walk. which made it

possible to walk along the wall from th e Paddock. via the Oval

Pond , to the lower part of the garden. This now comprised

three sections. Along the river an open grove was planted and

as a new lookout point Kent designed Townsend 's Temple.

nam ed after the mason-architect William Town send of Oxford .

At th e end of the shorte ned Elm Walk a s ta tue of Apollo was

placed with its back to th e Walk . Thi s was apparentl y int ended

to lure o ne into th e Praencst c. la vis Batey points out th at vir­

tu all y all o f the statues a t Rou sh am face outwards in st ead of

inwa rds . as wa s the n th e cus to m. undoubtedl y with th e idea

of en tic in g th e vis ito r to do the sam e .

Th e key to improvin g the re lat ions h ip between th e Bowling

Gr een . th e Paddock and the woodland garden lay in a narrow

part o f th e garden at Bridgeman 's bastion. This wa s refa sh­

ion ed into a terrace with balustrade. the spa tia l pivot of the

landscape garden with a view from eac h of its s ides . On th e

terrace th e vis ito r is una ware that th e balustrade lies directl y
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The garden space s.

The Forecourt

The Bowling Green
) The Great Slope
4 The Walled Garden
5 The Meadow
6 The Paddock
7 Upper Grove
8 Green Walk
9 Woodland Walks
10 venuss Vale
11 Oval FIS hpond
12 Heade r Pond/Upp er Pond
I ) Watery Walk/Serp ent ine Rill
14 Garden Bridge
15 Bridge Walk
16 River Cherwe!l
17 Heyford Road and Bridge

above Praeneste, From Elm Walk , th e longitud inal axis of th e

lower-situat ed woodland garden. th e arcade is vis ible from a

diago na l ar ea. Thus th ere is an arra nge me n t o n two leve ls . the

o ne link ed to th e othe r by the pivotal positi on of the terrace

and arcade.

Venus's Vale

Th e wat erworks at Rousharn were fed by a number of springs

high in the h ills . wher e the wat er wa s collected in two header

ponds and an oval fishpond just in side th e garden wa ll. In

th is way m od est . natural water pr essure co u ld be bu ilt up .

T he Lower Cascad e and Pool and th e Upper Cascade had

fou nta ins some nine a nd s ix metres in he ight. respectively.

Th e th eatre to th e eas t of Pra en cst c also has a 7.5-m cl re-h igh

fountain with she ll-sha ped ba sins. Th e Ch erwell se rved as a

refl ecting pool.

The iconogr aphy of Vcnus' s Vale e m braces sy m bo ls of se n­

sua lity and fertilit y (counterpoints to th e dyin g glad ia to r on

th e terrace above th e Pra eneste) as we ll as co n ta in ing refer­

ences to Spen cer's The Fa erie Queen. Thi s fa irytalc theat re is

domina ted by Venus . flanked by swan s and ob serv ed from

the su rrou nd ing wood s by Pan an d a sa tyr. Th e d rawi ng of

Venuss Vale by Kent shows he int ended an airy co m po sitio n.

with op en views along th e s tatue of Venus. Kent pla nted the

s ides with clu m ps of trees . pruned to allow light to enter th is

limi ted space in which one looks towa rds the hi ll and . in the

afte rn oon s . towa rds the sun .

The Wa rren o n the west fron t of the hou se was transformed

int o th e Paddock . a n o pe n m ead ow with clumps of trees sur ­

rounded by a ha-ha , and the Pleasure Grounds. with views on

all s ides . On th e we st s ide Kent de signed the Palladian Gate.

flanked by two urn s. Next to it wa s th e Cow Tower, a gate­

house whi ch wa s used on th e other s ide as a cow shed . Insid e

th e tower a s pace had been left op en for the Goth ic sea t. from

which th e vis ito r had an adva nt ageous view of the remodelled

hou se . e mbel lishe d with Gothi c orna me ntatio n . and Rou sham

Church . with th e clumps of trees . the lort h and Sout h

Round els . o n the hill s on the eas te rn hori zon .

The perimeter walk

In Brid gem an 's design th e parts of th e ga rde n on both sides

o f th e parterre we re not directl y linked to each ot he r. Th e path

to th e bast ion wa s th e on ly acc ess to the wood land ga rden .

which had to be taken in bo th di rectio ns. Kent de signed a cir­

cu la r wa lk with m an y al ternatives in which he ma de optimum

use o f th e ga rde n's perimeter. In th is wa lk along the boundary

A RCHITECTU R E AN D LANDSCAPE



The Perimeter Walk.
==== 20

Architectonic elem ents.

24 Theatre
25 Ga rden Bridge and Cascade
26 Pyramid House
27 Classic Seat

Rousham H ouse
2 Pigeon House
3 Rous ham Church
4 Parterre
5 Terrace/Arcade

21. 6 Header Pond
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• ' \ 7 Upper Pond
19 \ \, 8 Upper Cascad e

18 \ \ 9 Octago n Pond
• · 0 ); , 10 Lower Cascad e
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G othic Seat

2 Townsend's Building
3 Viewing Seat
4 Praeneste
5 Classic Seat
6 Green Seat
7 Gravel Walk
8 Rousham Church
9 Rousham House
10 Heyford Bridge

of the garde n, Rou sham was presented as a [e rme arnee, with

the hou se, churc h and walled vegetable garden se rving as a

backdrop.

The walk was ma inly along grass and came ou t in th e

lower-situated pa rt of the gard en . Via Elm Walk the walk co n­

tinu ed through the new garden to the lower side of Venus's

Vale. Th e turning point of the route was Pra en este , from

where there was a view acro ss the valley to Lower Heyford .

Th e walk continue d along th e river to the eastern part of th e

garden with the Class ic Seat. from where there was a longitu ­

dinal vista of the Che rwell. Th e hou se could finally be reach ed

again via the vegetable garden.

The la ndsc ape t heat re

Kent retain ed the grea ter part of Bridgeman's design for

the garde n but enha nced the visua l cohes ion betw een th e

main spaces by coordinating the mo st im portant vistas. He

had the axes int er secting at an unmarked point located out­

side the actua l garden. By means of thi s imaginary int er­

sectio n, the hidden link between the valley wall and the

vario us gar den spaces becam e visible so th at the Che rwe ll

valley an d the sur rou nding h ills were transformed into a

large am phithea tre.

Kent created a theatri cal landscape by 're touching' the exist­

ing natural one . He m ad e practic al use of exis ting picturesque

features such as th e hou se , Rousham Church , Heyford Bridg e

and the church tower s of Steepl e Aston and Lower Heyford.

He tran sfor med a cottage in the middle sec tion by usi ng a

Gothic gable for the Gothic Mill. On the barren hill s to the

eas tern hori zon he planted two clumps of trees , the North and

the South Roundel. Refin ement was achieved in the form of

an eye-catcher in Aston Field, built again st the north ern valley

wall , int ended to 'an imate' th e horizon .

The hidden geometry of the panorama
Kent' s co m ple tion of Bridgeman 's co m pos ition wa s a mas ter ­

piece. He ope ne d up the ga rde n and sys te matically directed

the focu s outwards . By using clever routing and by animating

the hori zon, Kent created the illu sion of a boundless park

landscape within thi s small garden. Th e arrangement of the

garden spaces and vis tas aro und an imaginary centre was

unique and her ein lies the se cre t of Kent's visual syn the sis.

He di scover ed the hidden geo metric relation ship betw een the

var ious par ts of th e garden and in so doin g made the hou se ,

th e ga rde n spaces and the sur rou nding hill s part of a panor­

amic landscap e theatre whi ch also included the obser ver.

ROU5HAM
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Apollo grant us a home afoul' own. We are weary.
Give us a walled city which shall endure and a lineage

af oul' blood.

Prayer of Aeneas at Delos

Aro un d 1740 Woburn Farm , T he Lea sow es , Painshill an d

Stourhead we re created, wh ich we re to be influential in th e

development of the landscape garden duri ng th e se co nd hal f

of the i Sth ce n tury. It is s ign ifica n t th a t th ese ga rd en s we re

des igne d by the ow ners and garde n en th usias ts th emselves ,

unassisted by land scap e arch itects . T hey are a ll based on the

concept of the circular wa lk: the path an d immed iate sur­

roundings was the actual ga rde n. whi le the rest was ag ricu ltura l

landscap e or woo ds. Th e m ost famous a nd bes t preserved

exa m ple o f these is Stourhcad . whe re an Arcadi an landscap e

was crea ted in the manner of paintings by Claude Lorrain a nd

Salvator Rosa. Her e th e circular walk is staged as a se que nce

of vignettes . with the lak e as the reflecting pool mirroring the

scenes. The park also has an exceptiona l geology.

The Arc adian initiation

Histor ically speak ing, the area arou nd Stou rh ead is holy grou nd.

Acco rding to tra dition it is the spo t wh ere Kin g Alfred, th e

foun de r of the Eng lish nati on and leader of th e An glo-S axons ,

defeated the Dan es at the Battle of Edington in 878. Stourhead

Par k, cove ring so me 2, 100 hectar es , was orig ina lly a much

lar ge r esta te belon gin g to the Stourtons, a lrea dy a pow erful

fami ly during the Ang lo-Saxo n peri od. Rob ert Stourton was

granted per mi ssion to bu ild Stourton House aro und 1350. In

1448, Sir Joh n Stou rton, Henr y VI 's treasurer, was a llowed to

e nclose 4 0 0 hecta res of m ead ows , graz ing land and woods

STOURHEAD

Landscape with Aeneas at Delos (Claude l.orrain. 1600-82)

around the source o f the River Stour as a huntin g par k. Afte r

that the fortunes of the Stourtons steadi ly went downh ill. In

the 17th ce nt ury they suffered for the ir Cat ho lic and royal is t

beli e fs , a nd durin g the Civil War of 1642-4 6 their es ta te was

ransacked by gove rn me nt troop s a nd they in curred heavy

debts . In 1717. the es ta te was sold to Sir Thomas Mer es , who

resold it th at sa me yea r at a profit to th e bank of Sir Richard

Hoare . In 1720 it ca rne into th e possession of th e latter 's son,

Henry Hoar e (16 77-1725). 'Good He nry' was th e second ge ne r­

at ion of a burgeoni ng financia l e lite. The buying of la nd was

o ne of the few ways of invest ing financial profit. as we ll as

being a pre req u is ite of power.
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Geomorphology of Stourhcad Park

House
SIX Wells Bottom
SI. Peter's Pump

4 Oland'S Basin
5 Lily Pond
6 FISh Ponds

7 Gorden Lake
8 Paradrse Well
9 Paddock Lake
10 New l.ake/Caspcr Lake

ARCllITl(TlJRf ANO LANDSCAPE.
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Stourhead Park. 1722.

1 Location of Stourhead House
2 The new house
3 Forecourt with oval law n

4 Walled garden
5 Great Oa r Pasture

6 Stables
7 Sto urton Village
8 Ponds on the Stou r
9 Rectory

Temple of Flora With cascade and spring. (Bampfylde, 1753)

'Good Henry' s ' son. Henry Ho ar e II. 'T he Magnifi cen t

(' 70 5-85). i st Baronet a nd found er of Stourhead Park . wa s not

on ly a s po rting type but a man of tast e , with an interest in

paintin g and literature. As a banker. he wa s at the hub of the

n ew court soc iety under George I. who es ta blished th e politi­

ca l power of th e Whigs . Powerful gentlemen su ch as Carli sle

and Burl in gton borrowed m oney from Ho are to build th eir

co un try scats . as di d Van brugh a nd Ken t. In [74 1 he m oved to

Stou rhea d and a fte r the death of h is wife in ' 743 he se t about

desi gni n g th e landscape ga rde n . assis ted by Henry Flitcr ofi .

a n es ta blished ar chitect of th e time .

In 178 5 th e grandchild of Henry Hoare II , Rich ard Co lt

Hoare (1 758-1838) . z nd Baronet, inherited th e estate . Under

hi s gu idance th e famil y ca me to own land . including Stourhcad ,

wh ich e nco m passed a n impressi ve 4 ,5° 0 hectares . a nd th e

la ndsca pe ga rde n wa s co ns idera bly e n la rged. Stourhead

cha nged very li ttle during the Victo rian Age and in 1946 a ll

but 890 hectares of th e es ta te wa s bequeathed to the National

Trust.

STQURHEAD
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View acro ss the lake screening the buildings.
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Stourhead House'.

32 S

Stourhead lies on the wes tern edge of the Wessex cha lk

downs. known as Salis bu ry Pla in . and borde rs the three cou n­

ties of Wil tsh ire . Somerset and Dorset. These dow ns. created

by folds of meta mo rp hic Jurassi c rock . form th e sca rp la nds o f

Sout hwes t Eng l:!nd. and vary in hei ght bet ween 4 0 0 and Goo

metros abov e sea le-ve-l . Th ey becom e incre~l sillg l y h igh er to

the wes t and are bou nd ed by a s tee p ledge lying <)00 m etres

above sea level before descendin g a bru ptly to 300 m etres

above sea level. The re latively soft rock is d issec ted by deep

valleys or combes . their steep ledges being till' so urce of Sl'ver­

al artesian springs that feed the surround ing rive-rs. The area

around Stourhcad is the waters he d of th e Brue. Wy lye a nd

STOURHEAD

Frome rivers. the latte-r Illeeting the River A\'On at Ba th and of

the Dorsl'l Stour which flows through Dorset. Salisbury Plain is

England 's o ldest inhabited landsca pe and the re a re many pre­

hi s tori c and Roma n re-mains of sett lements a nd fo rtresses.

in cludin g the famous Sto ne he nge. Iro m the Bronze Age. so me

30 kilonu -t I'e s away.

TIll' Stou rhca d land sca pe th er e fo re co ns ists of two extremely

d iffe re n t a reas : th e cha lky, rollin g . arab le land of Sa lisb ury

Pla in \\ ith its sparse \l'getation. east of the house . and the

sr.uplands intersected by the River Stour. with a steep bank

hugging the Clastonbur) Pla in to the \\est. T he Stour was

probably al rl'ad) damme-d arou nd 17 0 0 . In Six Wells Bottom



326 The Pleasure Grounds. ' 733-50 .

Hou se
2 Pleasu re Garden / lawn with beeches
3 Apollo 's Belvede re
4 Fir Walk. 1733
5 Obelisk. 1746
6 Great Oar Pasture
7 Ha-ha
8 Stables
9 Terrace
10 Venetian Seat
11 Temple of Flora
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Map of the estate. 1785_

and the junction with the s ide valley of Stourton village there

was originally a chain of ponds. In the valley ther e wer e sup­

poscdly a windmill and a few farmhou ses. Th e rectangular

pond at Paradise Well, where Flilcroft later bui lt the Temple of

Flora . was a dr ink ing water reservoir for Stourton village . By

building a dam acro ss the sou th-wes t corn er of the valley the

fish pond s were flooded to creat e a lake.

Stourhead Park around 1722

In '7' X Stourton Hou se was pulled down and in 1720 building

started on a new hou se in the Palladian style. design ed by Colin

Campbell (1676-1729)- It was called Stourhcad Hou se - a nam e

that suggests the dammi ng of the Stour was intended from

the w ry beginning - and con sist ed of a cube-shaped block

similar to the central part of Villa Emo in Italy. also a Palladian

build ing. Th e hou se existed for so me 60 years in thi s sim ple

for m , until in 1792 it was enlarged by two side wings. a

library and a pictur e ga llery. In ,X3X a porti co with a fligh t of

steps was added. built according to Cam pbell's origina l design .
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House
Stourton Village

3 The Lake
4 Temple of Ceres/Flo ra
5 Parad ise Well
6 Oak Bridge, 1749
7 Grotto. 1748
8 Pantheon, '755'57
9 Dam, 1754
10 Top Wood

The Valley Garden phase II 1760.85

Hou se
Iron Bridge

3 Cascade, 1765
4 Temple of Apoll o, 1765
5 Rock Bridge, '760,65
6 Rock Underpass
7 Hermitage .
8 Stone Bridge/ Palladian Brid ge
9 Bristol Cross. 1765
10 Greenhouse (Cot hic ')
11 Venetian Seat?
12 Chinese Umb rella
'3 Turkish Tent
14 Orangery
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The new house lay some 200 metres west of former Stourton

House. with the entrance on the east front. It was reached

Irom the south front. probably via the existing approach to

Stourton House that branched off from the village road to

328 Stourton. On the north front was a walled courtyard that W~I.S

probably dismantled or moved elsewhere at a later stage.

When the site is seen in the morphology of the landscape. the

view of the forefront across the farmland. in keeping with the

nco-Palladian nature of the agricultural villa, appears to have

been the deciding factor in positioning the house.

The Great Oar Past ure
The first ga rden to the west of the house was a [enne ol'/l,5e

after the model of Home Park at Stowe. The Pleasure Carden

comprised a walk around the Creat Oar Pasture, its form

directly derived from the natural morphology and surrounded

by a ha-ha. Around '746, Fir Walk. a terrace covering the

entire length of the valley wall. was laid out along the edge of

Six Wells Bottom. In 1746 an obelisk was built at its northern

end. On the south side lay a terrace that probably had a com­

manding view of the eastern side valley and Stourton village .

In 1724 the Stour valley appeared as it did at the time of

Stourton House. The walled vegetable garden to the south of

the house was dismantled and replaced by a lawn with beech

trees. Apollo's Belvedere was built at the southern tip of this .

In the present situation the Creat Oar Pasture forms a whole

with the parkland around the house. though the visual rela­

tionship with the valley garden has been lost through the

growth of the plantings on the hill.

The valley garden

The development of the valley garden began in 1744 with the

building of the Temple of Flora and a grotto on the edge of

the drinking water basin at Paradise Well. The building of the

dam in '754 flooded the tableau at the Temple of Flora and

the role of Paradise Well was partly taken over by the Crotto

on the other side. The site of the Crotto, as with the Temple of

Flora, was selected due to its proximity to a spring of the Stour.

The water source was venerated like the Spring of Clitumnus

by Pliny the Younger. The publ ic road between Stourton and

Blackslough ran across the dam on the edge of the plateau.

Later the outermost circuit of the park along Alfred's Tower

and the Covent was linked up with this.

The Aeneid. an epic poem by Virgil on the founding of Rome,

played an important role in the initial phase of tile garden. On

the Temple of Flora an inscription tells of Aeneas's initiation

Alfred 's Tower on the edge of Salisbury Plain, with views over Glastonbury Plain.

into the future of Rome. The Crotto, covered in tuff stone, is

also dedicated to Aeneas . According to Kenneth Woodbridge.

the painting 'Aeneas at Delos', by Claude l.orrain, is a key to

the grotto's design.

After '75' work came to a standstill until. in 1755, Hoare

resumed again with the building of the Pantheon, originally

called the Temple of Hercules. It became the chiefclement of

the design and was placed at an angle across from the house.

on one of the longitudinal axes of the lake, so that it could be

seen from Fir Walk and terrace. This Roman temple consoli­

dates the universal. classicist nature of the design and puts

the Aeneid theme in a broader context.

The second ph ase 1760-85

In 1757 the Pantheon was completed and the lake given its

present outline. A rock bridge was built across Zeals Road.

carrying the path which went from the dam up the hill

ARCHITECTURE AND LA NDSCAPE



View across the lake Irorn the Pantheon.

towards the mor e elevated Temple of Apollo , bu ilt in 1765,

From here, as the apotheos is of the circular walk, there was a

view across the entire lake, Th e path continued along the

other side, going down and passin g thr ough a grotto under

Zeals Road, until it eme rged at the eas tern arm of the lake.

The Grotto and the Tem ple of Apollo indicate the amplitude

of tilt' wave-like movement. as it were, whic h is desc ribed by

the path in relatio n to the re fl ecting surface of the lake.

Meanwhile at the foot of the Tem ple of Apollo a new

tableau was crea ted, the concluding cleme nt of till' design of

till' valley garden. From the Pantheon the visitor could look

back towards the bui ldings of the village and St. Peter 's

Church, which were somewhat at odds with the class ical

structures arou nd the lake. What to do with till' village) At

Castle Howard the village of Hcndcrskelfe disappea red under

the parterre , while at Stowe on ly the church remained. Hen ry

Hoare II, however. left Stourton Village as it was . A rus tic.

STOURHEA D

The Pantheon /Temple of Hercule s. ' 755-57.

fi ve-arched brick br idge, inspired by Palladio's br idge in

Vi cen za. was placed as :1 co/dim: in front of it, thereby crea ting

the impression of a river fl owin g th rou gh the village.

In 1765 Bristol Cross was added to this sce ne, a med ieval

cross that Henr y Hoa re acqu ired in 1764 and had re-crcctcd

in Stourton at the garden entrance, on the axis of Fir Walk, as

a counterpart to the obe lisk on the plateau and the Pantheon

on the othe r side of the lake. This sim ultaneo us ly created a

geo rnetric synthesis in th is tableau betwee n the various garden

spaces and merged toget he r the th ree pictorial ge nres: the

Class ical (in the form of the temples), the Rustic (the village)

and the Gothic (clem ent s from British histo ry).

Th e third ph ase 1785-1820

Th is \\as the landscape garden that Richar d Colt Hoare inher­

ited in t 7~5- The valley garden was large ly completed, and it

was on ly necessary for him to add or mod ily a few of till'
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The Stourhead landsc ape. 8 New Road 17 Quarry
9 The Drove 18 N eolithic acres

Stourhead Hou se 10 Long Lane '9 Iron Age fort
2 Sto ur 11 Stourton Village 20 Circular earthen wall

3 Stour head Lake 12 Sta bles 21 Rom an Camp
4 Paddock Lake ' ) Recto ry 22 Beech Cottag e
5 New Lake /Ca sp e r Lake 14 5tou rton Farm 2) St. Peter' s Pump
6 Six Wells Bottom '5 Top Lane Farm/H ome Farm 24 Rustic Convent
7 Tower Road 16 Beech Clump 25 Alfred's Tower

details . Henry Hoare's building programme was revamped to

obtain a stylistically pure effect, similar to that of an Italian

villa. The Turkish Tent, another artefact, had already disap­

peared in '792 and the Venetian Scat, the Chinese Alcove and

the orangery were pulled down. In ' 79X the wooden bridge

s pa n n ing the northern arm of th e lak e wa s replaced by a ferry.

In Stourton the cottages that s po iled the view of St. Pet er 's

Church and the garden were torn down , while the remaining

on es plus the church were given Cothic-st yle parapets . The

inn was s u pplied with the family coat of arms, while a Tudor­

in spired lodge was built at the beginning of the driveway to

the house,

The valley garden 's system of paths was radically changed,

Crave] path s were laid out along the shore of the lake and a

path running along its northern arm incorporated thi s part of

th e design into the garden. Zeal s Road wa s enclosed and an

internal link created by making a path from the village across

the Palladian bridge to the dam . The va lley garden e n tra nce

wa s moved to the village so that the 'prescribed' route of the

walk wa s interrupted. The de scent from th e house and th e

steep climb to the Temple of Apollo were skirted, while the

effect of Henry Hoare II's scenography W:IS lost.

Colt Hoare drastically altered the plantings around th e lake

by planting exo tic trees and shrubs. The hill south of the lake

wa s planted with laurel trees so that th e Temple of Apollo

s tood out in a se a of green. The wood wa s also underp lant ed

with laurel. which became so rampant it quickl y had to be

kept under control. Thus the transparent IXth-century plant ­

ings turned into an impenetrable thickset mass ,

The Stourhead landscape

In a letter to hi s daughter Su sanna in [762 . Henry Hoare II

wrote of a plan that would crown all the other foregoing work,

This wa s to be a tower dedicated to King Alfred on King settl e

Hill . a few kilometres north -west of th e house on the edge of

Sali sbury Plain. Alfred 's Tower is at the end of a formal driv e

ARCHITECTURE AND LANDSCAPE



Bridge, lake and south bank. (C.w. Bampfylde, 1770 )

Bridge, lake and south bank. (S.H . Gr imm, 1790)

Bridge, lake and south bank. IF. N icholson, 1813)

S TOU R HE AD

at th e highest po int along th e s tee p we stern ledge , close to the

former battlefi eld and on the borders of the counties of

Som erset. Wilt shire a nd Dor set. Thi s vis ually s tra tegic posi­

tion o ffers co m ma ndi ug view s across the Somerset Plain a nd

th e Gla stonbury Moors , aga ins t th e backdrop of the Bristol

Cha n ne l. Th e tri angular tower. di rected towards eac h of th e

th ree co u n ties. wa s desi gn ed by Flitcroft and completed after

hi s death in [772 . It is 53 m etres high so that it can be see n

from va rious points in th e valley and from the house.

Th e carria ge route marked the introduction of th e horse­

drawn ca rriage into th e life o f the country estate and th e land ­

sca pe garden of the seco nd halfof th e [8 th century. The dcvc l­

o pme n t of the various circu la r walk s and carriage routes

refl ect the increase in sca le of the Sto u rhead lan dsca pe. A new

drive wa s laid out from the north. T he Tower Drive ran ac ros s

th e sca rp along Six Well s Bottom to Alfr ed 's Tower and, via

th e He rm itage (Con vent) , returned in a circu lar route to th e

dam and Stourton village . Th e avenues in th e panorami c land­

sca pe of th e plateau form a cou n te rpart to the prescribed wa lk

in th e e nc losed valley ga rde n.

In ,820 Lake Ga sper (now ew Lake) wa s made . rou ghl y

5.5 hectar es in length and s ited sou th of Turner 's Lake

Paddock at the village of Gaspe r. Its sha pe somewha t resem­

bles Lake Stourhcad, but it hJ S not been arc hi tec ton ica lly

develop ed. By crea ting th e ca rria ge routes along th e edge of

th e plat eau . th e panoramic co ngru ity of the parkland became

a new topi c for consideration . Lake Paddock , Lake Gasper,

Park Hil l and Top Wood a re all ev ide nce that Colt HOJre WJS

preoccupi ed by thi s .

The dynamic of the tableaux

The plan of Stourhead Pa rk consi st s of th ree d ifferent. yet

interconnected , circuits. Th e circu it walk aro und th e Croat

Oar Pasture di stinctly reca lls the pastoral compositional

sc he m e o f th e Home Par k at Sto we . The success ion of tabl eaux

aro u nd th e lak e is th e most det ail ed part of the plan . a furth er

development of Kent' s class ica l landscap e , th e fir st cxpe ri­

m cnts o f which were given form in th e Elysian Field s at

Stowe. Th e lake is th e refl ectin g surface for th e va rious staged

sce nes. di vid ed up by sc ree ns o f isla nds planted with clumps

of trees a nd surrou nde d by th e Ar cadian decor of th e lush.

forest ed hill s . The scenic d rive to Alfr ed 's Tower on Kingsettl e

Hill o n th e edge of Sali sbury Plain int egrates the spec tacu lar

geology o f Stourhead Park into th e composition . In thi s se nse

it is a forerunner of th e late 18th -century landscape ga rde ns.

like Hawks to ne . which were also s ited in s im ila r se tt ings.
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One of the most delectable oitandscapes.

Dorothy Stroud. 'Cn!Jnbitit}" Bnllvil. 1975

Har ewood Hou se is sit uated on the eas tern flan k of the

Pennines. 12 kilom etr es to the north of Leeds. Th e land scape

gard en com prises some 600 hectares. while the esta te now

cover s 2."'30 hectares. hounded on the north side by tlu- wide

valley of the River Wha rfc,

A ford in th e Wh arfe

A borde r cas tle at Harewood was bui lt on the edge ofa plateau.

jus t to the so uth of a ford in the River Wh arfc , by Robert de

Li sle in the ea rly r z th ce ntury in ord er to keep invaders from

the north at bay. In 111 6 the Norman nobleman William de

Curcy erected All Saints ' Chur ch a short distance from the

castle. In the mid-r yth ce ntury the cas tle was abandon ed and

becam e a ruin . During the 16th century the estate was inh erited

by the Gascoign e famil y and combined with nearb y Cawthorp e

Hall, In 15"'0 it came into the possession of the Wentwor ths

(Earl s of Strafford). In 1738 it came in to the hands of Henry

Lascelles from Northalk-rton, a descend an t of a noble [amily

who had come over to Eng land with William the Conque ro r.

and had lived at Hcndcrsk clf c Castle in Yorkshire. am on g

other places. Lascelles had amassed a fortune from the pro­

ceeds of sugar plantation s in Barbados.

Henry l.ascclles 's so n. Edwin (1 71 2-9 5). was the origina tor

of the es tate's land scape ga rde n. His neph ew Edward inh erit ed

the es tate and becam e the 1St Earl of Harewood in 1"' 12. The

hou se. including the extensive art collection. is still owned by

the Lascellcs famil y and is now occupi ed by the 7th Earl and

his wife.

Hare wo od . (Aeria l photo P. van Bolhu isJPand ion)
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The landscape morphology.

Harewood House
RiverWharfe

3 Eccup Beck/Stank Beck
4 AlrnscliffCrag
5 Rawdcn Hill

6 Harewood Lake/Fish Pond
7 All Saints' Church
8 Harewood Castle
9 Harewood Village
10 Sugar Hill (Temple)
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Gawthorpe Hall. circa 17 20.

Har ewood Hou se lies in a landscape of fairl y eve n, sa ndy

hills run n ing from east to wes t, between 200 and 500 m etres

above sea level. on a loam y u nd er soil in tersected by mars hy,

badly drained rive r valleys. The Stank Beck runs through

Harewood 's par k landscap e fro m so u th to nor th a nd flows

into the Wh arfe. On th e north s ide of th e Wh arfe is Alms

Cliff. a s tee p 65 o -m etre incline. Harewood village, a flouri sh­

ing ma rket tow n in 120 9 with its own charte r. was an impor­

tant relay poi nt for coaches in the i Sth ce nt ury. In 1753 the

bridge spann ing the Wh ar fe on the turnpi ke to Harr ogat e was

replaced. Edwin l.ascelles had th e village rebuilt as a m od el

tow n. design ed by John Carr of York, a nd att empted to se t up

a ribbon factor y. but thi s proved a failure. Around 18 0 0

Lascellcs had virtua lly th e e n tire populati on of th e village in

his se rvice . Halfway to th e ho use is All Sa in ts ' Ch urch.

remodelled in 1760 by Edwi n l.ascelles . wh ich remai ned in

use until a rou nd 1970 .

Gawtho rpe Hall , ' 720

The 17th -century Cawth orpc Hall was sit uated o n Stan k Beck.

surrounded by meadowlan ds and the re m ain s of a wood , and

was lin ked by a road with All Saints' Ch urch, as we ll as poss i­

bly with th e ford in the River Wharfe. Most of tile land was

alrea dy enc losed, although ar ound All Sa ints ' th ere were s till

com mo n fields . Th e plat eau so uth -eas t of th e village was

moorlan d . In 1771 Cawtho rpe Hall was demol ish ed to make

way for a new ho use h igh er on the h ill.

HAR EWO OD

Harewood House

Immediately a fte r hi s father's death Edwin began building a

new hou se, design ed by John Ca rr ([7 23- 18°7). Th e s ite wa s

pr ob ably decid ed partl y on th e ad vice of 'Capab ility' Brown. In

17 59 th e foundation s to ne was laid and by 177! th e house was

habitable. Rob e rt Adams con tribu ted greatl y to its in terio r.

wh ile Thomas Ch ippendale su pplied th e furniture . The hou se

had a classic facade , with a port ico and sy m m e tric wings with

s ide pav ilion s . The layout was asy m metrical, a so-called doubl e­

c ircu it hou se , with publi c room s on th e right s ide and pri vate

qu arters , with a differen t layout. o n th e le ft. Around 1850 Sir

Cha rles Barry (1 79 5-1 8 6 0) bu ilt a n additional third floo r an d

repl aced th e porti co on th e sou th s ide with an eno rmous tor­

race and parterre . Thu s the hou se cha nge d from an [8t h-ce n­

tury cou n try manor into a [9th-century Ita lian pala zzo.

Brown's landscape, 1772-81
Har ew ood Park is one of ,Ca pabi lity' Brown 's la te com pos i­

tion s . After hi s first vis it to Ca wthorpe Hall in 1757 Brown

made a gen eral plan for a new house and garden , although no

sk etc hes from hi s hand s till re main. As a m ember of the

Hou se of Lords , Lascclles lived part of the year in London , so

that h is s tewa rd Samuel Popplewell ove rsaw the buil di ng and

th e layin g ou t o f th e ga rde n . The garden was wo rked o n w ith­

ou t co ns u lting Brown : much o f th e pra cti cal de sign was left to

o ne Mr. Woods , a surveyor, to Thomas White , a pupi l of

Brown . a nd to Mr. Hutton, th e es tate gardener. The wo rk

focuse d ini tiall y o n the Pleasure Grounds , where a m ount a nd

a ha-ha we re laid ou t. A few yea rs before Brown appea red for

th e se co nd time o n the scene, l.ascclles had th e Stan k Beck

dammed , thu s cr eating an irregularly shaped lak e whi ch wa s

to be th e s ta rtin g point of Brown 's composition .

In 1772 Brown was co ns u lted for th e second time and

des ign ed A Plan jor the intended Wnter and the Grounds. He

co m ple ted hi s wo rk in 1781. two years be fore h is death. This

time he hired a foreman who paid th e wo rkmen , wh ile

Lascclle s provided the tool s , horse s and material s. The meadow­

land an d till' field s on th e sou th front o f th e house we re

re fas hi o ne d into a par k landscape wi th trees s ing ly and in

clum ps. The fe nces we re removed a nd agric ulturali m prove­

m cnts suc h :IS levellin g th e terrain , building a dr ainag e sys ­

tem and sowin g better va r ie ties of grass were carr ied out , as

well as stoc king th e lake with fish . The aesthetic ideal a lso

we n t hand in hand wi th im prov ing cattl e s toc k, producing

wood and m anagin g th e es ta te's wi ld li fe . The park was sur­

ro u nded by a ha -ha . of whic h o n ly sectio ns now remain .
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The South Park, seen from the terrace (Photo J van der Zwart)

Cosmetics for th e landscape

Th e hill to the north of the new hou se W3 S excavated so that

the hou se W3S s ited on a ridge. In the belt of North Park a

diagona I vista of Alms CIiITwas cut out on the ot her side of

the Wharf",. The Stank Beck in Piper Wood was trau sformod

into several trout ponds. while the lake was formed by d igging

out a m ill dam up stream , Dickenson's Pond and Long Ing

Pond. with 3 water level 10 metres higher than the lake, were

du g out as a visua l continuation of the lake as Ell' as the priu­

cipal axis of the hou se and Sun Sides. the lawn to the south.

Oak and elm were planted on the poorl y drained gil') soil of

the river valleys: on the sa ndy hills . birch . whil e holly-oak ,

laurel and hawthorn formed till' und ergrowth.

On the north s ide a belt walk was laid out around the lawn .

\\ ith sea ting, statues and follies. A belt walk was less su itable

to the south du e to the imposing asymmetry of the site to the

south. lnstead. Brown concentrated on designing the approachcs

to the es tate as scen ic dri ves. On the north side Harewood

Drive joined the network oI' village road s and continued

through a gatehousc in a fort-co urt, a landscape antechamber

with All Saints ' Church 3 S 3 land mark. Onl y ariel' cutting into

the belt cou ld the hou se be seen from a Iavourab lc angle.

The scheme for the southern d rive suggests a 17th-century

'manneri st' route . The Lofthouse Drive branched off from the

Leeds to Harrogate tur np ike at a point wh ich provided a grand

vista of the ho use and the lake aga ins t the hazy background of

the broad Wharfl' valley. The drive followed the lay of the land

along the edge of Sugar Hill. disappeared into Piper Wood

and continued along the trout pond s in the valley of Stank

Beck . after Dicken son 's Pond intersecting the vista from the

hou se to Sugar Il ill for a second time in the opposite direction.

Aller a broad swee p of the hou se . All Saint s' Church appeared

and the hou se disapp eared from view, In tilt' belt the dr ive

joined the northern on e at right angles.

Brown 's design did not aspire to architectonic orde r, but

made use of the morphology of the natural land scape. The

asymmetry of the s ill' was accentuated even mor e. rather than

compen sated for or disgui sed . Perspective was provided in the

predominant ly hori zontal composition by the main band of

tree s of Piper Wood, wh ich carne dow n to the lake. Brown

A RCHI TECTURE AN D LA NDSC APE



Harewood House and Sun Glades from the op posi te side of the lake.

33 7

used the lake 's irregu lar wa te r as a re fe re n ce s u rface on whi ch

the wavy lines of th e co m posi tio n co u ld be vis ua lly traced. Th e

eye is co nt in ually drawn to th e di stance on th e left s ide o f th e

picture plane , but ca n only se tt le wh en it return s to the wat er

su rface in the pith of the composit ion on the extre me right s ide.

The add it ions by Repton , 1800

Edwa rd. is t Earl Har ewood . ask ed H u m ph ry Repton (1 752­

1818) to m a ke certa in m odi ficati o n s. Repton proposed a new

gatehouse and drive for th e north s ide whi ch joined the tur n­

pike fro m Wetherby. The ga rden was made co ns idera bly bigger,

from th e cas t s ide to th e Leed s to Ha rrogate turnpike , where a

belt was laid ou t o n th e north s ide w ith North Parle This

cha nged the visual reach of th e park; attent ion s h in ed from

Brown 's class ica l landscape o n th e so u th s ide to th e view ove r

th e Wharfe valley o n th e north s ide. The South Park was

cleared for agricu ltura l use . so th at m an y s ingle tr ees we re

dug up a nd wire fences a ppeared . The lake 's shoreline became

unde fin ed . caused by s ilt a nd flooding . w h ile Dick en son's

Pond and Lon g In g Pond became overgrown. The s pa tia l

HAREWOOD

im press io n is les s di stinct than it was . but neverthel ess

Brown 's landsc ape has essen tia lly been pr eserved.

The balance of movement
The s pa tia l effect of Brown's com po s itio n for Ha rewood

e ludes th e geometric pr incip les ofa layo u t. Brown designed

H a rewood as a four-dim en sional paint ing , a pla y of moving

outlines that cha nge with eve ry seas o n and eve ry yea r, but

always come to rest in th e refl ecting wat ers of th e lak e , the

pi vo t of the e n tire co m pos it io n . By a process of e lim inat ing

a nd a me nd ing, he d esi gned a sce ne in which nature 's a bs tra ct

beauty ca n flouri sh .

In Brown's park dri ve s th e sce nes arc connected to ea ch

ot her in the form of ~I ma n nerist a rabesq ue w hich , in itse lf,

anti cipate s movement. T hu s H a rewood takes on the form of a

'c ine ma tog ra ph ic' co m pos itio n. pointing the wa y to th e urban

ci rc u la tio n pattern .
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Harewood HOUS~

All Saints' Chur~

Harewood Cast e
3 Harewood Village4

5 Stank oors
6 Harewood M

Wharfe k B k
~ Eccup Beck/Stan ec

Sugar Hill;0 Harewood Lake
11 Boathouse
12 Cascade

Kitchen garden'3

14 Stables ' Pond
Dickenson 5

'5 Ing Pond16 Long
17 Trout ponds
18 Piper Wood
' 9 Belt
20 Ha-ha
21 Stud Farm
22 Home Farm

Park Farm
23 rewood Lodge
24 Ha ood Drive
25 Hi:HCW d
26 Lofthouse Lo ge

Lofthouse Drive
~~ Park landscape
29 Enclosures
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A kind oIturbulent pleasure betweenFight
and admiration.

Dr. Samuel Joh nso n . aner visit ing ll awk s to ne in July 1774
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Hawkstonc lies between Shrewsbury and Whitchurch . on th e

A49 to Liverpool and Manchest er, in rough sa nds to ne hill s

with s tee p s lopes and de ep ravin es th ai jut out a bove th e

Sh ro ps h ire Plai n. Along wit h Hac kfall and Pie rcefi eld in

Glou cester, Hawks ton c is on e of th e few landscape ga rde ns

tha t can rightly be termed 'pi cturesque ' and wa s on e ofthe

mo st vis ited garden s in England at the end of th e 18th century.

The creat ion of a place worth seeing

Hawkstone lies on the Welsh border s , s ince time im memorial

the disputed boundar y ar ea between th e English Midlands and

the highlands of Wales: traces of fortifi cations from the Bron ze

and Iron Ages can still be found . William the Conqueror di s­

pen sed land to po werful baron s who built fortresses , oft en

founding se ttlements or borou gh s a t th e sa me time. Hawkston e

Hall was first m entioned in th e pr eserved Pip e Roll of 1185

- an an cient annual record kept by th e Briti sh Trea sury - as a

stronghold of Roger de Hauckes tan .

In 1227, at th e time of Henry III. Henry de Audley acquired

the Man or of Weston and th e right to build a cas tle. Red Cas tle.

belo nging to the Manor . was buil t on a so lita ry s tee p-side d

cliff tha t was only accessible from th e so u th s ide and al re ad y

had military importance during th e Iron Age. The Audley line

died ou t and by th e end of th e 16th century the ca st le wa s a

ruin . In 1556 part of th e es ta te ca me into the po ssession of

Rowland H ill via Thomas Lod ge of London . Three generati on s

of the Hill fam ily had led a qui et exis te nce until throug h th e

H A W K S T O N E

Hawkstone Hall, west front . 1] 2 0 .

e ffo rts of Rich ard Hill (1655-1 727) , or 'T he Gr eat Hill ' as he

was known , they ro se through th e ranks of th e a r is tocracy.

Rowland Hill (1 7°5-8 3), i st Baronet. inherited th e es ta te in

1727 and together with hi s son Richard created th e landscape

g:lrden, In 1756 Red Castle wa s added to the lan d at Hawkstonc.

Richard Hill (1 732-18 °9) , znd Baronet , inherited th e es ta te in

1783 a nd immedi atel y se t about ex tend ing th e landscap e ga rde n

wi th grea t gus to, By hi s dea th in 180 9 Hawkstone was on e of

th e s igh ts o f Engla nd , vis ited by droves of peopl e wh o oft en

s tayed for a few da ys ,

Row land Hill (180 0- 75) , 4th Baronet and z nd Viscount, had

th e hou se remod ell ed a nd ex te nde d th e parkland , I Iis extrava­

ga n t lifest yle led to the es ta te's demise , In 189 5 th e effects of

th e Hall were auctio ned a nd th e ho use lay e m pty un til 19 0 6
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Topography.

Hawkstone Hall
Weston

3 Marchamley
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5 Shawbury
6 Wem
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8 River Roden

Rive r Tern;0 Soulton Brook
11 Bailey Brook
12 River Duckow
1) Hawk Lake
'4 The Mount
'5 Citadel

16 Bury Walls & bailey
17 Castle Hill/motte
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19 Dovecote
20 Moat
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Hawkstone H all. 1727.

Hawkstone Hall
3 Forccourt with lions

4 Hawkstone Park Farm
5 Kitchen Cardcn
6 Parterre

7 Ranger' s Lod ge
8 Ha wkst on c Farm

9 Ma rcham ley
10 Elm Avenue
11 H awk Rlvc r/ Lake

The geol ogy of picturesqu e Eng land.
H ~ H awk stone (afte r App leton. 1986)

when it was sold together with the park . in 1926 the Hall and

Hawkstone Park Hotel were sold to the congregation of th e

Rede mptor is t Father s. who built a church on th e sou th s ide of

the house in 1932. Land near the hotel is now a golf course .

In 1990 th e owner of Hawkstonc Park Ho te l began restoring

the most important buildings on the h ills of the park. in 1993

the park reopen ed .

H aw kston e H al l , 1724-83

Hawkston e Hall. bui lt of brick around 170 0 in a depression at

th e foot of Ten'ace Hill. lies on the border s of th e badl y

drain ed Shrop shire Plain . 0 use was m ad e of th e hill to

direct th e view northwards towards the plain. In stead th e

house. built in difTnen t phases. look s out a long the hill. in

1721 two forecourts we re built. whi ch di sappeared again dur­

ing the next bu ild in g ph ase . and a parterre was la id out at th e

rear. in 1723 a new farmh ou se wa s built nor th- ea st of th e

house and a formal approach with elm plantings . Along

Terra ce Hill paths wer e laid out . whil e on th e s lope of th e path

to Grotto Hill a Summerhou se and a Cold Bath we re bu il t.

HAWKSTON[

From the hou se the s pectacu la r st ee p ledges of th e four h ills

cannot be seen ; th e horizon is form ed by a wooded ridge.

Hawkstone Hall was rea ch ed from th e ea st via Hodnet a nd

Marcharnley. while north of Grotto Hill it wa s linked to Weston .

The landscape garden , 1783-18°9
The co re of th e landscape ga rde n wa s form ed by four sand­

s to ne hill s . 220 m etres high . that dramatically rise above th e

see m ingly e nd less Shropshire Plain , so me 80 m etres above

sea leve l. Hawk Lik e or Hawk River , wh ich has a serpe ntine

form . wa s made between 1784 and 178 7 by Wil liam Em cs , a

follower of Brown . The lake ha s an unusual sha pe. about two

kilometres lon g and roughl y 40 m etres wide. and does not

function as a reflecti ng pool - its s urface ca n hardly be seen

fro m th e hou se - but was intended for boating. As part of th e

co mposit io n . th e la ke 's sha pe is ex tre mely effec tive . It lies like

an eye brow a ro u nd one e nd of th e ga rde n, lin kin g the house

with Red Castl e Hill and thus visually in teg ra ting the contrast

bet ween the hori zonta lity of the Shropshire plain and th e

s tee p led ges o f th e hill s into the ga rde n.



The Park Drives . 18°9-75.
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The-re was a boat to ferry guests from the Inn .iround the

lake -o that they could admire the spectacu lar rock formati on s.

It was also equipped with a canon to enable the sound to be

heard reverberating agains t the rocks. Between Grott o Hill

and Red Castle Hill there was orig ina lly a side lake that was

separated from the lake by a dam . and over which the road

from Weston went. This par t has disap peared possibly

because it did not hold water very well.

The scenic walk

Sir Richard extended the circular walk and landscape ga rde n

as well as embe llished it with seve ral them es. Origin ally. the

design was similar to that at Stourhcad. Th e walk began at

Hawkstonc Hall from where the un su specting visitor. arri ving

via Hodn et Lind Marchaml ey, cou ld not entirely see the stee p

ledges. which only carne into view whe n standing on the edge.

In '790 Hawkstonc Inn (now Hawkston e Park Hotel) was

built at till' west entrance of the ga rde n to acco mmodate the

ever-growi ng st ream of visi tors. This inn . with a com ma ndi ng

view of the steep ledges. ma rked the starting poin t of the route

through the park. so that the origina l effect of the sur prise

was lost. Visitors could take the circular walk via Grotto Hill.

Fairy Glen and Terrace Hill. whe re the Hermitage was located .

to the Menagerie and back. Various other day trips and walks

could be made. includ ing one to Bury Walls. Many poin ts of

interest along the way were dir ectly lin ked to the na tura l land­

sca pe. such as a vista. a rare plant ing or an unusu al type of

rock.

The Grotto

The Grotto. high in the hill . was dug out by Sir Rowland . pos­

sibly on the basis of an existing one. and was opened in 1783­

Originall y. the hill was ascend ed from the wes t side. past the

Temple of Patien ce at the foot . which becam e com monly

know n as Ginge rbread Hall. Later an entrance at Terrace Hill

was made . Sir Ri chard had Th e Cleft. a narrow cave on the

no rth-cast side of the hill. made dee per and a tunnel du g out

to the grotto . the inside of which was lined with cinde rs from

Darby's new iron foundry in Coalbrookda lc. After an adven­

turous exploration of the grotto. the visitor emerged onto a

.balcon y' and was suddenly con Iron ted wi th the Awful

Precipice. a ravine on the edge of the plain. Grot to Hill was

crow ned by a ruined Gothi c arch as an eye-catche r. th rou gh

which the visitor had a view of the fortress to the sout h.

HAW K S I ONf

View of Grotto H ill. (Phot o B_Kwast)

The steep hill.

Awful Precip ice. (Pho to B. Kwast)



Terrace Hill

On the ledge of Terrace Hill. not far from Grotto Hill. was a

hermitage inhabited by the 'venerable barefooted Father

Francis'. a genuine recluse equipped with the traditional vCllli­

IWi symbols. who spoke a cautious 1I1t:lI1ellto niori to visitors.

After [XOO he was replaced by a slot mac hine and late r still by

a guide who played the role of a recluse . In [795 an obelisk

was erected on Terrace Hill in memory of Sir Rowland Hill.

the founder of the dynasty. The statue on the column looks

north across the Shropshire Plain.

Hawkstone Park 1809-75

In ,X32 new Pleasure Grounds were laid out with the help of

William Gilpin. The scenic dr ives of the znd Viscount incor­

porated the landscape around the steep hills into the design of

the landscape garuen. In ,853 a new approach was made from

Weston . through a ravine between Grotto Hill and Terrace

Hill. Along the upper edge of the- terrace and the southern

steep edge an avenue was laid to Hodnet. Two wrought-iron

bridges spanning the Glade at the Vineyard and a ravine at

Iarcharn ley f lill were needed for this. The link with Weston

on the south side of Hawk River was kept as a pub lic road

(this now runs via North Louge and l-lawkston c Abbey Farm

on the north shore of the lake). On the south side was the

route to Hcdnct running along the Menagerie Pool. the

obelisk at Terrace Hill and the citadel.

See and shiver

The scenic walks at Hawkstonc Gill be seen as the last pha se

of a development that started with the circuit walk around

Home Park at Stowe and. via the class ic trip arou nd Stourhead

Lake and Brown's belt. gradua lly became detached from its

original social significance. The relative ly sma ll and elite

gatherings of the early ,8th century. the heart of social life at

the country estate. made way for hordes of urban touri sts who

visited Haw kstone from afar for a few days' guided tour: a

foretaste of the mas s recreation of the '9th-cC'ntury metropolis .

HAWKSTQN r

SWISS Chalet and New Park Drive. (Pho to B. Kwast)

New Park Drive. In the direc tion of The Arch. (Photo B. Kwast)

Approach d rive and house. (Photo B. Kwast)
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There is no one whose name will be so permanently
associated with Chatsworth as Paxton.

Th e 7 th Earl on Paxton 's death in 1865

Chatswo rth lies along th e River Derwent in th e Peak Distri ct,

20 kilomet res so u th-wes t of She ffie ld . The garden cove rs

some 42 hecta res . wh ile Cha tswo rth Park is now a ro u nd 440

hectares. The garden became famous in the 19 th ce nt ury:

Charles de Sa int-Ama nt. d irector of th e Tuil cri es in Par is . fo r

instance. com pa red it to Ver saill es . In our own age Cha tswo rt h

is on e of the mo st vis ited and popular gardens in England .

Th e layou t for Cha tsworth dat es back to th e 17th ce n tury.

The landscapi ng of La ncelot Brown fro m the 18th ce nt ury d id

not play J decis ive role in the ult imate form o f th e garden .

joseph Paxton succeeded in en largi ng the t8th-centUlY co ncept

of the lan dsca pe ga rde n while making usc of th e technical

advances of the Victorian Age .

An oas is in the ro ugh landscape

Sir William Cavend ish ([50 5-57) was one of the agen ts of Henry

VIII durin g the dissolution of the monasteries and was m arried

to Elizabet h Barley (c. 15 27-16 08). also known as ' Bess of l-Iard­

wick '. He purchased th e Cha tsworth es ta te in 154 9 from th e

Leche fami ly an d began building a new house in 1552. In [608

Chatsworth came into the possession of their son William, who

became ist Earl of Devon sh ire in 1618. Willi am . th e 4th Earl ,

who had been rai sed during th e Protector ate under Cromwell,

WaS later made the tst Duk e of Devonshire by King William III.

Th e 4 th Duke (1720-64), an influenti al Whig. marri ed Cha rlotte

Boyle in 1748. the heiress of the 3rd Earl of Burlington . so that he r

inheritance Came into the possession of th e Cavend ish fami ly.

CHA TSWORTH

Birds-eye view from the south. (Leendert Knyff, 1699)

The 6th Duk e and his gardener

Willi am Spencer Cavendis h (1 79 ° -[858) . the 6th Du ke . in he r­

ite d Cha tsworth in 18 11. With in a few m onths he began wo rk­

in g o n new plans for th e es ta te, together with jeffry Wyatville

(1 766-1840) and lat er Joseph Paxton (18° 3-65). Chatsworth

became h is life 's wor k: the impro vem ents we re to preoccupy

h im for th e next 4 7 yea rs .

Joseph Paxton began as head ga rde ne r at Cha tswo rth in

1826 whe n he was 23 years old . He remained th ere for 35 years

a nd from th ere developed into o ne of th e most in flue n tia l

land sca pc a rchitects o f the Victorian Age, a worth y successo r

to Humphry Repton a nd john Claudius Loudon . Paxton pos­

sessed rem a rkable bo ta n ica l knowledge and an exceptio na l

imaginat ion. He worked with in the exist ing stylist ic conve rt-
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The landscape mo rpho logy.

Chatsworth House
2 River Derwent

3 Bar Brook
4 Emperor Lake
5 Dra ins East Moor
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tion s , his grea test ta len ts Iying in corn bin ing de sig n, science

and technique. He was an in nova to r in co ns tructing bui ldings,

machines and waterworks, s uch as the Great Conservatory at

Chatsworth , th e forerunner of hi s world-famous Cry stal

Palac e built at Sydcnharn for the r85' World Exhibition.

CHATSWOR T H

Landscape morphology

T he Peak Dist rict cons ists of lim e-de ficien t ign eou s rock and

s la te dati ng from th e Pre-Cambrian and Palaeozoic ages. The

resulting landsc ap e is bare and inhospitable , with s tee p hill s

rising to 3 0 0 metres. The garden lies at th e foot of Mill stone
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View over the Cyclopian Aqueduct across Brown's landscape.

l

Grit. a stee p hill of imperm eable rock which form s th e basis

o f th e spectacu la r waterworks at Cha tswo rth , The Derwen t

lies about 10 0 metres above sea level at Chatsworth . w h ile the

d iffere nce in hei ght between th e South Lawn a nd the H u n tin g

Tower. at th e top of th e hill . is rou gh ly 10 0 met res. 011 the

plateau of East Moor a rc the pea t moors and downs. the exten ­

sively used grasslands . De rwe n t valley has an irregu lar shape

with a steep east hi ll.

T he present road net work follows the Derwe n t in a ma in ly

so ut h- north directi on. Ear lie r o n. Cha tsworth was reached

fro m the cas t s ide, via Ches te rfield across Eas t Moor. The tri P

took one through a barren and boggy area; a rriv ing at th e

esca rpme nt at the ed ge of th e pla teau . th e travell e r saw

Cha tswo rth below in th e valley. lyin g at hi s feet like an oasis.

The road desce nde d the hill a nd eme rge d at the rear or the

cascade ho use . whe re o ne th en had to circu mscribe the south

s ide of the garden along Holmes Lane. At the Derw e nt one

turned righ t before the bridge in to th e app roach drive that

went up to the west forecourt. in 1761 Brown designed the

present a pproach (pa rk Dr ive) through the village of Edcnsor

along the western boundary of the estate.

The house

The house of Si r Willi a m Cavend ish an d Bess of Hard wick

had four co rne r towe rs a nd di agonally placed tur re ts at the

ce n tra l e n tra nce gate, surro u nde d by a wa ll with rou nde ls and

AR C HI T E C T URL A ND LA NDSCAPE



The Cyclop.an Aqueduct with waterfall. from Stand Hill.
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square defence towers , In 1685 the 1st Duke commissioned

William Talman, a new. relatively unknown architect. to

design a new south front. Talman' s pioneering design for an

English country house consisted of two storeys on a rustic

foundation . In 1687 the Tudor lodges in front of the west

front W('IT replaced by a clas sic courtyard. There was now a

marked difference between the west front and the new sou th

front. and attempts were made to create a more unified whole ,

probably with the help of Thomas Archer. Under the 4th

Duke, James Paine (c. [716-89) demolished several smaller

buildings on the north side of the house and made a new

entrance with a triumphal arch on the axis of the north front.

In 1816 the 6th Duke had the east side rebui lt by Wyatvi lle

CHATSWORT H

(then s till [cffry Wyatt) , Paine's service wing had not been

designed to be seen from the new northern access road and

detracted from the grandeur of the entrance court. Wyatville

de signed a new facade with a larger entrance scr ee n consist­

ing of a porch and lodges next to the exis ting gate by james

Paine , which wa s pulled dow n. In [827 the house. with an

orangery added between the Theatre Tower and th e Sculpture

Callery, took on its present-da y outline,

The Renaissance garden of 1690
It was in 1560. eight years after the rebuilding of the house

had begun , that there was first mention of a garden. Later in

[636 it was described in a poem by Thomas Hobbes . Of lIIira-
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Chatsworth In the time of Elizabeth I. (Richard Wilson)

Birds-eye view from the west. (Sieberechts. 1710)
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The Cyclopian Aqueduct with waterfall, from Stand Hill.
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~q ua re defence towers, In ,6?1S the 1St Duke commissioned

William Talman. a new. relatively unknown architect. to

design a new south Iront. Talman 's pioneering design for an

Ellglish country hOII~e consisted of two storeys on a rustic

foundation. In 16?17 the Tudor lodges in front of till' west

front wcr« replaced by a classic courtyard. There was now a

marked difference between the west front and the new south

front . and attempts were made to create a more unified whole.

probably with the help of Thomas Archer. Under the 4th

Duke. la m es Paint - (c. 1716-?l'::)) demolished several smalle-r

building~ on the north side of the house and made a new

entrance with a triumphal arch on the axis of the north front.

In ,?l16 the 6th Duke had the east side rebuilt by Wyatv illc

CHA TSWOR TH

(then still JefTr) Wyatt). Paine's service wing had not been

designed to be seen from the 1Il'\\ northern access road and

detracted from the grandeur of the entrance court. wyatvillc

designed ~I new facack- with a larger entrance screen consist­

ing of a porch and lodges next to the existing gate by James

Paine, which was pulled down. In IR27 the house . with an

orangery added between the Theatre Tower and the Sculpture

Callery. took on its present-day outline,

The Renaissance garden of 1690
It was in 1560, eight years after the rebuilding of the house

had begun. that there was first mention ofa garden. Later in

t636 it was described in a poem by Thomas Hobbes . De mira-
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Chatsworth in the time of Elizabeth I. (Richard Wilson)

Bird's-eye view from the west. (Sicbcrcchts. 1710)
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bilispecci. as 'the wonde r of the Peak'. so called becau se of the

miraculou s transfo rmu tion of a desolat e wilderness into a

paradisiacal garden. There arc no known drawi ngs or illustra ­

tions from which the gard en can be faithfull y recon structed .

though the level terr ace of the South Lawn and the retaining

wall on the wes t side date from this tim e. Th e Hu ntin g Tower

was placed around 1580 on the highest point of the eas tern

stee p edge of East Moor, at an angle to the Elizabeth an hou se.

In 1688 the 1St Duke commi ssioned Geo rge London and

Henry Wise to design a form al part erre with a bowling green

on the south fron t of the new forecourt . to which Talm an

added a bowling green hou se (Flora's Temple, now at the nor th

en trance of the garde n) in 169 5. In 16 94 the Great Parterre

followed, from which a few part s have been preserved .

The design matrix

The layout of Chatsworth was forme d by a ration al sq uare

grid. paral lel to the course of the Derwent and the edge of the

escar pment of East Moor, based on the size of the house.

When com pared with Blenh eim estat e. it wou ld see m that the

use of a design grid mu st have been main ly an idea of Henry

Wise. The rationa l mat rix, uph eld in Brown's land scape ga rde n

and Paxton's Victorian design. was agai n the co-ord inating

structure for the fu rther extens ions.

Zoning

The arrangement of the garde n and the avenues in the park­

land outside the ga rden were design ed on the lines of the

matrix . The estate was enclosed by a wall whic h also incorpo­

rated a part of the parkland on its north side. Th e actua l garde n

within this was bounded by a second wall and divided int o

three north-t o-south areas of part err es, lawns with fountain s

and orchar ds. as well as a bosco. On the north side was an

enclosed courtyard, flanked by a reflect ing pool.

In 1696 the French ma n Grillot. a pupil of Le otre , des igned

the cascade, comprising 24 ste ps of ir regular len gth. on one

of the lines of the matri x. Th e cascade hou se, bu ilt by Thom as

Archer (1668-1 743) in 1703. contained an ingeni ou s sys tem of

water jets and water games in the dome and the floor of its

interior. In 1702 the canal pond , some 10 0 met res long. was

dug out of a hill which had forme rly res tricted the view from

the house across the valley. The level of the pond is about 10

centime tres high er than the South Lawn. so that the hou se

seen from the sout h side appears to rise ou t of the water.

C H ATSWORTH

Proposal for a cascade in Stand Wood . (Kent. 1740)

The landscape garden of 1756
Around 1740 William Kent propo sed a large casca de and vari­

ous temples for Stand Hill. but th is was never carr ied out. In

1756 Lancelot 'Capability' Brown was comm issioned to replan

the garde n. Pain e design ed new stables on the north side of

the house in 176} whi le the fish ponds on the west s ide were

drai ned. The Derwent. wh ich had hardl y played a role from

the viewpoint of the ga rde n, was wide ned by buildin g a dam ,

and the bend in the river on the north-west s ide of the hou se

was len gth en ed to improve the view.

Arou nd 1761 Brown design ed the new Par k Drive along the

western bou ndary of the es tate. Arriving from Bcclcy. the visi­

tor was led th rough the rolling landscape, across Pain e 's new

bridge. to the nor th entrance, whe re there was a view of the

hou se and gard en again st the backdrop of Stand Wood. Th e

part of Edrnso r village which was in the dir ect line of vision of
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The layout of the garden against the edge of the plateau.

CHATSWORTH
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The landscape garden. 1756.

1 Chatsworth H ouse

2 Edensor
3 Stand Wood
4 New Piece Wood
5 Lindup Wood
6 Park Wood
7 Park Drive
8 Lodges

1000 ,WOOm

the house was pulled down. while the entrances at Beclc; and

Baslow had gates and lodges built. The parterre around the

cascade was changed into the rolling Salisbury Lawns and

clumps of plantings linked it with Stand Wood on the hill.

Brown added many tree plnntings. He created a woodland

area not only of Stand Hill. on the east side of the house , a~ a

new backdrop but also of ew Piece and Lindup Wood on the

hills of the south-west side. Thus the desolate hill s of East

Moor on the cast side disappeared from view. This panoramic

design increased the visual unity of the parkland. though at

the expense of visua l contrasts.

The Victorian garden, 1826-50
Joseph Paxton. who came to work at Chatsworth later than

Wyatville. took the existing garden, including the Broad Walk

from ,820 (which according to the 6th Duke was 'Wyatville's

first great hit out of doors') . as a starting point: neither the

garden nor the parkland were redesigned (aside from

Edensor. which was probably not Paxton's idea). Paxton placed

the emphasis on newly acquired 19th-century techniques and

the sharply cont rasting visual effects of the picturesque. At the

same time, however, the garden became more firmly

anchored in the origi na l design m atrix.

A RC HITECTU RE A ND LA NDSCAPE
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The Victo rian garden . 1826'50.

1 Chatsworth House
2 Theatre Tower
) Wyatville entrance gate
4 Temp le of Flora
5 Broad Walk (Wyatville. 1820)

6 Conser vative Wall
7 West Parterres
8 Emp eror 's Foun tain
9 Blanch e' s Vase
10 Great Conservatory

11 Wellington Rock
12 The Str id
I ) Azalea Dell
'4 Pinetum
' 5 Grotto + Pond

.6 Spectacles
17 W illow Tree Fountain
18 Wil low Tree Pon d
19 Cyclop ian Aquedu ct
20 Cascade Pond

21 The Stand
22 Emperor Lake
2 ) Swi ss Lake
24 Home Farm
25 Edensor

The Cyclopian Aqueduct and Emperor Founta in

Th e Cyclopian Aqueduct is situated in line with the existing

cascade. facing Stand Wood . and therefore follows one of the

most important lines of the des ig n m atrix. In th is way Paxton

in troduced a m uc h larger sca le in to the garde n. :IS we ll as

achieving a new balance with the De rwent valley. the deer park

and Eden sor villag e on the other s ide . This went hand in hand

with a stunning vis ual effect: when seen over the cascade. the

aqueduct's colu m n of wa te r appea rs to tumble from th e sky.

Paxton designed the Empero r Fou n ta in in the canal pond

to mark th e visit of Tsar Nicholas I I of Russia in Ig43 , but the

vis it neve r took place. Lake Em pero r was mad e on Eas t Moor,

a reservoir covering two hectares and fed by d ra ins in the moor.

The water wa s transported via a watercourse 2 .) kilometres

long . hewn out of th e rocks , and do u ble-act ing valves se t it a t

th e co rrec t pressure . The na tura l wa te r pr essure was su ffic ie nt

for a fountain tha t threw a wa ter jet 280 fee t (80 metres ) high .

Wellington Rock and The Strid

In Ig42 th ere was s till no trace of th e Alpine landscap e a nd

rockcry that tod ay faces Sta nd Wood . The sheer si ze of Paxton 's

creation of Wellington Rock with its gigant ic rockery is far

CH A T SW ORT H
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Chatsworth from the west, ' 993,

The house seen ove r Paine's bridge.

,-



Edensor. Deer Park an d ga rde n ag ainst the backgroun d of Stand Wood and the East Moor. (Aerial photo P. van Bolhuisj Pandion]
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removed from the rock garden that took hold in the la ndsca pe

garden during the IXth ce ntury. Paxton's ma in concern was

not the plan ts but the co mpos itio n o r pictu resque asse m blage

of th e natural rocks . An a rtific ia l waterfa ll. 15 m et res hi gh ,

tumbles from Wellingto n Rock and flows into Str id Pon d .

named after a sma ll rav ine at Bolton Abbey in Yorkshire. Thu s

a wild landscape was again represented in the garden .

Conservative Wall and Great Conservatory

With in a few yea rs Paxton had turn ed Cha tswo rth House into

a centre for botanica l resear ch . Expe d itions were m ade to

North and South Africa as well as to the Far East to collect

specim ens . Along the north garden wall Paxton made th e

CHATSWORTH

Conservative Wall. a se ries of wooden wall cases fo r growi ng

plants. T h e most s pectacu la r was the des ign for the Great

Conservato ry (The Lily House ), a hu ge gree nhouse cove ring

3,000 sq u~lre m etres , built of g lass, woo d a nd cas t iron

between 1X36 -40 by Paxto n and Dccirnus Burton (1 8 0 0 -81) ,

aft er yea rs of experimenting. It was here that the Victoria

I~ t'gill(l . an enormous tropical water pla n t that since then has

become a fa m ilia I' attractio n in bot ani ca I ga rd en s a round the

wo rld. bloomed fo r the first time in Eng land .

A s ma ll under ground train deli ve red th e coa l to s toke th e

kett les used to hea t the greenhouse, m ad e visi ble in a grotto

sou th of The Strid. The s m oke wa s carried away by an under­

ground chimney to Stand \Vood . Paxton expanded on the
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The end of The Broad Walk, with Blanche's Vase.

duality between the utopian idea l of th e gr eenhouse and th e

technology that lay behind it. The chimney wa s tran sform ed

in to a monument and became part of th e pine gardens. In

1916, whe n Britain wa s at war, th e authoriti es did not allow it

to be st oked , and thus it meant th e en d for th e tropical plant s .

The green house wa s torn down in 1920,

Pinetum and arboretum

In 1829 .3-5 hectares of parkland to th e sou th of th e garden

wer e enc los ed and Paxton began layin g out a pin e garden, In

1835 th e arboretum wa s de signed ac cording to a botanical

class ifi ca tion sys te m , Paxton cr eated a hermitage wh er e a fish

pond had earlie r marked th e boundary between th e garden

and the sur ro u nd ing park, and left th e ske le tons of dyin g oak

tr ees that had once been part of medieval Sh erwood Forest.

Edensor

Old Edensor village , located to th e ea st of Brown 's Park Dr ive ,

lay in th e way, and disrupted the Arcadian image of th e park

landscape on th e other side of the Derwent. Around 1840 th e

an cient village wa s pulled down and replaced by a picturesqu e

model village designed by Paxton . This wa s co nce aled

The Weeping Willow,

between two tran sve rse va lleys oCth e Derwent and was linked

via a gatehouse to the park landscape where cattle gra zed .

Paxton lies buried in the churchyard of Edensor, from where

Chatsw orth can be seen ,

The water system

The waterworks at Chatsworth suggest tho se of Villa Pratol ino

in its heyday. Paxton wa s a technical genius at e m ploying vari­

ou s wat er Corms, suc h as a spring , wate rfall, mountain

s tream, ca scade and fountain, The manneri st tradition of hi s

illu strious predecessors Isaac and Salomon de Caus and

Ste phe n Switzer had an unexpect ed sequel.

The rainwater of East Moor wa s coll ected via drains in

Emperor Lake a nd Swi ss Lake and , by natural water pre ssure ,

ARCHITECTURE AND LANDSCAPE



The St rid,

fed the cascade and fountains at Chatsworth. There are three

water sources that flow from the plateau to the Derwent: the

cascade. the waterfa ll of Wellington Rock a nd The Strid. and

the stream from Grotto Pond. These three lines of water come

together in the garden culminating in a play of fountains and

reflecting pools. Of special note is the Weeping Willow. a

fountain designed in the form of a weeping willow tree. with

fine water-bearing copper tubes as the twigs.

The apotheosis of 300 years of garden design
Chatsworth is the garden of all gardens. magnificently regular

and with an unrivalled wealt h of deta il and co ntrasts. Paxto n

provided a definitive synopsis of the entire visual spectrum of

the ,Xth-century landscape garden. One therefore has to

CHATSWORTH

Cascade see n fro m Cascade House.

regard Chatsworth as a capstone in the development of pictur­

al landscapc design .

Chatswort h is cha racter ised by the m ul tiple laye rs tha t have

formed it. London and Wise created an oasis on the bank of

the Derwent. which has always formed the heart of the gar­

den. Brown understood that the discrepancy between the low­

lying garden and the surrounding hi lly landsca pe (st ill partly

wi ld at the time) was an essentia l fea ture of Chatsworth. He

draped a park landscape around it. which also encompassed

the other bank of the Derwent. The valley of the Derwent and

Stand H ill were thereby inc luded in the composition, but the

contrast was softened .

Paxton took this as a starting point. By making this contrast

more pronounced across the entire reach of the ,Xth-century

park landscape without destroying it, he created a vis ua l syn­

thesis whic h surpassed the dia lect ics of Brown's composition.

flaxto n used the instrumentarium developed at Chatsworth in

the design of urban landscape parks. for instance Birkenhead

Park. at Liverpool. His experiments, perhaps more than

Repton's des ign techniq ue, laid the founda tion for con troll ing

the landscape architecture of the urban design.

36 3
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The universe turned a corner in Upper Regent Street.
I think the moment that I approached Regent Street[or

thefirst time,ji-om Piccadilly CirCLI s, was decisive in Ill y
life. I tcn owJor certain that I was deeply moved and

thought, 'This is what a street ollght to look like',

Kl'CS lcn s. Lofl'illl de [JOdlt. ' 9 9 2

Regen t's Pa rk lies in London 's West End, ab out three m iles

north ofS t. Paul 's Ca the d ra l. Around ,XIO th e park becam e

part of an exte ns ive a nd ambitious plan which also included

Regen t Street and St. James 's Park , on e of th e m ost impo rtan t

metropolitan projects of the first hal f of the 19th ce n tury. T he

design can be traced back to a landsca pe a rch itecto nic tra ns­

formation of both the m an-m ad e landscape and th e ex isti ng

urban fabr ic. Th e m ost important obj ectiv e of thi s Grand

Design was to reorder th e relation ship between th e royal

palace, the centre of gove rn me n t. and th e built-up urban a reas

of Mayfair and Westm in ster (the weste rn se ction of London ).

A second objective was to res tor e co ntact between the ce ntre

and the ag ric ultura l landsca pe north o f Westmins ter by fixin g

th e edge of th e city a nd thu s bri ngi ng the growing metropoli s

under control.

From hunting park to urban landscape

Paradoxically enoug h, pr ecisely as a co nseq ue nce of th e sma ll

size of the defended city (th e Roman IIriJ s), in th e Middle Ages

Lond on de veloped into what Rasmussen ha s termed a 'sca tte r­

ed city', a city ou tside the walls cons isting of va rious ' towns h ips '

gro uped a roun d th e two poles of Londo n and Wes tminst e r.

Westm ins ter. which acco rd ing to one th eor y a rose from :1

REG ENT'S

Londo n, 1843. (Fro m Rare Engravings)

pla ce w he re in ea rlie r times th e king administered just ice in

an open-air court, became the scat of gov ernment. Gradua lly,

th e most important gove rn me n ta l in stitution s , s uc h as th e

Royal Treasury and th e Su pre me Co urt, a nd fin all y th e

Pa rliament. we re m oved to Westmins ter.

The royal ga me pa rks, in clud ing Windsor Great Park a nd

Ma rylcbon e Park , wh ich wou ld later be tran sformed into

Reg ent' s Park , all lay o n th e we st s ide of London . Prom the

ea rlies t da ys th e nobility a lso lived to th e wes t of London

a long th e Thames . parti cularly in Richmond , or in wh at is

now the \Ves t End. Lat er. gove rn me n t mini s ters a nd se ere-
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Topogra phy of Lond on 's West End.

Tyburn
Primrose H ill

) River Thames
4 Tyburn Mano r House
5 Village of Tyburn
6 SI. John's Church
7 Marylebone
8 SI. Paul's Cathedral
9 Ham pstead
10 Tottenham Court
11 Tottenham Court Road
12 Oxford Street
I) The Stra nd
'4 Charing Cross
15 Edgeware Road
16 Piccadilly
17 Westminster Bridge
18 Vauxhall Bridge
'9 SI. James's Palace
20 Buckingham Palace
21 SI. Martins-in -the-Fields
22 Westminster Abbey
2) Whitehall
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Marylebone

The natural landscape of western London slowly rises from

the Thames river valley in waves northwards toward the

plateau of Hampstead, Highgate and Harrow. Marylebone

Park lay on the southern foothills of this plateau: the Tyburn

River rose there. Its lower course split into two branches .

\\ hich flowed into the Thames north and south of

Westminster. Directly to the north of Marylebone Park lay

Primrose I-I ii\, the summit of which stands about 35 metres

above the average height of the terrain.

In the centuries after the departure of the Romans. the

village of Tyburn arose where the Tyburn was crossed by the

old Roman road (today Oxford Street) running east and west.

Around 1250 a manor house was built near by. Around 1400 .

as a result of new land development, the village of Tyburn

moved north toward Tyburn Manor and a newly founded

church consecrated to Mary. Thi s led to a change in its name:

the settlement got the name of Marybone or Marybourne.

later Marylebone. probably a corruption of 51. Mary-on-the­

bourne, which means St. Mary on the stream.

12 Totten ham Court
'3 Tottenh am Court Road
14 Port land Road
'5 Mayfair
16 New Road
17 Edgeware Road

'.'

6 Gravel Pit Field
7 Willan's Farm
8 Kenda ll's Farm
9 The Jews Harp
10 Green Lake
11 Boundary of

Marylebon e Park Estate

Marylebone
2 St. Mary-on-the-Bou rne
3 Tyburn Manor House
4 Marylebone Pleasure

Gardens
5 New Marylebone

Church

taries. high-ranking civil servants and wealthy burghers also

gravitated there. In contrast. the City of London developed as

a commercial centre. The area between London and

Westminster was gradually filled in. but a certain polarity con­

tinued to exist. and was even intensified by later industrialisa­

tion. The West End remained an elite area: the docks and

industrial areas developed in the East End. toward the sea

along the Thames.

The castles and country houses along the Thames for the

most part were located on visually strategic spots. on the

'foothills ' that fringe the broad Thames valley. They not onl y

looked out on the Thames but eventually. with the develop­

ment of belvederes higher in the hills. also had views of each

other and of the dome of St. Paul's Cathedral, wh ich marked

the centre of London. The visual network of this country

estate landscape. reminiscent of that around Florence and in

Rome's Tiber valley. dominated the long stretch of the

Thames westward. Marylebone Park was a hunting reserve

without a country house, and was not part of this country

house landscape. Because of its strategic locat ion with regard

to the seat of the court, Carlton House. the centre of govertl­

rnent in Whitehall, and the centre of London. it was neverthe­

less the obvious place for an urban tran sformation.

Marylebone Park and St. James 's Park

The whole area was originally a part of the extens ive

Iiddlesex Forest. After the dissolu tion of the monasteries by

Henry VIII in 1536 it became property of the crown. Henry

VIII had 223 hectares (550 acres) of it enclosed with a wall

and a fence with IS gates (the roughly circular shape of the

area can probably be credited to this), and used the larylc­

bone Park thu s formed as a hunting reserve. This situation

continued until ,649. the beginning of parliamentary rule. All

royal lands were sold during Oliver Cromwell's Protectorate.

The forest was very soon felled for usc in constructing a fleet

of warships . After the monarchy was restored and Charles II

ascended the throne in 1660. the area reverted to the crown

and was leased out for agricultural purposes.

In the northern section of Marylebone Park the soil con­

sists of London Clay: in the southern section this is covered

with gravel from the Taplow Terrace, the high terrace of the

Thames. The morphology of Marylebone Park is dominated

by a ridge of hills from five to ten metres high which run

down into a lower-lying. badly drained area in the valley of the

Tyburn. During the IXth century most of the southern section

was used as meadowland .

In the IXth century the population of Mayfair and Soho

sought diver sion on the then edge of the city in the southern

part of Marylebone Parle among other places at an inn called

REGENT'S
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The Grand Junction Canal.

Park Village East.

Boat ing Lake.

Th e Jews Harp. In 164 9 the Marylebone Pleasur e Garden s

we re opened behind Tybur n Manor Hou se. with a garden. a

bowling green an d a refreshmen t roo m . Th e gardens quick ly

became a much freq uented place of entertain ment. chiefly for

the richer residents of Mayfai r. By the end of the 18th century

Marvlebone was surrounded bv the zrowinu city. The ulorv d3YS
, i b b , b , I

of the Marylcbone Pleas u re Garde ns were then already past.

St. J3m E'S'S Park originally belonged to the leper asylum St.

Jam es 's Hos pita l. It cons isted of marshy mea dowland with

pools and clumps of trees, and was probably regularly flooded

by the Thame s (the Tha mes being a tidal river} . III 1532 He n ry

VIII had the a rea drai ne d and walled in . In 1660, un der

Charles II, the area was en larged. Th e par k W:IS laid out. prob­

ably by M oll et , with a forma] Grand Canal, in which Charles

II is reputed to have sw u m publi cly, tree-lined ave n ues and a

ma ll. In 16 6 3 it beca me one of the first royal parks to be

opened to the public.

London es ta te developmen t

With the urban expansion during the course of th e I;-th cent ury

a number of country homes in the immed iate vicinity of West­

minster and London came to lie within built-up areas. The fore­

courts of these country homes were subdivided into lots sur­

round ing 'sq uares', open rectangu lar (and often actually square)

spaces , The house itself retai ned its dom inant position. while

the ground aro und it was divided an d distr ibuted in separate

lots. Th is mode l of the square W3S the norm for the develop­

me n t of Mayfair,

Until the seco nd hal lo fth e 19th cen tury the mu nicipal

autho rities had hardl y any role in urban deve lopment . Through

the developm en t SYS tC lll of the squa res, residenti al developme nt

becam e a matt er fell' landown ers and speculators. Rath er than

selling the es tates to the municipality or corning up with a plan

themselves . large landowners leased plots of land to project

developers, which were often com binat ions formed by a spec­

ulator. a building contractor and an arc hitect. These developers

divided the land into lots , bui lt the houses and rented them

out. with the objective of making as much profit as they could

in a short time. Aficr the expiration of the lease the land . \\ ith

the houses on it. reverted to the landowner. The larger and

smaller estates were scattered about higgledy-piggledy. uncon­

nected with each other and without any logic in the road system.

ThE' theatrica l stage-management of public space played a

centra l role in the attem pt to break throug h the cra m ped chaos

of the i Sth-cent ury city and create s pace for the modernisation

of u rban pub lic life ,

A R CH ITE C T U R E AND LA NDSCAPE
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Transforma tion schem e.

A Regent' s Park
B The New Street
C Buckingham palac e
D 51. [arness Park
E Haymarket
F Channg Cross

Edgeware Road
New ROod

3 Tottenham Court Road
4 Oxford Street
) Piccadil ly
6 Hyde Par k
7 Westminste r Bridge
8 River Thames

The Grand Desig n.

River Thame s
51. Paul's Cath ed ral

3 Westminster Abbey
4 Houses of Parliament
) Horse Guards
6 Buckingham Palace
7 The Mall
8 51. [arne ss Park
9 Nat iona l Gallery
10 Waterloo Place
11 Hayma rket Theatre
12 Regent Street

13 Piccad illy Circus
14 The Quad rant
1) Oxford Circus
16 Langh am Place /All Souls ' Church
17 Portl and Place
18 Par k Circus/Cresce nt
'9 The Broad Walk
20 Guinguett e
2 1 Reservo ir
22 Cumberland Terrace

23 Cresc ent
24 Doubl e Circus
2) Panoram a Prim rose Hill/Hampstead

Heath

John Nash

John Nas h (1 75 2-IX35) . th e principle a rch itec t of thi s extensive

project. was probabl y born in Londo n to a craftsman 's famil y

th at had come fro m Wales , Wh en he wa s fourtee n. an uncle

found him a place in the offices of the re nowned a rchitect Sir

Robert Taylor. where acco rd ing to th e cus to ms of th e tim e

Nash did an appre n tices h ip of about a decade. un til he we nt

in to practice for himself in 1775 , In 1794 he m et Humphry

Repton . who in terms of both th eo ry and p ractice was the

RE GE NT'S

most important landscape arch itect of England in that day.

Whcn in J7l)G Repto n was as ked to oversee th e rebuilding of

Cors ha m Co urt in Wilt shirc , he recomm ended Nas h as th e

a rchitec t. T he ir colla bo ra tio n las ted unt il IXo5, a nd was o f

decisive importance for Nash's developmen t.

As we ll as being a n a rc h itect. Nas h was a draughtsman and

st ruc tura l c ng inec r; for in stance, lie des igned a nd buil t the

m ass ive br ick sewer sys te m under Reg ent Street and h e a lso

designed the H igh gat e Arc hway withou t any s pec ia l assista nce.
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----
Firs t design (Nash, Mar ch, 1811).

----
<'50 1000m

Second design (Nash, November, 1811).

Built-up area
2 Grand Juncti on Canal/ Regent 's Canal
3 Inbound goods termi nal
4 Market

5 Ornamen tal Water
6 Cresc ent
7 Double Circus

Terraces
Park Villas

3 Boating Lake
4 Cuinguctte

5 Regent's Canal
6 Inbound goods terminal
7 Market

three, recommended as ea rly as [793 . was appo in ted, in wh ich

th e departmen ts of Wood s and Fore st s and Land Revenues

were un ited under th e chainnanship of Lord Glen bcrri c . wh o

received parliamentary au tho ris a tion . Th e development of

Marylebone Park (Regent's Park) is recorded in five reports by

thi s commi ssion, the fifth and last of which appeared in /826.

j ash was already 58 years old when he began with hi s Grand

Des ign, and he worked on it with unbounded en e rg) for a

per iod of 15 yea rs, from 1810 to 1826. He po ssessed a well­

developed sense for ense m ble archit ecture and a talen t for

un iti ng various ex pe rtise and opi nions in n ew com bi na tions ,

The j ew Street (now Reg ent Street) is almost e n tire l, hi s

work , and in the transformation of Ia ryle bo ne Park as h was

also always the one who determined the s pa tia l co nc e pt.

The development of Maryl ebone Pa rk

The idea fo r developi n g Marylebo ne Pa rk came from Joh n

Fordyce. th e Su rveyor Ge ne ra l to Hi s Majesty' s Reve n ue , of

th e Pri nce Regen t, late r Geo rge IV. Fordyce sought to secu re

the interests of the crown aga in st those of the Duke o f Port­

land , who owned land to both th e north and sou th of Maryl e ­

bone Park. Fordyce had an integral vision on the s ign ific a nce

of thi s project for the deve lopment of London as a ro yal resi ­

dence : for in stance , among the things he considered neces­

~a ry was a direct link between th e royal pal ace an d pa rliament

bu ild ing in Whitehall. He comm issioned s tud ies tha t wo ul d

demonstrat e th e fea sibility of thi s co m pre he nsive p ro ject.

Shortly before hi s dea th in 1810 he wrote a m emora nd urn to

th e Treasury in which a ll of th e ba sic co nd itions for th e pr oj­

ect wer e se t forth .

In 1811 , just before the Duke of Portland 's lea se on

Maryl ebone Pa rk wo u ld exp ire. a permanent commission o f

".; "
l ~;.
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The transformation of Marylebone Park.

1>la Tyburn /Gravel Pit Field > Boating Lake
2>2a Hill crest > Double Crescent
3>3a Highest POint > Cumguettc
4>4a willan's Farm > South Villa
5>5a Green Lane > The Broad Walk
6>6a Marylebone High Street > York Gate

7 The Jews Harp
8 Kendall's Farm
9 Edgeware Road
10 New Road
11 Tottenham Court
12 Harnpstead /Tottenham Court Road
'3 Boundary of Marylebone Park Estate
'4 Clarendon Square

ARCH ITECTLIRE AND LANDSCAPE



The pastoral panorama

P. I"l se HI! /Harnpstcad
2 Gloucester Gate and Terrace

Cumberland Terrace

... ; _ ~
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The Grand Design
Nash's design impl ied a tra nsfor matio n of th e ex ist ing land­

scape and urban pattern. This transformat ion took place in

four pha se s. Th e first pha se began with Rege n t's Park. In

Regent' s Park the new residential buildings and park tog ether

formed a theatrical landscape: as h called thi s ense m ble the

Th eatri cal Panorama. In it he made use of th e 'palatial s tyle'

that had been developed in Bath over seve n ty yea rs before, in

REG E N T' S

which the exc lusivity of the country house had bee n tra ns ­

forme d into a col lective res iden tial bu ild ing ,

The second pha se W~l S formed by New Street, the lin k

between th e royal palace and the new residential area . The

third ph ase wa s initiated by the construction of a new palace

aft er th e co rona tion of th e Regent as George IV in 18 2 0, and

in cluded the s tage -m a nag in g of th e most important ceremoni ­

al government buildings on the opposite side of SI. Ja mes 's
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The Grand Design In the morphology of the Thames Valley.

Primrose Hill Regent's Park

ARCHITECTURE A ND LANDSCAPE



Whitehall

I Oxford Circu s..
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PicadillyCircus Th Q. e uadrant

Trafalgar Square

Hyde Park

St. James's Park

Buckingham Palace

Thames
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Park (Horse Guards . designed by William Kent w ith John

Vard y a ro u nd 1750 . th e Royal Mew s . th e Admiralt y a nd th e

Houses o f Parliament) . TI l(' fourth a nd last phase . in cluded in

the co m m iss io n's fin al report in IX26. co ns is te d of the reo r­

gan isatio n o f H ayma rke t and C ha ri ng Cro s s a nd a 1lL'\\ link

w ith the a re a a ro u nd St. Pau l's Cat he d ra l.

The transformat ion of the landscape

By damming th e Tyburn . th e boggy area near Will ian 's Farm

was magically tra ns fo rmed into th e Boating Lake . a na log o us

to 'Ca pa bility' Brown's re servoirs . The double circ us (tod ay th e

Botanical Garden) wa s placed o n th e top of the ce n tra l hill as

th e visual centre for th e Pari" South Villa wa s a cha n n ing

tran sformation of the s trik ing siting of Willian 's Farm . The

co u n try road between Marylcbone High Street and Wi llian' s

Farm was transformed into York Gate: the new Maryleboue

Ch urc h wa s given a cla ssi c portico by Nas h and u sed as a

backdrop. Green Lan e returned as a prom enade in th e d esi gn ,

u nde r th e name of The Broad Walk. At tilt' point w he re The

Broad Wal k cu ts through th e rid ge of hill s . Nas h d esi gned a

su m mer pavilion fo r th e Prince Regent (The Gu in g ue tte)

o pposite Cumberland Terrace . o n both si des o f a bassin (the

drinking water reservo ir for th e new co m m u nity) . In this

Nash u tilised a ll th e m orpholog ical a nd topographic cha rac ter­

ist ics of th e exis ting m an-made landscape . with th e exception of

the Primrose Hill belvedere, whi ch because o f th e ow ners h ip

relations at the tim e could onl y be in volved as a observat ion

po int in th e development of Marylebone Pari"

-,

" -,
I "1­
I
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Ic Carlton House
Pall Mall

3 Waterloo Place
4 Haymarket The,
5 Regent Street
6 Piccadilly Circus
7 County Fire Off
8 The Quadrant
9 Hannover Chap,
o Oxford Circusj'C

Street
11 All Souls' Churc
12 FoleyHouse
'3 Portland Place
14 The Regent's Cu

New Road

Staging the Theatrical Panorama

Nas h' s first sketch designs from 1811 already re veal the gcrrn

of a new approach to h is ass ignment. This p lan wa s no co n­

tinuation of the pattern around Cav endish Square. but in the

wo rds of Nas h wa s an 'exclus ive. se lf-co n ta ined resid enti al a rea'.

It is urban in charact er. apparentl y ba sed o n th e s tu d ies a nd

plans o f George Dance, w ho as ea rly as 1767 h ad d esi gned a

miniature tri ad o f sq uare. ci rc us a nd crescent fo r London . o n

the m od el of th e triad in Bath. These a rc h itec tu ra l fo rms

e nc losed park-like inner co ur ts w ith villas. In the ce ntre of the

co mpositio n a double ci rcus was d esigned . with a nat io nal

m onumen t devot ed to Briti sh heroes . a nalogous to the Br itish

Worthi es at Stowe. The Boating Lake is noteworthy, ad apted from

a plan by John White from 18° 9 . as it is the in genious into­

gration of th e Grand Jun ction Ca nJ I. intended to link we st ern

London around the cit y w ith th e eas te rn docklands . According

to Nash th e pa ssing boats we re to cr eate J livel y picture.

Scenography of the Triumphal Avenue.

The second version (alier several intermediate ver sions)

s hows a decisiv e reversal. The image sh ifts in th e directi on of

the landscape ga rde n : th e number of villas is reduced fro m 56

to 26 (of whi ch ultimat el y s ix were built) . and ge ne ra ll} the

building den sity is dimini shed . The Boating Lake beco m es

independent as th e visua l ce n tre of th e landsca pe co m pos ition :

th e Grand Junct ion Ca na l is laid a lo ng th e edge of the area.

The differen tiati on of bu ilding for m s . w h ich was to be st ill

fu rth e r worked o u t in la ter vers io ns. tra nsforrn s the u rb an

blo ck a rra ngeme nt o f the first des ign into J 'pa rk city'. In th is

th e landscape is d ial ecti call y pla ced in o p pos itio n to th e a rch i­

tecture o f th e resid enti al buildings. This produced th e syn thesis

o f th e Engli sh landscape garden and neo- cla ssi cal Regency

a rch itec ture. in whi ch th e 18th-century typolo gy of Ba th was

e leva ted to m etropolitan sc a le ,

AR CHI TE C T UR E A ND LA NDSC A P E



The various residential buildings were related to one anot he r

visualI: : they were at the same tim e both stage and decor.

I ash deliberately took this ambiguity between see ing and

being seen to its fullest development. Seen from the villas the

terraces formed the urban horizon: the Par k Villas and Park

Villages along the Regen t's Cana l in turn formed the ru ral

deco r for the terraces and circuses . Park Road offered a cha ng­

ing perspective on the Theatri cal Panoram a and the land scape.

The di rect confrontation of urban resid enc es with the land­

scape (the' Bathonian concept') was a break with the existing

pattern of Mayfair. Th e terraces and villas each had their own

pleasure grounds and an unobstructed view of the Parle In

the 'open mark et' section on the cast side of the Park for the

working population and service personnel Nash made use of

variation s on the repertoire of spatial form s that one find s

elsewhe re in Mayfair: places , squares and stree ts. In a high er

sense. the visual contrast between the 'city' and the 'landsca pe '

in the New Street and Regent' s Park was perhaps taken to its

conclus ion, but at the same tim e the fun ctional oppositi on

was abando ned. With this the foundation was laid for the

design of the metropolis as a continuum of city and landsca pe.

Waterloo Place seen in the direct ion of the then Carlton H ouse.

Water loo Place seen In the direc t ion of the Coun ty Fire Office

The scenography of New Street

A fi rst sketch design by Nash from 18 12 includ ed the sect ion

between Carlton Hou se to the south. nea r St. Jam es' s Par k,

and Portland Place, I n already existing stree t bord ering on

Regent's Park, in one monumental com pos ition. ln it the cw

Street was conceived as a class ical 's traight' stree t with contin­

uous colonnades, and connected with important streets by

mean s of rectangular or round plazas (Oxford Circu s, Picca­

dilly Circus), sometimes with a statue in the middle. The second

design, from 1814, is J pictural composition (a 'wind ing road').

modelled on Oxford High Street. At the north end the design

was expanded to include the en trance to Regent' s Park: at the

south end a link to WhitehJII and the old city appeared next to

Waterloo Place. the formal 'Grand Place ' in front of Carlton

House. In this plan lash develop ed a firm er grip on the rela­

tions amo ng the most important com pone nts of the Grand

Design.

The Ne« Street thus initiated a thr ee-part transfo rmation of

the existing pattern in Mayfair. Th e firs t a im of the traffic

breakthrough in the stree t pattern of Mayfair WJS to hJ\T a

direct link between Whit ehall and Regent' s Parle For thi s

some stree ts were replaced (for instan ce. Swallow Street by

Th e Quadrant): others (Portland Place. for exam ple] were

includ ed in the design. Furth ermore. the New Street formed a

. ' .
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The Qu adran t With the Coun ty Fire Offi ce.



A Terrace, seen from the Park.

The en tra nce to Chester Terrace.

The Broad Walk.

new m etropolitan ax is on the boundary between th e old ,

dense and poorer sec tio n (Soho) and the rich er , newer on e

(Ma yfair). Nas h reorganised th e relation betw een th ese two

sec tions by in serting hi s s tree t into the fabri c of th e exis ting

c ity as a th eatrica l 'se t piece ' . The s tree t and circuses we re. so

to s peak. th e s tage o n wh ich London' s population co uld pres­

ent the mselves; the faC;:Ides. gates and monu m en tal build ing­

were th e decor th at hid th e poorer s tree ts and ope ne d u p

access to th e rich er sq ua res .

A third important aspect of the cw Street was th e link

with th e landscape ou ts ide London . Formerl y th e popu lation

o f Soho had gone out of th e city via Portland Place and then

o n via Gr een Lane to The Jew s Harp Inn . Th e Triumphal

Avenue between Carlton House and the m onarch 's su m me r

palace (Guinguette) now added a ceremon ia l as pec t to thi s. a

' roy a l' tran sform ation of the hi storic link betw een the city and

th e landsc ap e , The scenogra phy of th e New Stree t gave the

illu sion of a s pa tia l co n tin u ity; one walked s lowly from the

ce n tre on th e Thames upward , as it wer e . out of the cit} to an

Ar cadian landscape in th e hill s .

as h used no trees in hi s design for ew Str eet. as Alphand

wo u ld do in hi s desi gn fo r the boulevards of Pari s forty years

late r. T he bayone t-like tur ns that we re necessita ted D} adapta­

tio ns to the ex is ting s ituat ion wer e artic ulated architectonically

w ith the aid of a number of ' inserts' fro m th e visua l arsenal of

th e la ndsca pe garde n. At Piccadilly Circu s . for ins ta nce , like a

g ro tto th e Co u n ty Fire Offi ce form ed th e visua l limit to th e

view from Ca rlto n Hou se over Waterloo Place and along Lower

Reg ent Stree t. Th e building wa s given five (toda y three) gates ,

on e of wh ich a ffo rded a picturesque glimpse int o the o ld city.

The co n nec tio n between Piccadilly and Regent Street was

fonned by The Quadrant , a quarter circle that Nas h cou ld only

reali se by him self purcha sing th e adjoining buildings, having

th em demoli sh ed. redrawing th e lot lines and buildin g and

se lling th e hou ses on th em ,

The s pa tia l e ffec t o f th e int er section with Air St reet is

ac h ieve d by m ean s of ar ch- shaped ga tes in the front age along

the s tree t. The north e nd of Uppe r Reg ent Stree t is visua lly

defined by the semi-c ircu lar co lon na de of All Soul s ' Church.

co m para ble wi th the Rotunda a t the end of the Gr eat Lim e

Cross Walk a t Stowe. The st ree t is co nnected wit h the alrea dy

ex ist in g Port land Place by m eans of a bayon e t; in turn, the

so u th e nd of Portland Place is visua lly defin ed by Foley House.

At th e north Portland Place e nds in Th e Regent' s Circus,

w h ich later was reali sed more sim ply as Park Cresce n t.

In Reg ent 's Park th e Triumphal Avenue co n tinues as a pub-

ARCHITECTURE AND LANDSCAPE



lic pro menade. Thi s Broad Walk carr ies 0 11 past tIll' Guingu ett e .

whe-re the Theatrica l Panorama unfold ed o n both s ides. In

Nas h's second des ign Th e Broad Walk visua lly e nde d in a

crescent. which at the sa me tim e was int ended to frame the

pasto ra l panorama to the nor th with its view of Prim ro se Hill,

Th e cap ston e

With the deat h of th e old king. Ccorge III. in l ih o. a nd the

coronation of the Regent. th e Prince of Wale s. as George IV.

the cons truc tion of a new palace became urgent. Reg ent' s Park

and the New Street had brought ab out s uc h a far-rea chin g

reord erin g of Mayfair th at an upgrading of th e royal pala ce was

also cons ide red necessary. Th e de cision was made to rebuild

Buckingham House, where the new king kid been born.

Th e landscape stage se tting for Buckingham Palace in turn

stim u lated a reo rde ring of the relation ship between th e palace

and the gove rn me n tal centre around Whit eh all . In 1814 th e

Treasury exten de d th e commiss ion to red esi gn St. James' s

Par k. Buckin gh am Hou se lay a t th e e nd o f th e already ex ist in g

IVIa II. a t the 'h inge' in th e alrea dy ex is ting se ries o f par ks

including St. jam es 's Par k. Palace Ga rd en s /Green Park. Hyde

Park an d the garde ns of Ken singt on Palace. This position

mea nt the nev, palace was at a g reater di s tan ce fro m Wh iteh all

and the hea dquarte rs of th e roya l bod yguards . the Hor se Guar d.

Th is place d the pa lace. as it we re . in oppos itio n to th e gm'e rn ­

m cn t bui ldi ngs. with St. james 's Park as the public landscape

between them . A logical co nseque nce was th e landscape se tt ing

of Whi teh all. Nas h transformed th e former ca na l. a fte r a n

ea rlier proposal from 'Capability' Brown , into a Serpentine l.ak c

with a n asy m me trical form. whi ch o n th e eas te rn extre me is

somewha t wide ne d , with receding planting. in order to fram e

the pan orama of Whitehall as see m from Buckingham Palac e

and th e park .

Th e forma l relation between Buckingham Palace and Ch arin g

Cross (toda y Trafalgar Square) and th e Strand is det ermined

by the Mall. a bowlin g gr een wh ich a p pea rs already o n a dra w­

ing by Bridgeman from 1725. The old Ca rlton House was

demolished: a sta ir with th e later adde d Du ke of Yor k's Column

served as a tra nsition between Reg en t Street. the Mall an d St.

jam es 's Pa rk. A co nseque nce of the cho ice of the Jail as the

ma in axis of the co m position (th e Mall in fac t run s a t a s lig ht

angle to the facade of the palace) is th at th e relation of

Buckin gham Pala ce with Whitehall had to Ill' completed with

a diagon al. Th e crescent and terraces designed by Nas h for

Bird cage Walk (never reali sed) wer e in te nded to s tre n gth e n

thi s dia gonal as a second important axis in the composition,

REG E NT' 5

Stair near St. James 's Park, on the site of the old Carlton House.

The Quadrant .

Uppe r Regent Street wrth All Soul s' Church ,
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Pall Mall
St. James's Square

3 Earlier St. James's Palace
4 Carlton House
5 Carlton House Terrace
6 Buckingham Palace
7 The Mall
8 Palace Garden s
9 Creen Park
10 Birdcage Crescent
11 St. James's Park
12 Admiralty
13 Horse Gua rds

18

10
~
20

2S0

21

23

1000m

Th e final piece in the Grand Design was an im proveme nt

ill the relation of Regent' s Park, Buckingham Palace and

Whitehall with the old city, the Strand and St. Paul' s Cathed ral

by mean s of the recon struction of the region aro und Haymarket

and Cha ring Cross (the area east of Haymarket was royal land) .

This proposal. included in the final repor t from the comm ission

in 1;<'26. was only rea lised in part. as h's idea was to extend

Pall Mall beyond Waterloo Place to Cha ring Cross , and there­

after. with a bend , past St. Martin 's Churc h, to come out on

the Strand . Thi s would have con sid erabl y improved traffic cir­

culation. Charing Cross (now Trafalgar Square) was intended

as the new cultural centre of the city. a square sur rounded by

im portant publi c buildings and institutions, which would

stre ngthen the forma l rela tion between Whit ehall an d Regen t

Street.

Nash's design for St. Jam es's Park.

ARCHITECTURE AND LANDSCAPE
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View of Horse Guards from 51. James's Park.

The urban transformat ion of the landscape

garden
John Nas h's design stood in th e landscape ar chitectoni c tradi ­

tion , in which tilt' architectonic relation be tween the city an d

landscape is wo rked ou t. In that sense the Gr and Desi g n

can be co m pared with the Piazza della Signoria a nd Giorgio

Vasaris Uffiz i in 16th-cen tury Flor ence and with Andre

Le Notre's visua l axis in 17th- cen tury Pari s th a t co n nected

the Louvre with the Sei ne rive r land scap e via the Place de

l'Etoi lc,

In the 'la ndsca pe th eatre ' of Reg ency London th e po ssibili­

ties for pictura l des ign on a m e tropolitan sca le we re test ed fo r

the first time. The Grand Design is tes timony to a vis ionary

power: despite all th e a rchitec to nic s im plifica tio ns, wear a nd

tear and in crea sed traffi c, Reg ent Street and Reg ent' s Park s till

are among the m ost im po rta n t publi c s paces of m etropolitan

London .

REG E NT· 5

=

---- --

TI lt' p roj ect never became wha t ash saw in h is m ind 's

eye , Within severa l decad es thi s ambitious and 'de fin itive'

proj ect was ove rtake n by time , eve n before it was en tire ly

rea lised, Wi th th e a rriva l of the rai lway and indu stri al isa tion

the configurat ion of the metro pol is was a lrea dy be in g cha nged

dras ticall y, The Gr and Des ign , w ith its urban th eatre , was in a

dee per se nse th e fin al cho rd of th e i Sth ce n tury, a look back to

the ce nt u ry of the En ligh ten me n t, in wh ich landscap e a rchi­

tecture had played such a n impor ta n t ro le.

Nas h's desi gn h as nevertheless had grea t influence o n th e

development o f urban des ign in th e second half of th e 19th

ce nt ury, first in England , a nd lat er ac ross Europe , Forty yea rs

late r. un de r Hau ssm an n and Alp hand, Regent Street found its

successo rs in the boulevards and promenad es of Pari s , em be l­

lish cd with tree s and parks , The importan ce of landscape

arch itectu re fo r th e stage-ma nag ing of urban pu blic li fe was

demonstrated a ll the more with this desig n .
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Landscape Architecture 381

Gardens are the laboratories of the landscape...
These prototypes are reference points and the marks lvhich
we establish in a contempora/I' landscape over which we

have no control.

Dcsvigne & Dalnoky, ti,, Landscape. 1995

In antiquity the 'holy way' through the landscape referred to

Elysium and the dwelling place of the gods. In Christian tradi­

tion the garden was the metaphor par excellence for paradise.

the origin of the human world. In addition. it represented an

experimental architectonic tradition in which the horror V(/CII;

was overcome and space was mastered. The architectonic con­

cept of the landscape has gradually been further opened up.

enlarged and deepened. Architecture and landscape ultimately

came together in the perspective of landscape architecture.

The design research of this book makes it possible to for­

mulate the object. method and reach of landscape architecture

more sharply. Landscape can be defined as a space in time. in

which the fundamental concepts of time and place arc

processed. From the analysis we gain a coherent picture the

specific design instruments and the layers involved in land­

scape architectonic design . We will denote this coherence :IS

the landscape architectonic grammar.

From a comparison of designs. landscape architectonic

transformation emerges as a key concept. The composition

scheme of a villa makes it possible to penetrate to the core of

the composition . This allows the designs to be placed in various

series - respectively a typological and a conceptual series ­

which reveal the development of landscape architecture.

The composition scheme of a villa makes the design usable

experimentally. By means of a transformation of the cornposi­
tion scheme of the villa. this knowledge can be applied to new

design assignments. This presupposes a model of the content-

LANDSCAPE ARCHIT EC TURE

porary landscape as a formal system, and a further differentia­

tion of landscape architectonic research.

The villa also represents a quality of landscape that is cap­

tured in the landscape architectonic composition in a careful

balance among the essential elements of the landscape. From

this perspective. the designs from this book can be employed as

qualitative models for the design of contemporary landscapes.

The landscape arch itectonic object

A number of conditions distinguish the landscape architectonic

design from the merely architectonic. It is always contextual.

connected with the spatial and temporal aspects of nature.

with the physical environment. with the topography of the

landscape as it has pre\ iously been formed, and with the scale

of space in landscape. Each landscape architectonic design

finds its origin in till' morphological characteristics of the

natural landscape. for instance in its location along the sea , on

a hill. on a plain or along a river. The concept of nature there­

fore plays a ccn tra! role in la ndsca pe arch itecton ic design.

Nature has been interpreted differently in successive cultural

eras. depending on the stall' of the natural sciences and on

socia I dcvclopmcn ts.

During the Renaissance the idea arose that an ideal system

of proportions. a rational system of dimensions and ratios.

could be derived from nature. a system within which the rela­

tion between man and nature could be perfected. The design

of \ illas also reflected the spatial unity of the city and land­

scape with nature. In the Renaissance garden. virgin nature

was an essential component of the dewrofthe villa, and thus

of the experience of the aristocrat during his stay in the coun­

tryside. Humanistic poets like Petrarch wrote of Virgil's

Arcadia and the mythic nature in the world of the gods.
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In the formal French garden, nature WJS dissected into con­

tras ting formal categories such as the parterre, tapis vert and

woods, and rearranged as a symbolic system, ranked accord­

ing to increasing degrees of natura lness . In this way nature

'fro m spring to ocean' was represented in the garden as

though in a scientific system of classification, and WJS worked

out in the garden as an image of the cycle of life (birth-life­

de ath), The spatia] hierarchy and the formal control of nature

reflected an absolute understanding of space and time,

The Enlightenment brought a development from forma] to

functional thinking. That was to a certain degree a return to

the Greek concept of nature as cosmos , now however not as a

living being, but as a system. An insight developed, based on

the natural sciences, into the processes that governed nature

and society. The sciences were the rational measure of the

world order; nature was the mora] mirror of society. Art and

culture were represented in the landscape garden through

classical buildings; nature was treated as a living organism ,

which in its physical form and vigour was placed over against

art. Conservation found its first expression in the 18 th -ce n tury

English landscape garden in the deer park.

These developments in the concept of nature. and the

changes in thinking with regard to the landscape architecton ic

object that they caused. can be traced back to differing notions

of time and place.

Time
The structure of time CJn be ana lysed into various time

dimens ions or time scales. which all in one way or another

ar e represented in the design. The geo logical time scale (or

that of natura] evolution) reveals itself in the solidified forms

of the natural landscape, for example in striking geologica]

formations of various age. and in the results of erosion such

as plateaus. ravines, river valleys cut into the landscape or, in

low-lying country, river deltas and Ho locene coasta l plains.

The development of the man-made landscape and human

habitations takes place in the tim e scale of human history and

culture. This expresses itself in sett lements, canals . roads.

woods and parks. but also in monuments such as tombs. tem­

ple s. memorial obelisks and triumphal arches, in open-air the­

atres. and galleries with art col lections and rarities . and in a

deeper sense too in ceremonies and processions.

The natural cycle of the seasons is expressed in barns and

hunting pavilions, or can be read out of garden architectonic

elements such as floral borders , so litary trees and works of

art. The cycle of day and night, between the extremes of light

and dark, can be followed in the gradua l change in the way

light falls on clumps of trees and wate r features: the hours

can be measured with the aid of the shadows and a sun dia l.

Place
The in te rrela tion and articulation of two essentially different

concep ts of space and place. tapas and low s. playa large role

in th is .

The classic o rigin of the concept of tapas is anchored in

Greek mythology and refers to the sacred landscape. the

dwelling place of the gods. It is a magical/mythological under­

standing. The sacred or mythic landscape is labyrinthine. infi n­

ite and without sca le. It has no geometric limits . Its time is

that of creation. The tapas is connected with the holy rout e.

The classic origin of the concept of low s is anchored in the

templum, the myth ic cross at the centre of the layout of

Roman cities. oriented to the North Star (north/south) and the

co urse of the sun (east/west) . The templum was the holy place

in the des ign matrix of Roman exploitation of new areas.

which was oriented to the morphology of the landscape. Th e

lows is defined geometrical ly: it is a spot in the rationally

ordered , man-made landscape, to which distance and the

measurement of time is related.

These two d ifferent concepts of space and place are set along­

side and over against one another in villa architecture . Even

more strongly, in a deeper sense they presuppose on e another:

con tro l th rough measurement necessari ly ra ises the question

of chaos. This theme is worked out in the tension between the

amora basco. an older. labyri n thi ne park that was used for

hunting, and the rational foundation of the ceremonial gard en .

In the 17th-century French garden. this contrast was the

basis for the p lan. T he central space was absolute and infinite:

the garden was an unchanging stage. The visual conquest of

space was exp ressed by the spatial flight of the mirror axis and

the system of aven ues . Space became architecture. Labyrinthine

space was pushed out of the garden by the baroque violence

of the mirror axis. but lived on in the magical tradition of the

water works and the secretive games in the surrounding bosquas.
In the 18th-century landscape garden the tapas came to life

again . The mythic landscape was pro jected onto the natural

morphology and o nce aga in confronted with the rational foun­

dation of arch itecture . Th is confrontation CJn, for instance, be

read in the use of a topographical design matrix by Bridgem an

in the expansion of Stowe.

Tapas and lows merged in the genius loci , the visual quali­

ties of the place in the land scape. In An Epistle to Lord
Btl rlingto't. Alexa nder Pope wrote in 173I, 'Consult the Genius

of the Place in all / T hat tells the Waters or to rise . or fall",

Calls in the country. catches opening Glades, ,,' Nature was space.

The landscape as space in time
One can po int to these notions of time and space explicitly in

many of the des igns discussed here; in others they remain

impl icit, interwoven as they are with the trad ition of garden

arch itecture . The control of space was a strong motive . and
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expanded itself to 3 larger sC31e with the employment of

incrcasuu; numbers of new tools. In the rediscovery of the

tapas in I:nglish landscape architecture, the control of the

various time scales also became an expl icit part of the

designer" s task.

This expression of time and place is a distinguishing

characteristic. An awareness of process is fundamental for

landscape architectonic design . This involves not only the

design of the architectonic space, but also a formative

process, for instance the e rosion of the landscape or, on

the contrary, the genesis of a landscape, the development

and design of the man-made landscape and, at the same

time. the colonisation of the urban landscape. Landscape

architectonic design approaches the landscape as a space

in time, as a space that is subject to natural cycles, and

moreover that is in development.

Landscape architectonic grammar

The analysis also produces an image of the specific design

instruments of landscape arch itecture and the composite

nature of. or mu ltiple layers in, the design. At various

abstract levels it clarifies the theoretical and technical

aspects of the landscape architectonic form. Moreover. it

reveals the generative aspects of the design. One could there­

fore term this whole a landscape architectonic grammar.

The layered ness of the landscape architectonic design

The landscape architectonic design activates the elements

of the landscape and brings them into a new balance. It

reassesses the system of forms. references and meanings .

and in this way gives new content to the landscape form .

This aspect is fundamental to the question of whether a

new landscape is created, in the proper meaning of the word.

In order to be able to distinguish the various processes

of the landscape architectonic design from one another we

will make use of a theoretical model tha t W3S developed by

the German architectural theorist Paul Frankl. He distin­

guished four aspects or processes that determine architec­

tonic form, and that can be 'read in reverse' by the observer

(in this or a different order): purpose, spatial form, plasti­

city and external appearance. These four aspects layout

the rela tion between the 3rch itectonic design and its per­

ception in 3 systematic way and afford insight into the

spatial dynamic of the design.

According to Frankl the purpose (Zweckgesilllllll1g) ind­

icates if the design is functional (or actually, is intended to

be functional) , in the sense that the programme has its

own expression and contributes to the form. The spatial

form indicates whether there are combinations of space.
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a sum of spaces (addition). or a division of a limitless space

(subdivision). or either a static or dynamic arrangement of

space. The plas tici ty or mass- form, the envelope coveri ng

the space, indicates to what extent there is a centre of force

to be discovered in the design that holds it together, whether

the lines of force in the construction of the design have an

autonomous expression and represent the dynamic of a

'stream'. The appearance (colour. texture, incidence of light)

GIn be simple or complex. one image or many images .

In a similar way the landscape architecton ic design GIn

be conceptua lIy a IIJ tom ised in to various aspects. In general

these GIn be denoted as the geometric basic form or basic

plan. in which the topography of the natural landscape and

the man-made landscape are rationalised and activated.

The spatial form is the architectonic form and spatial

enixt of the three-d imensiona l landscape space, through

which spatial dynamics 31'(' created. The metaphorical

structure is the form in which the metaphorical images of

the natural or man-made landscape arc adapted and come

together with clements of the urban programme and

metaphorical-spatial references. The aspect of time is

expressed here. The form of the programme brings the

divisions in the landscape and the architectonic expression

of the progra nunc- into relation with the pattern of move­

ment in and through them.

Geometry and basic form

In the Renaissance villa the division of both the basic layout

and of the vertica l elements was determ ined by an archi­

tectonic matrix. The dimens ions of the areas are derived

from a measurement scheme of squares. The rational

matrix is laid conceptually over the natural landscape. The

components of the landscape which fell within the matrix

were ordered geometrically.

In the French formal garden one line of the matrix was

differentiated as the axis of symmetry. The given asymmetry

of the terrain was brought into visual balance with the

mirror symmetry of the garden by means of compositional

corrections. The formal design rules were played out against

the natural morphology. A balance was sought between the

autonomy of the garden design and the irregularity of the

landscape context.

The English landscape garden shows a relativisation of

the geometry of the basic plan which goes still further.

Ordering by means of a matrix changes into a linking of

rational and formal compositional fragments , held together

by the natural geomorphology. The geometry maintained

itse lfas a 'hidden order'. The basic geometric plan ofthe

garden 'dissolved' into the physical-geographic lines of

force of the natural landscape and thereby formed an

indissoluble unity.
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The spatial form

The spatial construction of the Renaissance villa was that of a
peep-show. The wa lls of the villa were breached. the horizon

formed the visual boundary. The il1t~graziol1t: seC/liea with the

surrounding landscape. which lay outside the reach of the

matrix. was created by means of framing natural and urban

panoramas. The most important spatia] characteristic of the

French baroque garden is a centra] mirror axis 011 which a

new pcrspcct ivally manipulated reality was conceived and con­

trolled. The areas of the design matrix. linked successively to

one another. were corrected by means of perspective in order

to make the visua] range as great as possible. The mirror axis

became an independent element. creating an architectonically

constructed panorama and a telescope directed to the horizon .

The English landscape garden developed the idea of flowing

space. the spatial dynamic that is inherent in landscape mor­

phology. In the English landscape garden the surrounding

man-made landscape was involved within the range of the

plan by means of panoramic composition. The house was no

longer the centre of the composition. but one of the ornamen­

tal elements . The spaces of the garden and the surrounding

landscape were seen in motion; the route was an important

connecting system in a pictural landsca pc com posi tion.

The metaphorical structure

.References backwards. allusions forwards.' wrote Gerrit Komrij

in his essay on the art of the garden . Here he touches on the

core of the metaphorical-spatia] process in landscape architec­

tonic design . The metaphorical structure of the villa design

must not be understood so much as iconographic. but rather

as being referential and allusive. Both history and the future

are imagined in the design, and connected with one another.

Elements of nature such as earth. water. plants and animals

form the ornamentation of the Renaissance villa. which are

coupled with paradise and class ical mythology by means of

mythic concepts such as the garden of Hespcridcs and the

figure of Hercules . This process of evocation raised the enjoy­

ment of nature to a higher intellectual and cultural plane.

Garden clements such as the bosco, grotto. nyrnphaeum. cas­

cade and reflecting pond form the mythological repertoire

with which natural elements are anchored in the villa plan.

The belvedere, terrace, pergola, stoa, portico and loggia refer

to antique, urban architecture, with which cultural practice

and the visual relation with the panorama were elaborated .

In the formal French garden contrasting formal categories

such as the nancrn: de brodene and tapis vert were theatrically

staged in a series according to precedence. which supported

the flight of the mirror axis. Metaphorical representations are

mounted in to th is as stage scenery. The rat ional water stair

was transformed in to a series of water forms that ended in a
reflecting surface of water on the horizon.

Architectonic forms and art works, as part of a series of

landscape elements which also included groves of trees, water

courses, lakes and bridges. were introduced into the pictural

composition of the English landscape garden as 'set pieces'.

These garden elements formed a new visual and metaphorical

dialectic in which mythic. classic, social and natural motifs

were included, including motifs from contemporary politics.

The form of the terrain, the various natura] formations of

plants . trees. woods and natura] water features replaced the

formal bOSCJII~t and the forma l water stair. and represented the

natural morphology and the temporal order of nature.

The form of the programme

The Italian Renaissance villa made the Arcadian enjoyment of

the landscape into a component of urban culture. The con ­

cepts of otium and n~gotium played an important role in this .

Business (negotium) was done in the city in the winter; in the

summer. when it was too hot. refreshment was sought in the

countryside. The antique stoa, the shell for urban etiquette,

debate and shaping opinions. was resurrected in the villa.

Scientific and cultural occupations, hunting, agrarian produc­

tion and the enjoyment of nature were connected with each

other in the villa (otium).

The 17th-century French rcsulcncc was the setting for the

widely ramified court culture by which the country was gov­

erned. The agrarian landscape was banished from sight; large­

scale silviculture with avenues and radiating paths formed the

ceremonial backdrop. The central zone of the garden was the

stage on which ceremonies took place according to a fixed

itincruirc. The programme of diversion was accommodated in

the bosquet: around it. The city and urban life were included

in the Grand EI1S~mbl~.

The Eng]ish country house accommodated the country life

as an aristocratic alternative for life in the city. Less formal

manners. the 'house party'. permitted circulation through the

various rooms of the country house. That also had its effect

on the ordering of the landscape garden. The circuit walk was

a direct counterpart to the circuit through the house. In time

various circuits arose. coupled with the various zones in the

landscape garden: on foot through the 'Pleasure Grounds', on

horseback or by coach through the meadows of the estate and

the wilderness outside it.

The landscape garden was an experimental economic system

for agriculture. silviculture and nature conservation. Forestry

was initially adjudged to be of economic importance. often

from speculative considerations. New forms of hunting, such as

fox hunting, arose. in combination with sport and recreation.

wh ich were to influence the design of the man-made landscape.

In the course of the [Sth century a scientific approach to horti­

culture and agriculture developed, contributing to the economy

of the estate. and in part defining its design.
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The landscape architectonic composition

Thus the landscape architectonic design Gill be understood as

a design \\ ith multiple design layers and multiple layers of
significance. It is therefore not just functional or technical in

nature. The expressiveness of the design lies in the articu­

lation of the various design themes or layers. in the way in
which they work together to create a meaningful who le ill

which a balance is achieved among the different forces that

determine the design. This balance does not need to be har­

mcnious: the condition is that all the layers of the design are
touched UpOIl and have received their own expression. a 'char­

acter. We have termed this internal coherence of the design a
landscape architectonic composition.

Nature. technology and art. otiuni and l1egotiulll. are insep­

arably connected with one another in the landscape architectonic
composition. The play of geometry and geomorphology. mcas­
urerncnt and infinity. regularity and irregularity. pattern and
process. art and nature. otuun and l1t'gotiul1l. monumentality

and complexity against one another determines the character.

the strength and the wealth of the possibilities for interpreting
the composition.

The landscape architectonic transformation

From a comparison of the designs analysed, transformation
emerges as an important methodological concept. In general.

there are three phases distinguishable in the transformation.
which are - successively - decomposition. in which the his­
torical matcrial is investigated and the usable clements isolated;
processing. in which they arc confronted anew with a given

situation and a new programme: and synthesis. in which a
new functional and metaphorical-spatial coherence comes
into being. One can place landscape architectonic designs
from various periods within this rough model of the transfer­

marion in various transformation series. each of which will
illuminate a different aspect of landscape architecture. For

this purpose. one must not regard these series as being
arranged chronologically. but as developmental series.

Both general and specific characteristics GIn be distinguished
in each design. For example. in the Renaissance the geometric
grid of the ground plan is normative; in the English garden
on the other hand it continues to exist only as a hidden order.

This could be called a general characteristic. As a result of

comparison of the examples with one another, both a typologi­
cal and a conceptual series can be derived on the basis of
these general characteristics. everthclcss, within these general

characteristics each composition differs. and specific design
tools GIn be distinguished, from which a unique coherence of
the design instruments emerges for each villa. They constitute
the transferable core of the composition.
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The composit ion scheme

We have termed the architectonic clements of the composi­
tion that play an active role in the interplay between the villa

and the landscape active composition elements. The concrete

form and matcrialisation of these clements is variable. but

they GIn be reduced to a limited repertoire of formal abstrac­

tions. Carden clements such as the nymphacum, grotto ,

spring. cascade. reflecting pond. parterre. bowling green and

pergola, and architectonic elements such as the souterrain.

niano 1I0bilt'. loggia. hall. salon. balcony. stair, cornice or pedi­

ment, and arcade arc part of this canon. They derive their spe­
cialmeaning from their place in the composition.

We have termed this characteristic coherence of the design

instruments the composition scheme of the villa. This com­

prises the system of active composition elements in their
specific mutual interrelationships, which is determined by the
design. The composition scheme can be regarded as a reduc­
tion of an individualised architectonic system with its own
'character'. in which a unique synthesis of the gel1ius loci .

design conventions, spatial motifs and a programme' is brought
into being. In this sense it represents the composition as a

coherent system of unique internal rules. and thereby exposes
the internal logic of the design.

The composition scheme of the villa affords an opportunity

to illuminate the composition in two ways. The first is retro­

spective. as a manner of being able to understand the compo­
sition of the villa as a stylistic development. The second is

prospective. permitting connections to be made with expcri­
mental design and research by design.

The typolog ical series
The compositions discussed in this book can be placed in an
ongoing series in \\ hich the evolution of the landscape archi­
tectonic form and the differentiation of the design instru­
mentarium can take shape. This series, which we arc calling a

typological series. ofTel's insight into the development of the

villa as a landscape architectonic type.
Within each historical period in the typological series there

are four phases which can roughly be distinguished. The first
phase consists of groping experiments in which a new staging

is prepared . An example of this is the English landscape gar­
den at Bramharn, where experiments are made with the trans­

formation of the grid plan. The second phase is that of the
prototype, in which the mutual relationships among the com­

position elements become nonnative for a new stage design
of the landscape. An example of this is Castle Howard. The
third phase is that of the differentiation of the type, in which

both geographic variations and the differences in the various
tensions among the layers of the design are expressed. Examples
of this are Blenheim Castle and Rousharn. The final phase is
that of mannerism, a use of the design instruments directed
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toward special effects, which overstrains the elementary char­

acter of the composition until the form breaks down. Examples

of this are Hawkstone and the Victorian garden at Chatsworth,

in which Picturesque elements stretch the form of the land­

scape garden. This phase marks the end point in the develop­

ment of the type.

There arc three compositions which can be pointed to within

the series of examples in this book, in which a new landscape

architectonic principle of order is crystallised. They are charac­

terised by their elementary and experimental character. We have

therefore labelled these designs as prototypes. The composition

evolved to a new theatrical form in these prototypes.

One could term the Villa Medici in Fiesole a rational proto­

type, in which the villeggiatura for the first time took form in

the villa urbana in the hills around Florence. Vaux-le-Vicornte. Le

Notre's first great design, can be regarded as the formal proto­

type, in which the ensemble architecture of the house, garden

and estate fuse together into a new unity. Castle Howard, the ex­

perimental design by Vanbrugh and Hawksrnoor, can be pointed

to in this series as the pictura! prototype in which the panoramic

scale of the landscape is brought under architectonic control.

One can say that in these prototypes there is for the first

time a fully worked out composition scheme in which all the

clements of the staging that are characteristic for their period

have been given their place. (In the case of Castle Howard th is

process would take 70 years.)

Looking over the examples in this book, there are two evolu

tions within the composition scheme that arc of importance

for the development of the typological series. The structure

and the distribution of the active composition clements in the

composition scheme differ considerably in the successive

periods. In the Villa Rotunda, for instance, they coincide to a

great extent with the intersecting axes of the house, creating a

point-symmetrical, 'condensed' structure. In the Villa Medici

they are placed in an orthogonal context. divided over the ter­

races. In Vaux-Ie-Vicomte, too, they arc arranged orthogonally

and divided over the whole estate. At Castle Howard they are

placed in the morphology of the landscape in a configuration

that extends far out over the landscape.

First, there emerges here the formation and dissolving of a

centre, which can be read from the position of the house in

the composition . in the developmen t of the Renaissance villa

the house shifted steadily from a co-ordinate to a central

place, until in the French residence it became the pivot of the

whole composition. In the development of the English land­

scape garden we see the counter-movement; here the central

place of the house is increasingly rclativised, and it was

included in the series of clements which ornamented the

landscape. Finally, in the 19th century it even disappeared

completely from the composition , as the landscape garden

became the landscape park.

Second, the scale of the composition changes . In the

Renaissance villa all the active composition elements were

focused on the scale of the house, in principle within the

reach of one glance. In the French residence the mirror axis

was stretched by means of perspectival correction, resulting in

the active composition elements becoming larger (and more

capable of manipulation) to the extent that they lay further

hom the house . Moreover. some elements were lifted out of

the context of the garden, and accommodated separately in

the oosoueis. Others were transformed and employed in order

to bring the scale of the much larger estate under architectonic

control. As it were, they were moved to another visual domain .

In this a second scale became apparent in the composition.

for instance in the relation between the main axis, a paue doie
and a system of avenues. In the English land scape garden

there are even three levels of scale to be di stinguished in

which the active composition elements ar e em ployed. First.

there is that of the house and its immediate surroundings.

Second , there is that of the estate or middle plan . Third there

is the panora m ic scale of the landsca pc outside of the estate.

The elements arc thereby transformed both in terms of s ize

and place. There is no longer any immediate a rch itectonic

relation among (or even possible among) these elements:

visual coherence is brought about by the morphology of the

landscape or by movement, for example by a river valley or by

an avenue or drive. Through this the composition scheme dif

ferentiates itself into a number of separate composition schemes

that in their mutual dialectic bring the panoramic scale of the

natural landscape into relation with the scale of the house.

Th e conceptual se ries
One can also place the examples into the development of the

spatial design, as it has extended over five centuries. This

series, which we have termed a conceptual series, gives

insight into the architectonic conquest of the space in time.

The stage-managing of the Isth- and 16th-century Italian

villa marked a crucial phase in the development of Western

European landscape architecture. On the basis of an explicitly

formulated idea of nature, the surrounding landscape began

to play an essential role in garden design. In this, the villa gar­

den represented an expansion of the tradition of the medieval

court or hortus conclusus. The relation between house, city and

landscape here received its expression for the first time.

The landscape architecture of the Italian Renaissance villa

displays a number of preparations for French garden design

and for English landscape art. The relation of the villa with

the French baroque garden would seem obvious. French gar­

den design did make use of all the architectonic tools that

were developed in the villa plans, but for all this one must not

sec the latter as a continuous development from the former.

For the Rena issa nce archi tect the design rna trix, the coheren t
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system of dime ns ions and relationships, forme d a design

model in which the land scape could be included in the archi­
tectonic com posi tion of the villa through the co-ordination of
eleme nts . Even whe n the axis was awarded a certa in degree of
independence , in the Ren aissan ce villa it rem ain ed onl y one
of the eleme nts where by the plan was ord ered.

In the French residence the relation s between the bu ildings,

gardens and land scape were formalised with the aid of geo­
metry and proportion, and dealt with within a perspectival con­

cept of space, as had been done in the Ren aissan ce villa. In the
French baroque gard en, however, the basic plan was subordi­

nated to the central mirror axis on which the perspectival illu­
sion of a ha rmonious land scape was con ceived , and by which it
was cont rolled. Unlike the case of the Ren aissan ce villa, the

garden was not includ ed in a pan oram ic land scape; Vau x-l e­
Vicomte, for exam ple, is situated in a valley. Th e unordered
man-made landscape was excluded; nature was reord ered anew

as a system in the garden, and the horizon was artificially
placed within the bound s of the viewing apparatus . An elabo r­

ate system of avenues lin ked the ga rden with the es tate, and
estates with one another and with the city, creatin g an archit ec­

tonic Grand Ellsemble. The urb an ense m ble of buildings and
landsca pe that was norma tive for the spatial typology of the
18th-century city was derived from the form of the form al garden.

The links between the Ren aissan ce villa and the developm ent
of the English land scape garden are of a different nature. Th e

break between land scape art and the classic design system is
generally explained with refe rence to a se nt imenta l conce pt of

nature and the orientation to Roman tic literature and paint ­
ing. But if we permit ourse lves to focus on the gard en as a

natural tableau in which the bui ldin g is one of the decorative
elements, then it is precisely the similarity with villa arc hitec­
ture that becomes evident.

The most important cha nge in the English landscape garde n

over aga ins t the villa and the French gard en was the breaking
up of the unity of the archit ectoni c com pos ition, so that the

references back an d forth between architecture and lan dscape
were no longer complete with in one forma l model. bu t were
broug ht to the level of indi vidual expe rience. In the Fren ch
garden the percept ion of the land scape was perh aps objecti­
fied in a formal model. but thi s rem ain ed the prerogative of
the king, who as it were mediated between the ind ividu al and

the landscape. In the Eng lish landsca pe ga rde n, percep tion
was individualised. Each ind ividual looked with his or her

own eyes, and with h is or her own impressionability. Th e
landscape became a projection screen for many subjective
realities.

The landsca pe garden was the model for the design of the
suburban residential environme nt and the land scape park ,

which became eleme nts of the 19th -century industri al city. Th e
avenue, boulevard and urban traffic pattern , even the par k sys-
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tern s of Olm sted and othe rs, are directly der ived from historical
gard en conce pts. Scenic dri ves pointed forward to the traffic
sys tems of the modern city. Thi s development represented the

rise of a modern conception of time and space.
In a dee per sense, the class ic gar de n was representative of

the cha nge less ness of the cos mos, a way of dealing with an
etern ity that repeated itself in the present. In the formal garden
thi s orde r developed int o an absolu te conce pt of space and

time, an invariable arch itecto nic space over agai nst eterna lly
conti nu ing, linear tim e. On the othe r hand , the projection of a
fu ture witho ut finali ty, the world as a chain of changes, was

reflected in the brok en classical ord er of the landscape gar den .
If the Ren aissan ce villa was still a microcosm in which the
ind ividu al knew hi mself as sheltered withi n the d ivine govern­
ance of nature, the landscape gard en already has an unsettled ,
prot o-m etr opo litan character, the forerunn er of a dynami c

land scape in which the indi vidual moves over great distan ces

an d lives , works and engages in recreation in different places
an d at d ifferent times .

Experimental landscape architectonic design

A new se ries of experime nta l com pos itions can be create d

thr ou gh the tran sformation of the com pos itiona l sche me in
confrontati on with anothe r situation. Knowledg e of the villa

design the refore is not only sign ifican t for land scape architec­
tonic research. but also for con temporary landscape design.
beca use of the light which can be thrown on the landscape
archit ectonic dimen sions of an assignment. Three aspects can

be distingui shed in this .
First , not every landsca pe design is a landscape architectonic

design; one can only speak of the latter if the various layers of

the design are dealt with in their mutual relationship. Second ,

the com pos ition scheme of the villa has experim ental sign ifI­
cance becau se it offers the possibilit y for confron ting a devel­

oped architectonic system with a landscape that is still to take
on a coherent architectonic form . Finally, the villa is a qualita­
tive model for con tem porary land scape design, which permits
the characteristics of" the landscapc archit ectonic com position to
be used as a standard for the qualit y of the design ed landscape.

Th e applicat ion of the com posit ional scheme presupposes a
model of the con temporary land scape as a forma l syste m. A
furth er di ffer entiation of the land scape arch itectonic research

int o various domain s. which each will mak e a specific applica­
tion of the know ledge possible.

The landscape as form system

Th e contem porary landscape is in prin ciple to be regarded as
a dynam ic system that is cons tan tly bein g tran sformed und er
the influe nce of socia l forces. Th e natural landscape was
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shaped by geologica l processes, without the intervention of

man, The man-made landscape arose from human occupation

and man's cu ltural and technical control of the natural land­

scape, The urban landscape is in turn shaped by manipulation

of the natural and man-made landscape by civil engineering,

but has its own pattern , In this sense one could consider the

landscape as an interaction between the geomorphological

system of nature, the cu ltural/technical development and

exploitation patterns of the man-made landscape, and the

architectural and traffic systems of the city

This being the case, in its form the contemporary land­

scape exhibits a series of strata which one, by analogy with the

forego ing, can consider as a layering of various form systems,

The natural landscape has an organic form which reflects its

geological orig ins. The technological form of the man-made

landscape arose from the confrontation between the natural

form and the development grid, which in itself is neutral. The

urban landscape has a functional form, with as its foundation

a pattern of urban functions in relation to the traffic network.

These form systems include both implicit metaphorical and

formal elements and explicit architectonic provisions of lines,

points and areas, spaces and sight lines. One cou ld call this

the architectonic form system. The point of departure for

landscape transformation lies in this architectonic form sys­

tem (latent or otherwise), which is perhaps more complex in

nature but nevertheless is in principle comparable to that of

the villa.

Theoretically, contemporary landscape des ign can therefore

be separated in to var ious man ipulations of the landscape

which are similar to those in the villa design . The topography

of the natural and man-made landscape is rational ised and

activated in the geometric basic form or basic plan . The spa­

tial form activates the spatia l effect of the three-dimensional

landscape space. The metaphorical structure recalibrates the

metaphorica l-spatial effect of the natural and man-made land­

scape in relation to elements of the urban programme. The

form of the programme creates zones in the landscape and

gives an architectonic exp ression to the programme in relation

to the traffic pattern .

Research by design

In his [ardins elemcntaires Michel Desvigne envisaged hypo­

thetica l transformat ions of the Villa Med ici in Rome. The nat­

ural morphology, wh ich was dramatised into a dynamic river

valley with striking slopes, was his point of departure.

The drawings observe the landscape design at a critical

moment in its existence. Through the confrontation of

systems cast onto one another (termed 'tra nsgression' or

'superposition') unsuspected combinations arise that lead to a

new composition . The new is not yet nameable. which means

the composition, as a reflection of the va rious clemen ts in

their relation to one another, has the nature of a theoretical

proposition.

Desvigne's study shows that there arc various research

domains distinguishable with in landscape architectonic

research. The variability of the object to be designed or invest­

igated plays an important role in this, as do the differences in

context. The object could be, for instance, a bu ilding, a pro­

gramme or an ensemble, but cou ld also be the composition

scheme of a villa. The context could be the location , for example,

or a particular floor plan or a part of the city, but it could also

be the landscape.

Worked out on the bas is of the villa design, the following

scheme of landscape architectonic research is created:

OBJECT (villa)

Fixed Variable

CONTEXT Fixed Design Identifying
(landscape) Research Research

Variable Typological Research by

Research Design

The research in this book includes design research (a par ­

ticular villa in a particular context) and typological research

(comparison of villas in different contexts). These are the

basis for two other important forms of research, respectively

identifying study and research by des ign . The composition

schemes that are uncovered in design research and typological

resea rch can be used in these.

In the identifyi ng study, a composition scheme, whether

transformed or not, can be projected onto a new landscape to

be organised in order to 'test' it in landscape architectonic

terms. The objective of this is to detect the hidden formal

qua lit ies of the s ituation or the landscape.

In research by design both the composition schemes and

the landscape are transformed step by step. The purpose of

this is the critical development of the internal logic of an

experimental composition. Michel Desvignc's Jardins elell1 c/l­
taires is an example of this.

The villa as qualitative model for landscape design

The contemporary landscape is the result of human interven­

tion, and in that does not diner fundamentally from an architec­

tonic or urban planning design . It therefore must also be under­

stood - and function - in that way This involves the 'veracity'

and 'character' of the landscape design. The model of the villa

provides a creative and crit ical system for being able to investi­

gate, define and develop the quality of the future landscape.

The quality of a landscape can be reduced to the class ic

Vitruvian standards for the qual ity of architectonic cornposi-
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tio n , utilitu\,jirlllitas and Vel/ustas, or utility, solidity and beauty.

Bot h the 't ru th', th e universal. cla ssic condition , and the 'char­

acte r ', the pec ulia rity, the ex press ive content of th e landscape

desig n , a re impo rtant in th is, When is a d esi gn in s uc h a s ta te

of bala nce that a u seful. so u nd and beautiful landscape Gin

co me out o f it? The anal yse s in thi s book teach us tha t thi s is

o n ly th e ca se when th e variou s processe s of th e land scape

rei n force o ne a no the r to crea te a new, coherent landscape

arch itecton ic com posi tio n, T hi s touch es upo n all the laye rs of

the des ign a nd they ea ch recei ve th eir ow n exp ress io n o r

'cha rac te r' , Thi s multiplicity of vo ices determin es the wealth

of possibili ties for interpretation in th e co m pos itio n, and

thereby the qua lity of th e desi gn .

Utilitns re fe rs to the re lation betwee n otiulll an d llegotiwll ,

Otiulll is the m easure for the manner in w h ich room is m ad e

in th e programm e form for cultural refl ection and a m eaning­

fu l encoun te r with nature , a nd individual a nd coll ecti ve fo rms

of being outdoors. and how these rela te to the Il egotiulll. eco­

nomic utility. The defi n it ion of th e publi c domain affo rds a n

in sigh t into the m anner in w h ich th e s pa tia l form is balan ced

a nd gea re d to publi c fun ction s .

Firuiitas re fers to the re lation bet ween s ta bility a nd th e o pe n ­

ness to inco rpo ra te change. T he fu nct ional s ta b ility of the p ro­

gramme form a nd the ecological s ta bility of th e spa tia l fOrI11 are

sta nd ards fo r s usta ina b ility. The co m pos itio nal s ta b ility affords

ins igh t into the s turd iness o f the co m pos ition . th e degree to

which it can acce pt s pa tia l dyn amics without br eaking up .

Velluslas refers to the relat io n be tween the a rch itectonic

form an d the conten t o f th e landscape. The gellius loci a ffo rds

ins ight into the mann er in w h ich th e design an ch ors th e ba si c

plan in th e topogra p hy and co n nec ts it w ith th e na tura l s u b­

stratum. T hi s is a meas ure o f th e local s pec ifici ty or originality

of the design. The metapho rica l st ructure expresses the va ri­

ous in terp re tat ions a nd rn a terialisations o f nature, a nd is th e

m ea sure for ' re ada b ility' and the degree to which th e d esign ed

landscape Gin be ex perie nced a nd understood. The s pa tia l

dynamic affords insight in to the spatia l effect of the arc hitec­

ton ic com pos itio n.

The mod el of the villa represents an infinite reservoi r o f

landscap e a rch itec to n ic con cepts for anch oring th ese qualiti es

in the contempora ry la ndsca pe . It co n tains the des ign keys fo r

dealing with different landscapes and pla cing them distinct ly

over aga inst the new urba n to pology. th rou gh this time a nd

place ca n agai n recei ve an o rig ina l m eanin g . Thu s Ar cadia

an d m e tro poli s co u ld become interchangeable co nce pts. in a

certain sense the a po theos is o f th e ideal of th e vil/eggialum.

LANDSCAPE ARCHITECTURE
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\\ iltkrJ H's :-: )oX. ,X4
wi n te-r !JO\lSt' ,S

v.oodl .uul uardc-n 243 .247 . 2 ) 1, 26,.

.!.</ >. 2l)7. 2.l) l). ,I ) . ll() . i l""7 ,IS

\V{)od\\ '()I'k (\V()od~ within til l' \\;111,,)

lOX. ' OSI

VILLAS AND GARDENS

Am boi -«: 12:;

A nd 12.)

Hirkcnln -ad Park 161
Hl.nln-im 2.71. )00-)[1. »)). ~x)

iflll ~I 1'1.1/ j(lll~

~H' r ia ! photo 300 . 30 5

HI'O\\ II ' , 1 ~lll d ",; c;lJ)(' 310

tl l'sig n 1lI ~ltri .\ 30 6

bkt '"id v 1 :llld sc~lJ)l' 30 X

:-: l v I H ) g r :l p h ~ CI';llld A\'l '1I11\' )04

to [logr:lpl lY 302

trall ,,[iJrlll;ltiOll \\ 'ood ...; \\ itll r;ltli ;lt illg

1'"11 ,, j07
\ it '\\ 10 th l' :' lI llk {'1I hr idgt' 30 9

\\ oOlI"loCh P:Irk 302. . }o.$

BIo i, 12)

Boho li C :lrd t 'l b H, 44-:;1. 12(). I();

illl!~l rllt i(lll~

:H'ri~tl photo 44

~1\0I101l Idric projectiol1 51

e ngr:l\ i llg 4 5

gro ll lld pbll 50

pL," 46
:-:t'lliOIl 51

s i g lJ l l i J H'~ 51

Ih : l l ll lJ ; I Il I 2.l)2 -2.£)<-J. )X(l

;11l/~ lmti(l ll~

~ H'ri: tl photo 2 9.l

Br,,,"h'"ll r "r k >')j
Ilr" .,d \\ ',t1k z')6 . 2S18

rlllir !'an ' .... 297

fro IIt b~';\lk hO ll ~ (, 2.94

groll nd pbn :lIlCl Illo rpholog~ 295

bll t \...;c qlt' Illorpho log ) 2.94

ml' I'\ H'\\ 2.l)9

Btli') 12.)

Clpi!ol '?'() 'j

C lsil \o L lrrl('s(' KG
Clstlc [[ m \ ;lrd I) . In. 2/10-2 (l ;. 2.l) !.

, 0 \ . ,II . P SI . ,S ('

iI/II ~ll'Ilt ;( 111 ~

atl i\ {, cOll1pos ition Cll'll ll'lI " 2.49 .

z5 z . Z5j

;u' r i:1! photo 240 . 2.45

;II'C:ldi;IIII:1I1d"cljx' 24 + 2.50

a.\OIlOrllt'l r ic projl'dioll 2.48

cOll lpo",itio ll ...;dWllll' 1.49 · 252.· 2.53

dl'",ig ll h~ b llll ~11I (' II IOlldo ll 2.46

d t'...;igll h) \ 'an hr llg il 2.4()

395



396

{·...tl ll' around 1727 l..H

lorm.rl transtormatio» o f till' ropo­

!.!Llpll\ 2..0

gcolog\ o f the Cna t '\\( ' 11I1(' 1.),

LUlJd Dc...;ign 2. 4 1

Cre, lt '\\l' IIU l' 2.53 . 2.5+ 2.55 . .l5() , 2.57

Cr<' :t! L lk l' 2.6 1

Crt':ll SCl'nic Crc. uiou 2,00

grolltHI pl.u r 2.47
1100\:lrd I\r:llllid 2.5 1
l.md ... r :ljH'lllorp]wlog> 2..1l.

'vl.nt cult -uru .2.5 1. 2.59
\t ' \ \ Ri\ l' r L:l lld:-:Ll pt' 252., 2.5X . 2.59
26,

northern t'lltr:IIll"l' z(>j

p.uior.uni ... composition 2,()Z

....cl'lIogr:lph> of the- C re:l l '\\l'lI11l' 254
Tem pl« of the FOll r \\ inds 1.51

\\ood blld g:lrdl' lI:-' 2.47

Ch.unhord 12)

Ch:lt ll ill> [2)

C htllt': l1l <Ill V:lI lAS)

e ll:'ll t ': l l l \('111 12(1 , J()Sl

Cl .at c-au \'iVll\ r(){)

Ck,H\(lrt l, qX-\I,\ . \XI,

ill/hlrll/ill/I\

.u-rta] photo 348 . 36 1

hird-,-,'\(' ,il'\\ 349 - \; 4
Broad \\:dk 362

l."",d, 3;; · 363

C\tIOPI:1l1 Aquvduc t 352.. 353
IHHI .... t ' )60

ill the tim, o r Eliz.rhcth I S54

blld"Llflt' g: l rdt' l1 357, S'5X
I;ll ld " c:qw Illo rphology ~ 5 0 ' ~5 (}· S57
Hl'Il :li ~ " :IIHT g:IrCJCII ~5 1

Suid \(,3

Vict cu-ian g:trlk n 359
\\t T pitlg \\ 'ill m\ 362

Cl1l'IlOl1n-:lll\ 12.)

Chi,,\\i( I.. 2.XI

CireIlCt'''I('r 2q

Cb~11\ Ihl)-I:-;~

Coll'"hill llow'l' 2.))

Cor,,!J.,llll COllrt )(H)

Lll rlilt, dl,1 ~kh l'de re 6X.;). X(l. 16 ;

illll\/rlllltlll\

:1";;1 jO(l"ti llg fle ld 70

()\IT\ Il' \\ (lH't\\ l'l ' ll VilLI :llld V:ttiCll1)

('9
pll ;l ~('" ill 11H'dl'\'l'lopllll'lll 75
pb ll l·ll '\ ;ll ioll and (TO " " ~ l ' l l ion 74

"t't'll fl"O l1 l tIle \ 'a tie:lll 75
D:ltJlpit' ITt' 12)

[)0I1l1l"'; \lIre;1 1­

!'OIl!;l i ll t' h ll' :l lI 12.)

[r:",,,II-,ilb-, ')-)_ 9; . 9(, ,)X. 9/1· ')').

99 · 111;-
Cr:l/lll I r i:lIlo li 1;0

d/l/\trlllltll1

"p,lli:t1 :l\ i, 178

11:" kLill \-II

1Llll '\\(lod ~)2. -H9

ilf u\ / I"u t io l l ,

:,, ·r i.d pl"'to 3F-333

Bnl\\ n'.... 1:II](l"cal1e H9
C;l\\tlro rp" 11:111 335

1'lIgr:l\i llg 2.~7

II " r,·\\ ,)(,,1 11011 , " 337- \}/I_339

l:lIHI"LIJ"H' Illor pholog~ 3.H
R.epto/l·" .Idditio lb HX
SOlltl, !'.Irk 116

H.l\\h."tolh' HI. H2-q:; ~;";(l

tffu,ll"lIt1tll/'

:1~':'::l1 photo 340

.lppro:H II driv« .md hou-« .H 7
·\\\1111 Pn-ripicc 345

Grotto Il ill 34 ;

11:1\\k, to ," 1I:r1l 14 I. H 3
\, .\\ " :lIk I)ri ,, ' H 7
1':111 D nv c-. 344
"l ('nie \\: J1k H ()

topogr;lp!l) H 2.

l Iolkh.uu l l.r!l 2 \-1. 2 35. 2 3(,

l louuiuou 1Lil l 2 ).1

I\l1m\ "l l '\ 2)2.

I l 'a"O\\ I ' '''; ~2 1

\1:11 hI<- lIil l 2\_1

\l:irl ~ JCH)-IX~

iffll,tnttitlll\

~ll'ri~lI photo 1 7~

aqueduct '7; - ,8 3
t'ngr:l\ illg I X ~

" p;l t ial axi-. 181.

"y"h' lI l o f :1\ 1·111 1t·"'. p L111 ;lIld c-h-v.uio n

1/12

\kd lei \I II"" 28

\krl '\\Ortli 2.H

Mc-udou 12;;, I (H) - I X~

ill /I ,I /"(/ IiOIl~

.n-ri.r! ph o to 176

;1\OIlOIIJt'tr ie projn 11011 of till ... p. l li~d

~I\i" IXI

;1\Ollollll'trit projt'( IIOIl of the topo­

gr~l pll\ 18 1

lII;q). l ~ t iJ U'lltllr\ 17X

11l:lp . IOt..b~ 179

"\:-- ll'lll ofavc-uru-c. plan ~ IIHI c-k-v.uiun

' 79
\ it'\\ IrOl11 tl u- (,r:lI HIl' >fl' r r:I""l' 179 .

1/10

()rti F:lrIlt '"i ;1I1i 7 1. 71.. 12.()

I'" ill,hil l \21

P~d : l i " d t'" Tuil t..Tll·... 12 )

P~ lI;li" d ll LlI\I' lllholl rg 12).126.1-­

P:r1.II/ll dl' l Tc 7(';

P:da / / o Jlilcololllini 2.5

P.d:I//o Pittl 4 5· 46 . 49 12h

P:lrlj:-;. tht..' I- ti l U'lll lln It'"idt'Ilt"t,:-- I.!..-I .

, (, /1

Pil' rll'il t,ld q l

(~lI ir il1 ;tl l ' 7)
I{q~l'llt ' :-- ~(Lt -) ; ()

i/11l,\Imtio/j,

(, r;llld Dl':-;igll ~ 7 2.·~7 ~

QII"dl:II't 37;.177

"n' l1ogr;jp lJ~ I"r illlllp!l:d \\l' I1I IC ~74

..;l;li r 1'1';1 1' 51. 1.lIllt "" .... P;I/'I,. 377

II'n:" " 376
l p per Rt'gt'lIt'" Slll'l'! ~76

\\ ~11t..'r10(l Pb Ct' ~ 75

Ik gt 'n l '" 1):lrk 2~(). ~(l). ~70' ~;I ~;)

177 \7:-:- 1;-')
iffll,/mtioll'i

""ri ,,1 photo 3(,4

!\o" till g ["k" 368

BI,I;"I \" :lIk 37(,

CIH'"tcr Tn r;lt't ' p C)

dl'"igl l. !Ir:--t (IXI 1/ J70

dl' si gll . q'(olld ( I SI I) 00

C r:llld ()('"ig ll ~G <J

(,r~lIl d JUllct io ll C II I:d ~G8

!':lIl \ ill:rg" L " t 3(,8

p. I"lor:d IXl/lOr;lllJ:l ~7 1

tr~ll1"f()],lllall()n "l Ill'IIIt, ~b9

Ir: 1I1"lorJl1; ll iOIl 01 \l.l n k h l )ll t · Par k )70

Hid",l il ll ' F - '\-1
Ri"ki ll" 2{;

1{0I 11;1Il villa 2..•. I O ( l

ROII" lu lll 2)l). 2.S I. ;01. )1) -;11). ;X)
d'JI\lr{/llt1H\

:",ri:1I photo 312-3' 3
archi tvcto u ic c-lvnu-nr-, JI9

C"II I" \I ill 1' 7

g:lrdt' n " p:l( l'" ~ 18

Kl'llt '" de"i gll ~ I.s

Lllld~c:q)(' J!lOrpllOlog) 314

!\l'\\ Cnrck-u 315
fl:lddock ) I()

pcru uc-t.-r \\ alk ) I <J
Ro u s h.nu l lo uso ~ 15

Scrpc-ntuu- Rill 3,6

\ I' III l"'''' \;111' ~ I()

\1('\\ Irom t lH' p~lrh'rn' 317
SlT:IlI\ dH) IS~ It) I

il/Jj~trtlthlll~

... pati. r! nxi-, ,()£)

"\"h' lll o !":l\t'1l1h'S. pl.ru :Jlld ch-vauon

'7'
St. Cloud 12) . 12.(). I() 'J - IX). ICYI

illml I'd t iOIl ~

dl 'ri:ll photo 177
,,\ :-; te I1l or :1\l· llllt':-;. plan and c-lc'v.niou

' 70

St. C l' rJlI :l ill -l' ll ·I ;I) t' 12 ). I () l) -I X ~

11/Il\tnlllOII'

,Inial photu 172

"\"lelll ()1.l\t'Il\ll'~. plan and c-h-vatiou

'7 l

St. 1;111)« " Pa rk

i/Ill\/r. ilitlll'

\):1"11',, d l' "i gll J7X
tran sl o tm. uinn :--c! W I IH' 378

\it'\\ of" Il o r"l' Cll:lrds )79
Stourlu-.«] PO-~~1. ; ,11)

ilfu\! I"tl t iol1\

;It'r i: 1! pl Hllo ~2.0

\ lln·d·, TO\\t'1" ~2,8

bri dge, b kt, ~ lIld so u th b;lllk 3)1

gt'olllorpholog\ Slou rht>;ld P~ l r k 32.l

III;IP of lilt' t..,,, t;l!t )2.6

P~lflth('otl 31.9
Plea"tlrt· (, ro IlIHI " 32.6

Slou rhe; ld b lld"(~lIlC BO
Stou rl lt':ld I l o lI "'t ' )25
St o ll rh l':Id 1';11'1... p ~

Ji:'lflplt' of FI() r ~1 32.)

\;t1lt') g:lrdl 'll $2.7

\i(·\\ :lcrO~", till ' Lll'l ' 324. )2 9
Stolll'lll':Id HOll "t 2.;. ,

Sl ourl ll';l d L:lkl ' q;
SfO\H' 2.)1. 2 )). 2(q. 2 (Q- 2.Sl I. ~I I. ; I(l.

\2:-:_ \2,). \II. q;-. \7.1- \76- \1\2

tI/U\/rlltlllll\

:lcliH' cnlllpo... itioll elctllellt" 27~ . l7G ,

277
.It'ri:ll pho to 2.64 . 1.88

:l\l' lIl1e" 2.77
~ 1\o l1() llIl't r i t projt Tti oll 272

h ird'",-t'\ l' \ it '\\ 2.70

Hllckingh:llll !\\( 'Illil' 1.6 9

COlllpO..;itioll " c ll l ' ]l 1(' 2.7 ~. 276 . 277
1''',i :" ,I 'i"ld , 27 6 .278.28 ,

l 'llgr:l\'i llg z()5
liJrlllal "~"h' 1 1l 267
g:lrdl' 11 ;1";1dt',ign Iahor;l t() r~ 2XO

Great Lltlll' ern"... \\ ;111.. 278
CrlTi;1/1 \ ;11 11') 1.77. zX6
griJ tr~l1lsj(lI"Il\;Itioll" 2,70

Crollo \\ itli Slit']] Il '!llp le " 2.79

I l:l\\k \\ l'1I1 i, ·ld 27(, .279

I loll lt' P:lI"k 2.7~ , 274

hon-e : I II J 1:1\\ II 269
indirect approach 282
1;1Ild"t;q)t'tlwatrc 1.70

lilx-r.rtiou of the pictural ck-nu-n: 275
O.\I ()I"d "\\(' /111(' 1.8)

Ovlord Bridge 289

Palladian Bridgl' 1.79
P:IIHJr:llll ic rompoxitiou 1.81.
pklSl'S 111 11H'dl '\,l'!oPIIH '111 or I Ill'

g:lrdetl 2.<)0

1'1:111 '7 \') 27;
pl :1I1 177,1 287
Slo" ....b/ldst:l] ll' 26S .1.84
Stow« Rid ing" 266

"~,,,lc; 11 0 1 ~1\t'S 16 6

t{)pog r~l plIit tI('sign matrix 1.67
\ il'\\ Irom th« ,,:!I0! 2.X5

1i-i;1I1011 (de Porcc-b i ll l J 1()()-I;";J. IXS

Is ar " k(ll' SI,lo 2(l)

Tu il.-ru« C ~lrdt'lI " I(lq" ,-- 2.00-2.2 1 HCY
ill ll\/ra/;oll\

:1I1~lIy ~i ", (I! tlu- dnnr-nsions ol"tht '

circk-s ill 1t' Notrcs plan 2.07
hird \ -l'Yl' \ Il'\\ 2.02

boqflWh 204

di .rur.uu 0 1" I c- \)()(rc'" plan 207

ell g r :l\ ing 20 1. 205

ill the- u rba n pla n for P~JJ- i , ZO).1.IO .

216.2 18

pn"pl'lti\,d n-latronslnp-, 214 ZI<)

1.20

pbn . t' ll'\~lli()1I ~lIld vn-w- 2.0 &. L IZ

lI8

R t 'l1 ~ti " "a IKt ' plan 1.01.
"pati:d :1\1" 204 .208 . 2 1G

Tll~C:111 \il b 2 1.2. 1-, 4 ) , (ir , 94 . lO(l

Vaux-lc-Vic omt« I) . 1)(l-I()7 . 1()9 ' 1'; 0 .

IX) . IX i . I CY 7 . IY X . ICY l) . 2.)), 2)CY. )Xb.

\X7
illll.\/m/;oll'

;ltti\l' cOlllpo" ition cle lllt'lIl'" 149

:wri:d pllo to ' 36 - 1J9

:i\t''' 14 ~

;l \ O !l o ll lt ' t r i ( projl'ction 14 8 . 150 . 152.

c1J:lIIgl':-- III "11"t' :I lid "h:lpt· 16 6

eOlllpo"it ioll "Cht'l l1l' Lt8
cOll q U l''''( 0 1" tht, ho rizo ll 156

no"" "l'l tioll o f IIll' ch[l (call '51

1'Ilgr:l\ing 1~8, 140 . 167

t'll~ell1bll' 140

l'tltr:ll1n ' 144

llor :J! p:lI'tt'I"I"l ' 138

front \ i( ,\\ an d pb n 147

g:nJ('/1 fro lll th t' ~I;l i r" 157

gl'OI l1or plJology 145
Gr;lIld CIII:d 155
G r~It J(1 Saloll 16 1

grid ;IJld :1\1'''; 146

Hcr ndt'" loti · 142 . ' 55. 16 5

illll"ioll o f per ft'l t order 16 0

In llw' IKt' o f pn sp t,rt i\t ' Oil tht' IH lll1:1ll

l')( ' 164

tll:lllilHrl :ltiOll oCtlH' hori/Oll 15t)
olltlilll' of"till' ('~ l:lle 14 1.

1'1:<1, ' 38

pbll :lIld l'1(' \:ll io n 142

pbn :l lld l'!t'\;ltio ll of lhe "p:lIi:l! :I\i"

,;8
rct~ l rdt'd Pl' I""Pl'(ti\(' 16 1.

q"I'llOgr:l ph) offht' ma ill ;1\1" 15) .1 ;4

"nic" of kllglItclling 16 )
"cries oj" It'\t'l an':l" 146

\ il'\\ h;ICk from l ht' bpi" \ tTt ' 55

\ iSlI :i1 rt·!:tlioll" 15'

ARCHITECTURE AND LANDSCAPE



Vc- tu-to-v ill,t 2). (II 10{)

V<' rIl t' l l 1...'.1

Vcrs.nllc... I.lo I(H). 17 0 . 1';'(1, 177. I X ) .

1''\4 -1 C) \). 2.(,). 2,t)O. q<y

;1111\//"(/1;0//\

:lrtlH' cotnpo... ition l'IcIlH'lIh 193
:leri.1I photo IX4

axononu-uir project ion 1<)2.

ILt ~~11l dAp nllou 19'
ILl ~~ill d'l:lloJ] l' 189

cc-n-uronial Cl1l r:III(C 194
compos ition srlu- mc- 191.
dr:l\\ ing of t!u- gl' rlt'r:ll layout 187

l'\!XIII,iuIIS 195
Gra nd Cana! 1<)4

CI,,"d EII'L'llIill" 19~ , '9')
icor lOgr:1 ph ~ 19 0

main : p..:i~ 189
plan and Cle\:llio li of rlu- main axi...

.~6

pr imarv \ ie\\ alo llg the- mai u axi-, 186

~l'q llt'II {"(' or" P; lCt'~ 195, 1<)6

"nit'" or I(HC(Ollr l~ 197

~ p:lt i: 1! .ixi-. 1<)6

tr:1I1 -,lo rm. u iou of tlu- land sca pe '94

Ir:III"'\Cr"e :1.\1' 185
\It'\\ .... ;lioflg till' main ;l\.i' 194
\i"'(I:11 .Ingle ... 1<)6

\ 'i lb Aklobr.mdiui 2(). ; 0 , ()2.- IO ~ . l(l7

i Il Jl ~ l m li( 1/ 1~

:ltti\l' rompociuon ck-mc-u!s 101

:I~ architcctouu ....nlTIl 10 1

J\OIlOfllt'tric projectioJ1 10 0

:1\0l1olllctru 'ro...... "\'C!101\ 9 4

Gl.... 'adl· 10 3
c () rl1 p()~il io ll q Ilt'lll e 10 0

\'it '\\ to tht ' \\:I1t'r tl1c:llU' 9 7

l'lIgr:l\ ing 99
\ Ioll ih of' I IeII ')~

:Inial photo 92-
11~ IIlph.lelllll 10 3

p:1I1or:lIl1:l frolll tilt' fro nt le rr:I{"(' 10 3

grou lld pLtll <)4

fro nl \ it '\\ 93

\i !b \ rl ll ll in o n
\'ilb B,II-1-)tTilli ~I

\ i!b Belpoggio ()l)

\ ill" Bl'l- l'dl'H' ("y, 69 , ';0, -I. ,_

\ ilb BOlllbicci ()f

Vilb B()r glI t '~f' 70. 72.

\ 'ill:1 Bo,..;cn P:lr:c..;"j () 72

\'illa B II OIKOl llp:q.~lIi ~)

\ 'ilb C;{rq.~g i 22 n
\ ilb C"tdlo \\' 4i
\'ill" C,,;dil'r i di \ \a it" 72

\ ·ilb Cdi ""lv 60' ('';

ill l l , lml wl!\

:lcti\(' cOlllpo" itio ll l'!l'11 H'll h 6 5

:ll'I"ial photo 60 .63
;l\OIIOlllt't ril prt)jl'rti()ll 6 4

cOlllpo,itio!l q IH'II1f' 6 -1

gro ulld p1:l11 6 2.

p:lllor: lrll:1 ()7

rotllilorio 6 2. , ()6 , 67

Vilb Chigi 72

' ·ill" CololI"" -I. 72

\ ilb [)'I"tl' 2;, X4'') I. ')1, '2(', 16,;
iI1H~lnlljo,,\

Jl' li,, 1photo 84

!\ \t ' l1ll l ' of thl' 111l111lrl'd hlllllla ill" X9

:l \.l" 9 0

COlllpo"itio ll ..., Ilt' tlll' 9 !
t'llgr; l\illg 85

grolllld pb 11 87

I N ole ES

O va! Fou nt ain \\ ith '\:I It' !' the.uro and

Cro!to or vcnu-, 8 9

Villa clc-i Cavalie-ri di ~ Ltlt:1 7 1

Viii" del Trr-hhio B
Villa di Ca b ggiolo ~;

\ ill.• Doria [';II11 ph ill -0, -,72

\ 'il b l mo 104' "1. 16 7, ~2.()

illl/\/ni/iom

.ut iv« .omposn ion l 'lt 'rlll'llt" 109

:1\ 0 1l0 111t' l ric projert ion 10 8

romposu iou schcunc- 10 8

fron t .urd back [H;~l(.l {' 104

ground plau and front c-h-vauon 105
int t'gratlOll in tln - man-made- lan d-

....Llpe 11 0

1'1 :111 and cros-, "n lioll 105

VilLI Llrlle"i :1 70. 72
vil b C:lIll!wr :lia 52-)9

illll\lm/illll~

activr- compositiou ('1(,11)('l\t" 57

.u-rial p hoto 52.

.rxon ouu-ui r pro jl,ctioll 56

!J(l\\lillg grl't 'll 55
t mupoci fiun srl u-mc- 56
geo lllet ric g:l rdt' ll 59
gro und pl.m 5-1
!oggi;1 5X. 59
.... crl'l' n:-; 55

" p:Kl'S 55

\'il'\\':'; 58-59

\ i" t:l~ 55
\ db Ciu li« 2';, 10, ,;("XI, 166

;flll~lmti(}1l\

:Illi\t' (o lll po" itiol\ \' 1l'rllc llh XI

:Il'ri:d photo 76

:1\.Ollollll'lr i r projl,ct i(J1l 80
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