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FOREWORD

iven the transience of the living

materials which compose them,

gardens are bound necessarily

by time. Vistas, grottoes, par-

terres, and allées are remark-
ably fragile creations, only too prone to
change with the vagaries of weather and hu-
man stewardship. Thus the student of gar-
den history long has relied on verbal and vi-
sual sources to reconstruct the many styles
and comprehend the variety of reasons be-
hind man’s attempts, in a garden context, to
impose his own order on nature.

The exhibition, Gardens on Paper, and
the book inspired by it explore the garden
theme in works of art on paper. Garden evo-
lution is traced through fifteenth-century co-
dices, early engravings, drawings, books,
and topographical plans as well as through
images of allegorical, secular, and even
imaginary gardens. From anonymous illumi-
nators of medieval manuscripts to well-
known impressionist painters, the garden is
revealed as a rich and consistent source of
inspiration for artists.

Thanks to the generosity of such friends
as Lessing J. Rosenwald and Mark J. Mil-
lard, the National Gallery has a very fine
collection of graphic images of gardens. We
have, therefore, been able to rely almost en-
tirely upon our own collection of prints,
drawings, and illustrated books for the exhi-
bition, borrowing just eight works from
other collections. The Library of Congress,
Amherst College’s Mead Art Museum, the
Whitney Museum of American Art, and the
Yale Center for British Art have provided
loans; we are grateful to them and to our
private lenders who prefer to remain anony-
mous. Special thanks are due to Virginia
Tuttle Clayton whose knowledge and love of
gardens is evident in these pages, and to the
many members of the National Gallery staff
who have contributed their expertise to
make possible this exhibition and book.

J. Carter Brown
Director
National Gallery of Art
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INTRODUCTION

hroughout the history of Western
art, artists have made exquisite
renderings of gardens, works that
would be fondly cherished for
centuries to come. While the tre-
mendous appeal of gardens has remained
constant, the manner in which artists have
portrayed them has changed dramatically
from one era to the next, as well as from
country to country, generally reflecting cul-
tural attitudes toward man’s relationship
with the natural world. This study is con-
cerned exclusively with works on paper:
prints, drawings, and illustrated books, and
all but eight works in the exhibition are from
the National Gallery’s own collection. Gar-
den images are particularly prevalent in the
graphic arts, and they have been a major ve-
hicle for widely disseminating information
about gardens, both to record and to form
taste in garden design. Produced in multiple
impressions, prints and books circulate espe-
cially broadly and, in the case of prints, gen-
erally have had a more popular audience
than other art forms. As direct reflections of
commonly held cultural preoccupations,
printed images are particularly accurate in-
formants on such issues as the place that gar-
dens held in the popular imagination at any
given moment in history, what kinds of gar-
den scenes were most in demand, and how
prevailing conventions of artistic style af-
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fected the representation of gardens—per-
haps even how actual gardens were viewed.
It is this fascinating evolution of symbolic
concepts, thematic contexts, and stylistic
forms in the artistic representation of gar-
dens that Gardens on Paper will examine.
Although the history of garden design con-
stantly figures in the interpretation of works
included in this survey, it is the graphic work
of art, rather than the horticultural work of
art portrayed therein, that is of primary in-
terest here.

The historical and cultural variations in
artists’ treatment of gardens suggest different
approaches to the art of each of the five pe-
riods under consideration. In the Middle
Ages, the garden was a powerful as well as
multifarious symbol, but little importance
was attached to the accurate delineation of
existing gardens; the examination of garden
images from this age will therefore focus on
the garden’s diverse allegorical and anagogi-
cal meanings. Renaissance artists, on the
other hand, took delight in secular subjects
and depicted gardens with a keen verisimili-
tude; the art of this era for the first time por-
trayed actual gardens and scenes of everyday
life in garden settings. The Renaissance
chapter will address the appearance of these
new themes in prints, drawings, and illus-
trated books, first in northern Europe and
then Italy. Baroque artists perfected the use



of gardens and their representations in art in
order to publicize the magnificence of
princely realms. The section of this survey
on the baroque period will analyze Italian,
French, English, and Netherlandish garden
images that attest to such aggrandizing pur-
poses and were collected by patrons who
hoped to imitate the grand style of garden-
ing. The Cult of Nature had a formative in-
fluence on eighteenth-century art in general
and garden design in particular. This study
will examine English books, whose garden
theory and illustrations associated nature
with ancient republican virtues, and French
prints and drawings that expressed a nostal-
gic desire to retreat and seek solace in an un-
spoiled idyll of nature. In the nineteenth cen-
tury, the effects of industrialization and the
more widespread democracy that had
evolved during the previous century inspired
the development of an entirely new garden
iconography; public parks and gardens be-
longing to the middle and lower classes,
rather than great, aristocratic estates, be-
came the preferred subjects of artists, and
these will be surveyed in the context of Brit-
ish, French, and American graphic art.

For all the changes that have occurred in
artists’ portrayal of gardens throughout his-
tory, contemporary gardeners can nonethe-
less understand and appreciate the charm

I2

and importance of these beloved, cultivated
spaces. The urge to create a perfect and
beautiful place in the world and the desire to
immortalize the evanescent splendor of a
garden in a work of art—whatever further
purposes that garden and that work might
serve—remain fundamentally the same.
And if perfect bliss derives from the diligent
maintenance of one’s fragile paradise against
the natural forces of destruction, these gar-
dens on paper commemorate one of the
more inspiring aspects of human nature.

Note

1. In recent years, garden historians have produced
some splendid exhibitions and catalogues chronicling
the history of gardens—most of which vanished long
ago—through their portrayal in works of art. The most
inclusive of these was The Garden, A Celebration of
One Thousand Years of British Gardening, at the Victo-
ria and Albert Museum, London, in 1979. In 1988-1989,
the Rijksmuseum Paleis at Het Loo and Christie’s in
London jointly presented a major exhibition, The
Anglo-Dutch Garden in the Age of William and Mary.
Three exhibitions that have studied the motif of the gar-
den in works of art from specific periods are: Down
Garden Paths: The Floral Environment in American
Art, Montclair Art Museum, Montclair, New Jersey,
1983; Gardens of Earthly Delight: Sixteenth and
Seventeenth-Century Netherlandish Gardens, Frick Art
Museum, Pittsburgh, 1986; Earthly Delights: Garden
Imagery in Contemporary Art, Fort Wayne Museum of
Art, Fort Wayne, Indiana, 1988.
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Chapter I

GARDENS IN MEDIEVAL ART

he earliest garden images in the

National Gallery’s graphic arts

collection are single-leaf illustra-

tions from late medieval manu-

scripts and fifteenth-century
prints. Manuscripts were precious objects,
laboriously written by hand and sometimes
decorated with sumptuous illuminations. Al-
though some secular texts, such as scientific
treatises and encyclopedias, were illustrated
throughout the Middle Ages, most illumi-
nated medieval manuscripts were religious
works. Until the thirteenth century, they
were primarily produced in monastic scrip-
toria either for use in church services or for
monastic libraries. Later, secular workshops
began to make manuscripts, but the costli-
ness of their production meant that only the
most wealthy laypersons could hope to own
them. While this favored group of well-to-
do, secular patrons created a demand for
such profane texts as the Roman de la Rose,
the most popular type of manuscript was
still religious: the Book of Hours, a prayer-
book personalized to suit the individual
patron.

Perhaps because the preponderance of
medieval manuscripts were religious texts,
there was no tradition among illuminators
for the depiction of identifiable, contempo-
rary gardens.! Instead, these artists lavished
their considerable skills on the portrayal of
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such sacred precincts as the Garden of Eden,
Heavenly Paradise, and the hortus
conclusus—the enclosed garden of the Song
of Solomon, closely identified with the Vir-
gin Mary. Even in secular literary works
commissioned by lay patrons, garden illus-
trations did not document the appearance of
specific, existing gardens, but represented
garden types such as the pleasure garden or
garden of love. Whether sacred or secular,
medieval manuscript illumination tends to
present us with conceptual garden motifs
rather than with images of real, living gar-
dens. And yet, these motifs, however fanci-
ful or allegorical, frequently offer wonderful
insights into the medieval dream of perfect
horticultural bliss, gorgeous enclaves
resplendent beyond anything in our earthly
experience.

During the early fifteenth century, artists
began to employ newly invented and much
less expensive mechanical techniques of
reproducing pictures. These techniques,
which eventually rendered the art of manu-
script production obsolete, involved printing
on a sheet of paper an image that had been
carved into a wood block or incised on a
metal plate. Using these processes, artists
could produce multiple copies of the same
image or text, thus allowing the wide dis-
semination of pictorial or written informa-
tion. Printed pictures were sufficiently



inexpensive to be easily acquired by com-
mon people, and the greatest percentage of
early prints, especially woodcuts, were cre-
ated with this audience in mind. Most often,
the images were very unsophisticated in both
style and content.

Although the invention of print-making
revolutionized the process of learned com-
munication and marked the beginning of the
modern world, the “informational capacity”
of prints was not recognized for nearly one
hundred years.? The humble people for
whom early, single-leaf prints were made
preferred portrayals of saints, Biblical
scenes, and moralizing allegories to vehicles
of secular knowledge.? The earliest printed
representations of gardens, therefore, occur
mainly within the context of objects of reli-
gious veneration. The exciting potential for
transmitting information about specific,
contemporary gardens—their overall design,
what plants grew in them, what architec-
tural features adorned them—would not be
realized until the next century of print-
making.

The same garden subjects found in manu-
script illuminations reappear, usually in
much simpler form, in fifteenth-century
woodcuts and engravings. In all cases, there
is a delightful appeal in their direct, unaf-
fected approach to garden imagery and great
interest in the opportunity they provide to
observe a highly symbolic world view, so
remote from our own.

Although neither medieval manuscript
illuminations nor early prints provide us
with documentary evidence concerning iden-
tifiable gardens, they are still one of our best
sources for general knowledge of medieval
gardens.* Five types of medieval garden have
been identified: the kitchen garden, the
medicinal or herb garden, the patrician gar-
den, the cloister garden, and the pleasure
garden; a list of 225 documented species of
cultivated plants has been compiled.’ Visual
and written sources indicate that the medi-
eval garden was rigidly geometric, either
square or rectangular in form—an inward-
looking hortus conclusus, surrounded by
walls, with paths and raised planting beds
subdividing it internally into a rectilinear
pattern.® The architectural elements that
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embellished the medieval garden conformed
to and reinforced its geometry. For a central
feature, at the intersection of the paths, the
garden might have a square or rectangular
fountain, pool, or well.” The paths, which
frequently divided the garden into quad-
rants, might be partially shaded by wooden,
vine-covered pergolas.® Similar wooden
structures would sometimes shelter benches,
providing not only shade but a bit of pri-
vacy. These seats, one of the most common
man-made elements in the gardens, were
typically made of plank sides filled with soil
and planted with sweet-smelling herbs.’
Their rectangular shape fit nicely into the
“framed chessboard” format of the garden.1?

Since the content of medieval garden
images differs from that of later periods, the
arrangement of this chapter and its analysis
of the garden depictions will also be some-
what different from succeeding chapters.
Instead of organizing the medieval works of
art according to nationality, and examining
various aspects of their content and style,
they will be discussed according to their
themes.

Biblical Gardens

The most important episodes in the history
of human salvation transpired in garden set-
tings. It was, first of all, in a garden that hu-
man history began with the Creation and
Original Sin:

God planted a garden in Eden which is
in the east, and there he put the man he
had fashioned. God caused to spring up
from the soil every kind of tree, enticing
to look at and good to eat, with the tree
of life and the tree of knowledge of
good and evil in the middle of the gar-
den. A river flowed from Eden to water
the garden, and from there it divided to
make four streams.!!

The garden of Eden, the place of perfect fe-
licity on earth, was forbidden to Adam’s de-
scendants after the Fall, but medieval man
believed that it still existed in some undis-
coverable location in the world.!? The idea
of earthly paradise was also closely identi-



1. Anonymous German 13th
Century (Lower Saxony), Heav-
enly Paradise with Christ in the
Lap of Abrabam, c. 1239, tem-
pera and gold leaf on vellum,
224 x 157 (8 7/8 x 6 */,4). National
Gallery of Art, Rosenwald Col-
lection 1946.21.11
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fied with that of heavenly paradise, the joy-
ful abode of the righteous dead at the end of
time.!3 The existing, earthly garden was
thus a symbol of the heavenly paradise to
come, the paradise toward which all human
endeavor should rightly aspire.

Heavenly paradise, as described in the Bi-
ble and medieval writings, was a garden
with the same essential features as Eden—
the tree of life and a supernatural source of
waters.!* A thirteenth-century miniature
from the Rosenwald Collection (cat. 1)
shows a highly schematic celestial paradise
with Christ seated in the lap of Abraham.!*
This illustration derives mainly from The
Revelations of Saint John the Divine. A river
flows from under the throne on which Abra-
ham sits, and the tree of life—a fruit-bearing
palm—grows directly behind the throne.
This motif derives from Revelation 22:1—2
and 14: “And he showed me a pure river of
the water of life . . . proceeding from the
throne of God . . . on either side of the river
was the tree of life which bore twelve fruits
. . . Blessed are those who do His command-
ments, that they may have the right to the
tree of life.” Four of the eight figures beside
the throne hold palm branches; these repre-
sent the palm-bearing martyrs described in
Revelation 7:9-17, who reach out to take the
fruit offered them by Christ: “To him who
overcomes I will give to eat from the tree of
life.”1¢ In addition to the imagery from Reve-
lations, there is also reference to Genesis and
the Garden of Eden. In each of the four cor-
ners of the miniature, a figure pours water
from a large vessel, representing the four riv-
ers that flowed from Eden, as described in
Genesis 2:10—~14. This reference to Eden in
the context of a depiction of the heavenly
realm exemplifies the conflation of terres-
trial and celestial paradise in medieval
thought.

An intriguing record of the medieval
notion of the physical layout of the world
and the position of Eden within it is pre-
sented in a hand-colored, woodcut map that
was probably printed in Augsburg around
1480 by Hans Sporer the Younger (cat. 2).17
Fifteenth-century scholars familiar with the
latest concepts in geography and cartogra-
phy would have considered this image of the
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world outdated, but the map apparently was
intended for distribution as a broadsheet
among a less educated audience.'® It pro-
vides an index to some of the salient medi-
eval ideas about the arrangement of the
earth. The whole world is, for example, sur-
rounded by an ocean filled with islands;
England (“engenland”) is the island to the
left of center on the bottom, immediately off
the coast of Spain (“hispania”). The map fol-
lows the medieval convention of locating
east, not north, at the top.The large body of
water in the lower portion of the circle is the
Mediterranean, with Venice (“venedig”) in a
bay to the left. Europe is on the left side of
the earth, with Rome (“Rom”) approxi-
mately at its center and Africa to its right.
Asia is at the upper left, and the land of Gog
and Magog is surrounded by mountains.
Jerusalem is situated at the center of the
world, where it is usually found in medieval
maps; the location of Augsburg nearby is,
however, decidedly eccentric.

The walled garden of Eden crowns the
earth. The tree of the knowledge of good
and evil grows in the center of the garden,
and Adam and Eve stand to either side,
about to pluck and eat the fateful apple. The
four rivers of the earth, from which all other
waters are derived, flow copiously from four
openings in the wall of paradise. The Nile is
on the right, then the Tigris, the Phison, and
finally, on the left, the Euphrates. These riv-
ers often figure prominently in medieval
images of paradise because they represented
the four Evangelists who carried the Word of
God to all parts of the earth.?®

Among other alluring attributes of para-
dise recounted by medieval authors were
groves of beautiful trees, many of them fruit-
bearing, meadows carpeted with flowers,
soft breezes, and an ineffably sweet
fragrance—the primary ingredients of an
ideal garden.?® These garden components
are depicted or suggested in the image of
paradise in The Warburg Hours (cat. 3), a
small Flemish prayer book made toward the
end of the fifteenth century.?! A grove of per-
fect trees constitutes the background of this
brilliantly colored miniature of the Fall, and
the felix culpa is enacted on a splendid,
flowering meadow. As is common in Books



2. Anonymous German t5th
Century (Augsburg?), Map of the
World, c. 1480, hand-colored
woodcut, 273 X 190 (10 3/4 X

7 7/8). National Gallery of Art,
Rosenwald Collection 1943.3.645
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3. Anonymous Flemish 15th Cen-
tury, The Fall of Man, tempera
on vellum, o1 x 80 (4 x 3 /8), in
The Warburg Hours, late 15th
century. Library of Congress,
Washington, D.C., Rare Books
and Special Collections Division

of Hours of this period, the margins are
elaborately ornamented and are perhaps as
brilliant a feature in the decoration of the
page as the miniature. Among the flowers
illustrated as botanical specimens on the
gold-leaf background are daisies, violets,
strawberries, thistles, and columbines; but-
terflies, snails, a fly, and a dragonfly enliven
the borders as they busily attend the flowers.
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Altogether, the illumination of these pages
creates a wonderfully pleasant sensation of a
beneficent, sweet nature: a yearning, medi-
eval vision of the lost garden of paradise.
The medieval garden has been portrayed
as both the starting point of human exis-
tence and its longed-for culmination. It was
also a significant feature at the pivotal
moment in the drama of human salvation.
The Passion of Christ began with Christ’s
arrest in a garden and ended with his burial
and resurrection in another garden.?? The
Fall of man, the loss of the garden, made
necessary Christ’s sacrifice; the sacrifice
gives us hope that we may regain the joyful,
flowering realm. This connection between
the Fall and the Passion explains their fre-
quent alignment in medieval art. The con-
tent of the Oxford Passion, a series of
twenty-three small metalcuts made in
Cologne between 1460 and 1480, is one
example of this juxtaposition.?? The subject
of the set is the Passion of Christ, but in
accordance with medieval ideas on the
extratemporal connection of certain sacred
events, the history of Christ’s Passion is
introduced with the Fall of man and the
Expulsion from the garden (cats. 4, 5).2* The
exceedingly small scale of these works
allows for the illustration of only the most
meager details of Eden in the two scenes: the
tree of knowledge and the gate of paradise.
Christ and his disciples went to the Gar-
den of Gethsemane to pray following the
Last Supper. While Judas betrayed him and
the others slept, Christ first asked that the
“bitter cup” of his impending sacrifice be
taken from him, but then acquiesced to the
will of his Father.?’ Judas entered the garden
with the arresting soldiers, Christ was taken,
and the events leading to the Crucifixion be-
gan. The Oxford Passion (cat. 6) shows
Christ in the garden kneeling in prayer be-
fore the cup. That this event occurs in a gar-
den is indicated by the wattle fence in the
background. The depiction of this most
common type of medieval garden fence was
enough to inform a medieval viewer that a
scene was taking place in a garden.26 The
same fence is used in the background of the
Christ Appearing to the Magdalene as a
Gardener (cat. 7), the scene following



4. Workshop of the Master of
the Borders (German, 15th Cen-
tury), The Oxford Passion: The
Fall of Man, 1460/1480, me-
talcut, 62 x 47 (2 3/8 x 1 3/4). Na-
tional Gallery of Art, Rosenwald
Collection 1943.3.680

5. Workshop of the Master of the
Borders (German, 15th Century),
The Oxford Passion: The Expul-
sion from the Garden of Eden,
1460/ 1480, metalcut, 64 x 48

(2 1/2 x 1 3/4). National Gallery of
Art, Rosenwald Collection
1943.3.681

6. Workshop of the Master of
the Borders (German, 15th Cen-
tury), The Oxford Passion:
Christ in the Garden of Gethsem-
ane, 1460/1480, metalcut, 63 x
48 (2 1/ x 1 3/,4). National Gal-
lery of Art, Rosenwald Collection
1943.3.688

7. Workshop of the Master of
the Borders (German, 15th Cen-
tury), The Oxford Passion:
Christ Appearing to the Magda-
lene as a Gardener, 1460/1480,
metalcut, 63 x 47 (2 /2 x 1 3/4).
National Gallery of Art, Ro-
senwald Collection 1943.3.676

Christ’s resurrection. Here Mary Magda-
lene, having come to the garden where
Christ was buried, at first mistakes the risen
Christ for a gardener. The artist has pro-
vided Christ with a spade to emphasize this
confusion of identity and to represent Christ
as the second Adam who was to cultivate his
garden, the Church, as Adam had been in-
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structed to care for the Garden of Eden.?” In
a late fifteenth-century French woodcut of
the Christ Appearing to the Magdalene,
Christ again holds his shovel (cat. 8). The
shovel is carefully and accurately delineated,
showing an iron shoe nailed onto the
wooden scoop.?® A tree is positioned be-
tween the two figures and a flowering



8. Anonymous French 15th Cen-
tury, Christ Appearing to the
Magdalene, c. 1500, hand-
colored woodcut, 200 x 150 (7 7/8
x 5 7/8). National Gallery of Art,
Rosenwald Collection 1943.3.497

meadow is suggested by the presence of a
few flowers in the grass, though these were
not individually treated by the woodcut’s
colorist.

A mid-fifteenth century hand-colored
woodcut of German origin (cat. 9) presents
another scene of Christ in the Garden of
Gethsemane. Again, a wattle fence denotes

22

A

the garden; there is also a garden gate, al-
though the connection between it and the
fence is impossible to fathom. This struc-
tural problem and the fact that the fence
stops abruptly to give Saint Peter room to lie
down indicate that the gate and fence are
mere props, included to emphasize that the
event takes place in a garden.
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9. Anonymous German 15th
Century (Swabian, Ulm?), Christ
in the Garden of Gethsemane, c.
1450/ 1460, hand-colored wood-
cut, 273 X 190 (10 3/4 x 7 */2). Na-
tional Gallery of Art, Rosenwald
Collection 1943.3.463

Gardens of the Virgin and the Saints

Terrestrial paradise was, as shown above,
closely identified with heavenly paradise.
The paradise garden, both earthly and celes-
tial, also signified the Church.?’ The puri-
fied, paradisiacal space that enclosed the
community of the Elect that made up the
Church was the intermediary through which
mankind, fallen from grace, was offered the
eternal reward of celestial paradise.

A major source for the representation of
the Church as a garden was the medieval in-
terpretation of the Song of Songs, specifi-
cally the verse in which the bridegroom de-
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scribed his beloved: “A garden enclosed is
my sister, my spouse, a spring locked, a
fountain sealed . . ”3° Medieval commenta-
tors on the Song of Songs thought of the
bridegroom as a symbol of Christ and the
bride as a figure of the Church and the Vir-
gin Mary. In the fourth and fifth centuries,
St. Ambrose and St. Jerome were the first to
interpret the bride as both the Church and
the Virgin.3! It was, however, in the twelfth
century—when the great veneration of the
Virgin began—that the connection of the
Virgin with the bride and, hence, the garden
was finally and completely fixed.3? Honorius
Augustodunensis, in his commentary on
Song of Songs 2:1, explained that the “lily
among the thorns” is the Virgin, who ex-
ceeds all others in the beauty of her chastity
and sweetness of her sanctity.3? St. Bernard
of Clairvaux called her the bortus conclusus,
the garden enclosed, and her womb the hor-
tus deliciarum, the garden of delights; “you
are,” he wrote, “truly the paradise of God
because you brought into the world the tree
of life, of which he who eats will live eter-
nally””3* By this time, the entire text of the
Song of Songs was read in the liturgy of the
Virgin’s two major feast days: half on As-
sumption day and half on the octave of the
Virgin’s Nativity.3$

As a result of this new and clear identifica-
tion of the Virgin as the bride, the enclosed
garden of the Song of Songs, there was a
“rapidly increasing use of titles from the
Song of Songs for Mary in preaching and
popular devotion during the fourteenth and
fifteenth centuries” and a proliferation of a
new sacred image: the Virgin in an enclosed
garden.3¢ The flowers that appear in these
gardens most often include the lily—the
symbol of the Virgin’s chastity—and the
rose—the symbol of her love.3”

Because the rose had been the symbol of
Venus in pagan antiquity, the early Church
Fathers reviled it and cautioned Christians
not to wear chaplets of roses on feast days.38
Eventually, though, the beauty of the rose
and its enduring popularity led to its accep-
tance as a symbol of the Virgin, the embodi-
ment of Christian love, or caritas. It was
again in the twelfth century that the connec-
tion of the rose and the Virgin became com-
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10. Anonymous German 1sth
Century (Swabian or Franco-
nian), Madonna in a Closed Gar-
den, 1450/ 1470, hand-colored
woodcut, 189 x 130 (7 */2 x § */8).
National Gallery of Art, Ro-
senwald Collection 1943.3.562
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mon. St. Bernard, the first to sponsor the
connection fervently, compared the Virgin to
both white and red roses: “Mary was the
white rose because of her chastity and the
red rose because of her love;”3? he also called
her the “violet of humility, the lily of chas-
tity.”*? In the next century, both St. Bonaven-
ture and Albertus Magnus followed Bernard
in rhapsodizing on the Virgin as a perfect,
thornless rose.*!

Madonna in a Closed Garden (cat. 10),
a hand-colored, German woodcut of
about 1450/1460, is an especially charming
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picture of the Virgin in a walled garden.*?
The Virgin is seated on the ground in front
of a garden bench; she is thus a Madonna of
Humility, a type that gained popularity in
Italy in the mid-fourteenth century.®3 The
garden is clearly demarcated with a wattie
fence, made low to allow the viewer to see
the scene inside. The Child holds a bird,
probably a goldfinch, which, because it eats
thorns and thistles, was a common symbol
of Christ’s Passion.

Among the various fourteenth- and
fifteenth-century images of the Madonna in
a garden, one type referred to a specific
event in her life: the Annunciation. This par-
ticular image became popular only after
1430 and appears to have been of German
origin.** A leaf from a choir book illumi-
nated by Belbello de Pavia (cat. 11), proba-
bly between 1450 and 1460, has a magnifi-
cent representation of this scene in a large,
historiated initial.*’ The initial begins the
text of Luke 1:26—27, which describes the
Annunciation: “The angel Gabriel is sent to
Mary.” Instead of depicting the scene in
Mary’s bedchamber or in a chapel, as was
traditional, Belbello instead placed it out-of-
doors, in a garden, on a carpet of grass spar-
kling with heavenly light. A wall and a wat-
tle fence behind the Virgin indicate that the
garden is enclosed. The Virgin again sits
upon the ground, this time on a cushion, as
the Madonna of Humility. Gabriel stands
before her, and God the Father appears in
the sky above, surrounded by angels as he
releases the Dove. The divine light from the
celestial figure spreads across the landscape
below, illuminating it with a golden radi-
ance. Across the bottom of the page, four
roses grow from a spiraling vine, symbols of
the Virgin above.

The close association of the Virgin and
the rose led to the development of another,
related image of the Virgin in the late Mid-
dle Ages: the Madonna and the rosary (cat.
12).% Tradition holds that St. Dominic intro-
duced the rosary to Christendom after the
Virgin appeared to him in a vision and gave
him a rosary, explaining that he would be
more successful in his conversion of the Al-
bigensians if he used the prayer beads.*

It seems, however, that the rosary actually
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11. Belbello de Pavia (Italian, ac-
tive 1448/ 1462), Annunciation to
the Virgin, 1450/ 1460, tempera
and gold leaf on vellum, §89 x 425
(23 /8 x 16 3/4). National Gallery
of Art, Rosenwald Collection
1948.11.21
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12. Anonymous German 15th
Century (Ulm, Augsburg, or Co-
logne), Madonna with the Ro-
sary, 1485, hand-colored wood-
cut, 372 x 248 (14 5/8 x 9 3/4).
National Gallery of Art, Ro-
senwald Collection 1943.3.564

developed its present form over several cen-
turies. In the twelfth century, pious devotees
of the Virgin began to recite groups of Hail
Marys, believing that it gave the Virgin plea-
sure to hear repeated the words that the An-
gel Gabriel used to address her at the An-
nunciation. A group of fifty Hail Marys was
called a chaplet or garland, indicating an
early connection between these prayers and
the Virgin’s floral image. By the early fif-
teenth century, the devotion took the form
of fifteen decades of Hail Marys divided by
fifteen Our Fathers; during the recitation of
each decade, the votary would meditate
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upon an event or “mystery” from the life of
the Virgin. Although the mysteries were not
standardized until the sixteenth century,
three series of five mysteries were most fre-
quently used: the joyful; the sorrowful; and
the triumphant.*3

The name “rosary” probably dates from at
least as early as the fourteenth century. Prior
to the fifteenth century, the mysteries were
grouped in multiples of fifty. Because there
were too many to be memorized, they were
recorded in texts from which the pious could
read and pray. This type of written text was
known as a rosarium, or rose garden, fol-



13. Anonymous German 15th
Century (Upper Rhine ?), Saint
Dorothy, 1440/ 1460, hand-
colored woodcut, 186 x 125 (7 */4
x 4 7/8). National Gallery of Art,
Rosenwald Collection 1943.3.600

lowing a medieval tradition for calling a col-
lection of written material a garden or bou-
quet.* The name rosarium was, of course,
particularly apt for a collection of prayers to
the Virgin because of her association with
the rose. Eventually, the name was used for
the prayer beads on which the votary
counted off each segment of the devotion.

A hand-colored woodcut from the Ro-
senwald Collection, Madonna with the
Rosary (cat. 12), made in 1485 in the Middle
or Lower Rhine, shows an especially com-
plex version of this image.>° The bottom
part of the sheet presents a portion of a pam-
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phlet written by Jacob Sprenger, The Institu-
tion and Approbation of the Confraternity
of the Most Holy Rosary, which was first
erected at Cologne on 8 September in the
year 1475. This pamphlet describes
Sprenger’s foundation of a confraternity
dedicated to the rosary that enlisted multi-
tudes of members, including the Emperor. In
the upper part of the woodcut, Mary is en-
throned as the Queen of Heaven with the
Child on her lap; on either side are groups of
figures representing the various stations of
lay and clerical life. Ten small circles sur-
round this scene, with clusters of roses be-
tween them. Five of the circles have white
ornamental borders and contain the five sor-
rowful mysteries of the Virgin; the other five
have pink borders and show the five joyful
mysteries. Since the series of mysteries was
not fully codified by the fifteenth century, it
is not surprising to find just ten presented,
rather than all fifteen. The four symbols of
the Evangelists appear in the four corners.
Roses also play a part in the legend of one
of the patron saints of gardening, St.
Dorothy.5! This Virgin Saint was born in
Cappadocia and martyred for her faith in
304. A miracle occured during her martyr-
dom: although it was winter and no flowers
were in bloom, she was able to send her pa-
gan oppressor, Theophilus, a bouquet of
roses that were delivered to her from para-
dise by angelic messenger, thus proving that
her descriptions of the ever-flowering garden
were true. A late fifteenth-century hand-
colored woodcut from the upper Rhine
(cat. 13) shows the elegant Dorothy, gra-
ciously accepting a basket of roses from the
cross-haloed Christ Child and handing one
back to him for delivery to Theophilus.
Another patron saint of gardening, St.
Alto, is portrayed in a delightful, hand-
colored woodcut from the Rosenwald Col-
lection (cat. 14).52 The style of the work is so
unusual—crude but decidedly charming—
that it has been difficult to date and assign a
place of origin. Richard Field has suggested
that it was probably made by an untrained
monk or nun in the middle of the sixteenth
century in Altomiinster, the saint’s own
monastery.’3 Alto is shown clearing the for-
est to build his monastery on land donated



14. Anonymous German 15th

Century (Bavarian), Saint Alto, c.
1500, hand-colored woodcut, 135
x 185 (5 */4 x 7 1/4). National Gal-
lery of Art, Rosenwald Collection

1943.3.580

to him in 750 by Pippin the Short, Charle-
magne’s father. This saintly landscaper is re-
ceiving divine assistance in his work. As re-
ported in his legend, trees fell as soon as he
touched them with his blade and a much-
needed fountain miraculously appeared
where he struck the earth with his crozier.
According to the legend, the local birds also
lent what assistance they could; in this print
they are busily carrying away felled
branches.

No saint is more closely associated with
nature than St. Francis of Assisi. According
to his biographer Thomas of Celano, “He
commanded that a little place be set aside in
the garden for sweet-smelling and flowering
plants, so that they would bring those who
look upon them to the memory of the Eter-
nal Sweetness.”** The same author claimed
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that when St. Francis found “an abundance
of flowers, he preached to them and invited
them to praise the Lord as though they were
endowed with reason.” St. Francis’ doc-
trine was carried on by his disciples, the
Franciscans, who became a great preaching
order in the Middle Ages.

One of St. Francis’ followers, Pelbartus of
Temesvar, is portrayed seated at his desk in
an enclosed garden, an orchard, in a wood-
cut that was once the title page to a collec-
tion of Pelbartus’ sermons (cat. 15).%¢ The
motif of the enclosed garden relates to the ti-
tle of the work, Pomerium sanctis, or Or-
chard of the Saints, published in Augsburg
in 1502. Pelbartus, a Hungarian, was born in
1440 and died in 1504. This woodcut was
made in an unusual manner, in reverse of the
normal process. The lines, rather than the
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15. Anonymous German 15th
Century (Augsburg?), The Fran-
ciscan Pelbartus of Temesvarina
Garden, c. 1500, woodcut, 178 x 1
117 (7 X 4 5/8). National Gallery =
of Art, Rosenwald Collection

1943.3.658
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16. Anonymous Flemish or
Dutch 15th Century, The Genea-
logical Tree of the Dominicans,
1480/1490, hand-colored wood-
cut, 297 x 205 (11 3/4 x 8), Na-
tional Gallery of Art, Rosenwald
Collection 1964.8.11

space between them, were cut away to print
the image as white on black. This apparently
was not intended to be a night scene; the
same white-on-black technique was used in

a title page with a depiction of the Virgin for
another book by Pelbartus published in the
same year.%’

Garden Motifs in Religious Allegories
The Dominicans were another great preach-

ing order of the Middle Ages. A particu-
larly interesting and complex woodcut, The
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Genealogical Tree of the Dominicans (cat.
16), must represent the idea of an especially
zealous Dominican concerning St. Dominic’s
position in the Church.*® A large figure of
St. Dominic stands firmly upon the crux of a
powerful grape vine, holding in one hand a
crucifix that sprouts three lilies and in the
other, what has been identified as either a
rosary or a Franciscan cordelier.’® Christ
and the Virgin are somewhat smaller in
scale, relegated to the position of gardeners
working at the base of the vine. Christ
waters it, pouring “innocence,” “purity,” and
“poverty” from a bucket, while the Virgin
cultivates the earth around the roots with a
shovel. A scroll reading “happy vine” is
wrapped around the trunk, and the fruits
and leaves are labeled as virtues. At the foot
of the vine sits a dog holding a torch in its
mouth, next to an orb of the universe. This
refers to a dream that Dominic’s mother
reportedly had before his birth. This image
was interpreted as predicting that her
unborn son would become the universal
guardian of the Church. The star on
Dominic’s forehead derives from the same
dream.®? God appears in the clouds above
and blesses the scene. On the left side are an
angel and a figure of St. Peter, and on the
right are another angel and St. Thomas
Aquinas, the greatest and most renowned
Dominican scholar. The Virgin’s speaking
scroll says “I planted it”; this identifies the
vine as a metaphor for the Church, brought
into being by Christ, born to the Virgin.
Throughout the Middle Ages, the “mystical
vine” was associated with the Passion of
Christ, the blood of his sacrifice, and the
Eucharist, the fundamental sacrament of the
Church.5!

The grape vine signifying the Church ap-
pears again in a woodcut that was probably
printed in Altomiinster around 1500 (cat.
17).62 The work commemorates the rededi-
cation in the late fifteenth century of St. Al-
to’s monastery to the Brigittines. Portraits
and coats of arms of the donors who estab-
lished the new monastery, Georg der Reiche
and his wife Hedwig, appear at the bottom
corners of the print. The mystic St. Bridget,
ensconced in the monastery now dedicated
to her and called Mariamiinster, is listening



17. Anonymous German 15th
Century (Augsburg or Ma-
riamiinster), Saint Alto, Saint
Bridget and the Founders of the
Mariamiinster, c. 1500, hand-
colored woodcut, 121 X 90 (4 3/4
x 3 1/2). National Gallery of Art,
Rosenwald Collection 1943.3.579

18. Israhel van Meckenem (Ger-
man, ¢. 1445-1503), Ornament
with the Tree of Jesse, c. 1490/
1500, engraving, 11§ X 269 (4 */2 x
10 5/8). National Gallery of Art,
Rosenwald Collection 1943.3.169
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to the voices of Christ and the Virgin, who
speak to her from the clouds. St. Alto stands
between the donors, accompanied by the
coat of arms of Scotland, his homeland. The
vine, a metaphor for the Church, grows up
from the bottom of the page and St. Alto is
carefully pruning it.®

The Tree of Jesse is another botanical
symbol of the process of human salvation.®*
The source of this familiar image is Isaiah
11:1, in which the prophet tells of a future
king who will come to save his people: “A
shoot will spring from the root of Jesse, and
from his trunk a flower will come forth.”
The third-century writings of Tertullian first
explained the passage as a reference to the
advent of Christ; the shoot from Jesse, who
was the father of King David, symbolized
the Virgin and the flower was Christ. Subse-
quent Christian writers repeated this inter-
pretation and beginning in the eleventh cen-
tury, the Tree of Jesse became an exceedingly
popular image in art.®> An engraving by
Israhel van Meckenem (cat. 18), an ex-
tremely productive printmaker of the second
half of the fifteenth century, shows the Tree
of Jesse in the form of a curving vine.%¢ Jesse
lies sleeping as a stem rises from his chest
and circles around thirteen figures. Immedi-
ately above Jesse, King David sits playing his




19. Anonymous German 15th
Century (Ulm), Genealogical
Tree of Christ, c. 1470, hand-
colored woodcut, 178 x 126 (7 x
5). National Gallery of Art, Ro-
senwald Collection 1943.3.865

harp; above him, the crowned Virgin is
seated with the infant Christ on her lap.
Most of the other eleven figures, the kings of
Judea, are extremely animated, gesturing dy-
namically and moving vigorously within the
vine.®’

Genealogical Tree of Christ (cat. 19),
a German woodcut of c. 1470, shows the
Virgin as a focal point or supporting mem-
ber of the tree that culminates in Christ. In-
stead of rising out of Jesse, however, this tree
grows from the hearts of Joachim and Anna,
the parents of the Virgin Mary, who are
seated on a turf garden bench. This abbrevi-
ated representation of the lineage of Christ

32

may reflect the increased veneration for the
Virgin and her parents in the later Middle
Ages.5%8 From Mary’s breast the trunk of the
tree reaches upward and turns into the cross
upon which Christ is crucified. This work
combines the image of the sacred genealogi-
cal tree with that of the tree of life, the tree
that grows in paradise and that supplied
the wood for Christ’s sacrifice to save man-
kind. The connection of the Tree of Jesse
with the tree of life, or the cross, was made
as early as the eleventh century in the work
of Peter Damian. In a sermon on the Holy
Cross, he wrote: “From the tree of Jesse we
arrive at the tree of the cross, and the begin-
ning of redemption we conclude in the
end.”%®

The Tree of Jesse graphically depicts man-
kind’s ascent to salvation through the inter-
mediary of the Virgin. Jacob’s ladder is a re-
lated symbol of upward mobility.”® From the
Early Christian period, Jacob’s ladder was a
metaphor for spiritual ascent and was
clearly understood as a symbol of the Vir-
gin.”! As one of the Church Fathers ex-
plained: “Jacob foresaw thee, O Virgin, as a
ladder to raise us to heaven above when
sunk and lost in the depths of evil”7? In me-
dieval art, Jacob’s ladder became a ladder of
virtue that the pious, usually portrayed as
monks or nuns, could climb to their heav-
enly reward. A late fifteenth-century Ger-
man woodcut presents a climb toward heav-
enly salvation through rocks and thistles on
the slopes of a steep mountain (cat. 20).73
The prospective climber is a nun who kneels
in prayer before the mountain. Two instru-
ments of flagellation lie on the ground be-
fore her. God the Father, accompanied by an
angelic orchestra, awaits her on top of the
mountain, holding her crown of virtue.

Secular Garden Themes

Although the garden of paradise was a pro-
foundly sacred concept in the Middle Ages,
it also had a profane mirror image: the false
paradise, or garden of earthly delights.”*
This garden of temptation is the most famil-
iar setting for illicit and improvident assig-
nations in medieval love lyrics and the visual



20. Anonymous German 15th
Century (Augsburg), The Way to
Salvation, c. 1490, hand-colored
woodcut, 262 x 181 (10 /4 x

7 1/8). National Gallery of Art,
Rosenwald Collection 1943.3.640
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21. Anonymous French 1s5th
Century, The Lover Plucks the
Rose, hand-colored woodcut,
271 X 192 (10 5/8 x 7 */2), in Guil-
laume de Lorris and Jean de
Meun, Roman de la Rose (Paris:
Antoine Verard, 1494-1495). Li-
brary of Congress, Washington,
D.C., Rare Books and Special
Collections Division

arts. In these delicious, perilous bowers, lov-
ers succumb to the promptings of the flesh
and indulge in the pleasures of carnal love,
turning away from their pursuit of spiritual
union with the Divine in the true paradise.
Like the Garden of Eden, the secular love
garden in medieval literature is typically de-
scribed as a secluded place, with such ap-
pealing features as perpetual springtime,
fountains, fruit-bearing trees, flowers, pleas-
ant breezes, and sweet fragrance. The differ-
ence between the two apparently similar me-
dieval gardens is, as A. Bartlett Giamatti
succinctly explained, that “one is what the
other seems to be’’5 One is the epitome of
all that is truly good and worthy of desire;
the other is a false and enticing mis en scéne
of carnal love.

The quintessential garden of love in medi-
eval literature is the setting of the Roman de
la Rose, a poem begun by Guillaume de
Lorris in 1237 and finished by Jean de Meun
in about 1277.76 This “poetic garden” is, as
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John Fleming wrote, “an important recapitu-
lation or echo, reflex or response, imitation
or parody of the greatest of all gardens in
Western literature, the Garden of Eden.”??
The garden in the Roman is the perfect locus
amoenus; it delights the senses so much that
it even appears to be paradise, but it is
fraught with temptation and in it sin will in-
evitably occur.

In the poem, the sleeping Lover dreams
that in the “amorous” month of May he fol-
lows a stream through a meadow to find its
source and discovers that it flows from an
enclosed garden. He is admitted through its
gate by Idleness, “a radiant maid” who
informs him that the garden belongs to her
dearest friend, Pleasure. At first sight of the
garden, the Lover believes that it is “truly a
terrestrial paradise;” it looks “heavenly,” “a
better place than Eden.” He finds Pleasure
dancing with his friends, accompanied by
the God of Love, who to the Lover “an angel
seemed, descended from the sky.”’® Wander-
ing through the garden, followed by the God
of Love, the Lover eventually comes upon
the fountain of Narcissus. In the fountain
are two crystals that reflect the entire con-
tents of the surrounding garden. Here the
Lover sees reflected and becomes infatuated
with a rosebush enclosed by a hedge; he
rushes to the Rose—here a profane
symbol of an earthly woman— and as he
approaches it the God of Love shoots him in
the heart with the golden arrow of Beauty.
The remainder of the poem describes at
length the Lover’s protracted and compli-
cated quest to possess the Rose, and his ulti-
mate success.

Despite the great length of the work, nei-
ther of the two poets offers much detailed
description of the garden. They merely note
in passing that it is square, walled, filled
with singing birds, planted with exotic trees,
provided with a fountain, and carpeted with
short, thick grass embellished with flowers
—the basic components of many medieval
gardens.” This paucity of descriptive detail
probably reflects that it is only the idea of
the garden as a most appealing but also most
dangerous place that is important in the
moralizing allegory. Although the text of the
poem is frustratingly inattentive to horticul-



22. Israhel van Meckenem (Ger-
man, c. 1445-1503), Ornamental
Panel with Two Lovers, c. 1490/
1500, engraving, 164 x 242 (6 1/2
x 9 1/2). National Gallery of Art,
Rosenwald Collection 1943.3.170

tural particulars and landscape design, the
artists who illustrated it were sometimes
more generous in filling in the missing visual
details. These images of the literary love gar-
den are probably fairly accurate representa-
tions of the appearance of actual pleasure
gardens of the period.%

A late fifteenth-century edition of the Ro-
man de la Rose in the Rosenwald Collection
at the Library of Congress was printed on a
press and illustrated with woodcuts, but
made to look like an illuminated manuscript
by the publisher, Antoine Verard (cat. 21).
Verard’s shop added ruled lines in red ink to
the printed text to imitate the ruling that was
drawn on a manuscript page prior to hand
lettering by scribes; the woodcuts were
painted with opaque pigments and gold
highlights. The last illustration in the book
shows the Lover finally picking his Rose. As
in the illustrations of the Passion discussed
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above (cats. 6-9), the artist here has in-
cluded a fence and gate to emphasize the
garden setting, even though, according to
the text, the rosebush was surrounded by a
hedge, not a fence, and the walls that en-
closed the garden proper were not so close to
the Rose. The Lover holds the bright red
rose in one hand and the stem from which it
has been torn in the other. One can see the
typical square planting beds amidst trees
shimmering with gold-highlighted leaves.
Four engravings by Israhel van Meckenem
(cats. 22—25) include some common features
of the medieval love garden, such as lush
vegetation, fruit-laden vines, benches, musi-
cal instruments, and wine. The Ornamental
Panel with Two Lovers (cat. 22.), which was
probably made as a pattern for a goldsmith
or silversmith to follow in decorating a small
box, shows a pair of lovers engaged in inti-
mate conversation among the leaves of a



23. Israhel van Meckenem (Ger-
man, C. 1445-1503), Ornament
with Flower and Eight Wild
Folk, c. 1490/ 1500, engraving,
200 x 131 (7 7/8 x § */8). National
Gallery of Art, Rosenwald Col-
lection 1943.3.173

proliferating, fruiting vine, one of the leaves
of which reaches up to stroke the young
man’s leg.®! She has given a piece of fruit to
her companion, a suggestive gesture that
seems to be gratefully accepted. On her lap
is another piece of fruit, and a small, fluffy
dog, frequently an erotic symbol in medieval
art.%2 The vine is inhabited by birds (whose
seductive songs were an indispensible feature
of the love garden), a dog, and naked wild-
men and wildwomen. According to medieval
lore, these uncivilized, uninhibited folk lived
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with promiscuous abandon in the forests.$3

In Meckenem’s Ornament with Flower
and Eight Wild Folk (cat. 23), an enormous,
overblown flower, opened to reveal its re-
productive parts, is the setting for a scene of
violent strife as pairs of lovers ascend
through the leaves to the opened petals.?*
Rising above the battling figures below, two
naked couples successfully make their climb;
on one side, a man rides on the back of a
woman, on the other, a woman is on the
back of a man. The riding figures each point
upward toward their goal, perhaps to en-
courage their lovers. The inscriptions on the
banderoles read “Noble bees take honey
from the beautiful flower; Frivolous vermin
extract more potent juices from this one.” Il-
lustrating the point, a bee and an aphid are
drawn to the flower’s nectar.

Meckenem’s Circular Ornament with Mu-
sicians Playing near a Well (cat. 24) presents
a more decorous love garden scene.?’ Be-
cause music was thought to stimulate lewd
behavior, such music-making couples were
an emblematic motif for the sin of lust in
medieval, moralizing art.¢ One of the two
potted plants on the bench is cut in topiary
form, a technique favored by medieval gar-
deners. The bench angles around a fountain
in whose cooling waters a wine flask floats.
Like music, drinking wine was commonly
associated with the sin of lust.?’

Music and lust are also connected in
Meckenem’s Ornament with Morris Dancers
(cat. 25).%8 In a composition that resembles
medieval images of the Tree of Jesse, the
courtly lady standing at the crux of the vine-
like tree holds an apple which she will
present as a reward to the best dancer
among the six men who gyrate wildly
around her in the branches of the vine. The
singing court jester and the musician below
provide music for the event. The morris
dance, popular in fifteenth-century courts,
was performed as a mock chivalric contest
and was parodied in contemporary drama as
an exemplum of the folly of love.?* Meck-
enem has used a leafy setting for his morris
dance, further associating the féte with the
garden of love.

Wenzel von Olmiitz’s The Lovers (cat. 26)
is an engraved copy of a drypoint by the



24. Israhel van Meckenem (Ger-
man, c. 1445-1503), Circular Or-
nament with Musicians Playing
near a Well, c. 1495/ 1503, engrav-
ing, diam. 174 (6 7/8). National
Gallery of Art, Rosenwald Col-
lection 1943.3.163

25. Israhel van Meckenem (Ger-
man, c. 1445-1503), Ornament
with Morris Dancers, c. 1490/
1500, engraving, 114 X 265 (4 /2 x
10 */2). National Gallery of Art,
Rosenwald Collection 1947.7.186
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26. Wenzel von Olmiitz (Ger-
man, active 1481/1497), after the
Housebook Master, The Lovers,
C. 1490, engraving, 171 X II3

(6 3/4 x 4 */2). National Gallery
of Art, Rosenwald Collection
1943.3.8324
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Housebook Master that depicts a charming
scene of an amorous couple viewed through
an arch.®® Two vines are trained over the
arch, their flowers reaching out to grasp
each other at the center, directly over the
couple’s joined hands. This pair is somewhat
less forward than the others; although he
gazes intently at her, she demurely lowers
her eyes. A pot of carnations, symbolic of
love, and a wine basin rest to either side of
the lovers.”!

Representations of gardens in medieval art
were typically symbolic—not living, grow-
ing gardens but abstract ideas reflecting the
Middle Ages’ heightened concern for the
spiritual rather than the natural world. The
works illustrated in this chapter were not
created as documents to show actual gar-
dens; they depicted gardens because the me-
dieval imagination habitually associated cer-
tain devotional images, and their profane
counterparts, with gardens settings. We shall
see an entirely different approach to gardens
in the art of the Renaissance.
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Chapter II

RENAISSANCE AND
MANNERIST GARDENS

n the Renaissance, there was a tre-

mendous, new interest in the natural

world, and works of art began to in-

clude closely observed and naturalisti-

cally rendered images of real gardens.
Artists developed a new concern for verisi-
militude in depicting the wonderful diversity
of nature and human activity in the garden.
Concurrently, discoveries in the science of
linear perspective allowed a new accuracy in
depicting space as a three-dimensional con-
tinuum, which in turn permitted the first
clearly descriptive views of gardens. Gardens
and garden-related imagery began to appear
in the context of new or increasingly impor-
tant subjects: genre, topographical views of
contemporary and ancient sites, and classi-
cal mythology and allegory. These various
depictions provide insight into how gardens
were used, document the appearance of gar-
dens, and demonstrate that the Renaissance
fascination with classical forms and mythol-
ogy extended into the domain of landscape
design and horticultural lore.

The growing curiosity about the natural
world was answered by a new availability of
visual information, both through the estab-
lishment of print publishing businesses and
the growing production of illustrated books.
The earliest print publishing houses were
founded in Italy during the first third of the
sixteenth century; their Netherlandish coun-
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terparts were active by the 1550s. Together,
they affected a wide distribution of prints
whose subjects publishers deemed worthy of
commercial interest; among these, garden
views and other images that included garden
motifs were very popular. The publication of
illustrated books began in the fifteenth cen-
tury and flourished by the early sixteenth. II-
lustrated treatises on architecture and gar-
den design, and travel books that frequently
included views of gardens, were especially in
demand. Both prints and illustrated books
helped create a broad dissemination of
printed garden views throughout Europe be-
ginning in the sixteenth century, and this
was an important factor in the development
of Renaissance and mannerist garden design.
The evolution of landscape design during
this period coincided with that of the picto-
rial arts in its allegiance to the classical past,
its desire to create views into the distance,
and—in parts of the garden deliberately
made to look rustic—its effort to imitate the
appearance of nature. The Renaissance and
mannerist garden was closely integrated
with its house, visually related to the sur-
rounding countryside, and filled with allu-
sions to antiquity. No longer comprised of
simple, rectilinear shapes, these gardens dis-
played a more complex geometry, with sepa-
rate spaces integrated by axes and cross
axes, and by such architectural and sculp-



tural elements as terraces, stairways, and
fountains—all typically based on classical
forms and precedents.

Although these new ideas in garden design
arose in the second half of the fifteenth cen-
tury, it was only in the sixteenth and early
seventeenth centuries that they were fully de-
veloped. Through most of the fifteenth cen-
tury in Italy, and the sixteenth century in
northern Europe, gardens retained many of
their medieval attributes. We will begin by
considering representations of the less stylis-
tically advanced gardens of northern Europe
before turning to works that show the more
highly developed gardens of Italy, gardens
that eventually served as exemplars of the
new Renaissance style for the rest of Europe.

Prints and Drawings of Netherlandish
Gardens

The most important print publishing work-
shop in Antwerp was the Quatre Vents,
owned and operated by Hieronymus Cock,
who was himself a printmaker.! By the late
sixteenth century, largely through the efforts
of Cock’s workshop, Antwerp had become
the leading city in the production of prints in
Europe; enormous quantities of finely exe-
cuted prints from Antwerp were shipped
throughout Europe, and even to America
and the East. It was the Quatre Vents that
established in the Netherlands a successful
system for a division of labor among artists
who provided original designs for prints,
those who made reproductive engravings af-
ter them, and the craftsmen who performed
the printing operations. It was also the art-
ists working in this shop who developed the
engraving techniques that would later be-
come the standard not only in northern Eu-
rope but Italy. Six of the Netherlandish
graphic artists whose work appears in this
section—Pieter Bruegel the Elder, Hans Vre-
deman de Vries, Philipp Galle, Hendrick
Goltzius, Frans Floris, and Cornelis Cort—
worked in Cock’s shop at some time in the
course of their careers.

Bruegel provided Cock with drawings for
his engravers to follow in making prints.
Among his best-known works are land-
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scapes and scenes of peasant life. One of his
many portrayals of peasants engrossed in
everyday activities is his 1565 drawing
Spring.? This drawing was engraved by Pie-
ter van der Heyden in 1570 (cat. 27).2 Ten
hearty workers toil in an ornamental gar-
den, located beside a barnyard. The inscrip-
tion that Bruegel added to the bottom of his
drawing reads: “Spring: March, April, May.”
The publisher has embellished this some-
what on the print: “March, April, May are
the months of spring. SPRING; comparable
to childhood. In spring golden Venus re-
joices in flowering garlands.”* The gardeners
are digging, straightening the edges of raised
beds, raking the surfaces smooth, setting out
plants, watering them, and sowing seed. To
the right, two workers prune grape vines
and beside them, in the barn, sheep are be-
ing sheared. In the background, an outdoor
party is in progress at a two-storied garden
pavilion in front of a castle; an amorous
couple floats along a river on a boat laden
with tree branches.

Bruegel’s landscape extends into the dis-
tance along a precipitous diagonal axis em-
phasized by the edges of the beds. This and
the rapid diminution of figures along the
oblique line, from the substantial forms in
the foreground plane to the miniatures be-
yond the river, heighten the effect of spa-
ciousness in the scene. The figures in the ex-
treme foreground have a sturdy balance in
the powerful motion of their massive forms
that is worthy of contemporary Italian
works; comparison has been made between
the gardener straightening the paths in the
right foreground and Michelangelo’s Noah
in the Sistine Ceiling.’ The artist has subtly
incorporated the lessons of Italian Renais-
sance art into a northern world view that is
minutely attentive to the commonplace. And
yet, as John Hand perceived, although
“Bruegel’s depictions of the natural world
. . . are absolutely convincing as observation
. . . they surpass what might be called ordi-
nary reality;”¢ they attain a universality be-
yond the ken of all but the greatest artists.

Gardeners like those in Bruegel’s Spring
often appeared in depictions of the seasons
or months and were among the secular sub-
jects enjoying an increased popularity in Re-
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27. Pieter van der Heyden (Flem-
ish, 1551-1572), after Pieter
Bruegel the Elder, Spring, 1570,
engraving, 228 x 287 (9 x 11 3/8).
National Gallery of Art, Ro-
senwald Collection 1980.45.235

naissance art. Gardeners were sometimes
portrayed in the same context in medieval
art, but not with the keen sense of reality
that we find in later works.” Spring may be
the subject of Sebastian Vrancx’s Three Rev-
elers and a Gardener, made in Antwerp in
the early seventeenth century (cat. 28).% The
three figures on the left, one masked, hold-
ing a fiddle and a bell, and the others with a
frying pan and a waffle, probably repre-
sented the festivities of Carnival in the early
spring while the gardener, on the right, may
have signified the labors appropriate some-
what later in the season. This gardener car-
ries the tools of his trade—the same imple-
ments that Bruegel’s gardeners used: string
and stakes to lay out straight edges on gar-
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den beds, a shovel, a pruning hook, and
shears. The figures move with ease and

spirit, acutely observed characters from
early seventeenth-century peasant life.

The garden on which Bruegel’s peasants
so steadfastly labor is a fine example of
those popular in the Netherlands at the time.
It is laid out as a series of interlocking, geo-
metric shapes, later identified by the French
term parterre.’ Small pruned trees are being
planted in the centers of each shape. The ar-
bor is supported on columns with carved fig-
ures. These elements of the garden, as well
as the two-story pleasure pavilion and ar-
bored pathway near the castle, all have their
cognates in the illustrations of Hans Vrede-
man de Vries’ Hortorum viridariorumque
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28. Sebastian Vrancx (Flemish,
1573-1647), Three Revelers and a
Gardener, 1600/1650, pen and
brown ink with brown wash over
black chalk, 172 x 250 (6 3/4 x

9 7/8). National Gallery of Art,
Julius S. Held Collection, Ailsa
Mellon Bruce Fund 1984.3.71

Fig. 1. Philipp Galle (Flemish,
1537-1612), after Hans Vredeman
de Vries, Doric, etching and en-
graving, 191 x 250 (7 /2 x 9 3/4),
in Hortorum Viridariorumque
elegantes et multiplicis formae
(Antwerp: Philipp Galle, 1583).
National Gallery of Art, Mark J.
Millard Architectural Collection,
David K. E. Bruce Fund 1985.61



elegantes et multiplicis formae of 1583 (fig.
1).10 Like Vrancx’s engraving of Spring, de
Vries’ book was published in Antwerp. De
Vries—an architect, painter, and designer of
ornament as well as gardens—is credited
with being the first Netherlander to ap-
proach gardening as a fine art. His Hor-
torum viridariorumque was extremely influ-
ential throughout northern Europe; it both
reflected and helped to formulate a manner-
ist taste for intricacy and artifice in garden
design.!! The illustrations were etched by
the book’s publisher, Philipp Galle, after de
Vries’ designs.!? Galle had worked as an en-
graver in Cock’s workshop, and after Cock
died he began his own publishing business.
The illustrations in de Vries’ book present
patterns or models that one could follow in
laying out a tasteful, up-to-date garden. His
perhaps excessive allegiance to Vitruvian
definitions of ideal architectural forms, in-
volving harmony, balance, and proportion,
is manifest in his effort to make each design
conform to the criteria of one of the three
classical orders of architecture. The illustra-
tion included here shows the Doric order.
De Vries’ illustrations depict relatively
small, town gardens, but the same principles
of design and selection of garden features
could be applied to more spacious grounds.
David Vinckboons’ drawing Venetian Party
in a Chateau Garden of ¢. 1602 (cat. 29)
shows a splendid and expansive version of
the Flemish mannerist garden.!3 Like the
more compact town gardens in Hortorum
viridariorumque, it is subdivided into square
compartments separated by hedges and ar-
bored pathways; this aspect conforms to the
medieval aesthetic of separation and enclo-
sure that persisted in northern Europe long
after it had disappeared in Italy. The beds
are simple squares, and they probabiy would
have been filled with some of the exotic hor-
ticultural specimens so dear to the hearts of
contemporary Netherlanders.!* There is a
post in the center of one of the beds, which
may be the center point of a floral sundial,
its numerical divisions made of floral plant-
ings, and a two-tiered gazebo with a spiral
staircase leading to the second level.!S The
turf in the center, used here for dancing, was
a frequent feature in Netherlandish gardens
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of this period, as were the canals that ran be-
tween the various parts of the garden, ex-
panding to a boating pond in front of the
chiteau.® Venetian gondolas—apparently
quite popular in the Netherlands at this
time—carry party guests along the canals
and into the pond.!”

Vinckboons was born in Flanders in 1576
and lived in Antwerp from 1579 until 1586
when his family moved to Holland. The art
of Bruegel and Vrancx, both of whom
worked in Antwerp, may have been familiar
to him from when he first studied painting in
Antwerp under his father. The outdoor
“merry company” scenes of these artists
served to inspire Vinckboons, who further
developed this increasingly popular genre in
the early seventeenth century.'® The subject
of the elegant garden party probably derived
from the medieval garden of profane love
and from scenes of the prodigal son wasting
his substance. There may indeed have been
some lingering moralizing impulse in this
drawing; the artist has included a fool
among the figures in the center fore-
ground.? Like many of Vinckboons’ draw-
ings, this one was made as a study for a
print.?% The broad, deep vista of the garden
party is filled with minute and intriguing de-
tails, an indication that this is a relatively
early drawing.?! Vinckboons’ figures are
drawn with swift accuracy and perfect confi-
dence in his consummate skill with the pen
and brush. To contain the potentially over-
whelming amount of detail, the artist con-
structed a clear and decisive composition.

Together with a new realism in the repre-
sentation of gardens, depictions of pagan de-
ities and mythological figures associated
with gardens became increasing popular in
the Renaissance. One particularly brilliant
mannerist image of a classical deity is Hen-
drick Goltzius’ Persephone (cat. 30), a color
woodcut dated about 1594.%2 This work em-
phasizes Persephone’s connection with horti-
culture and the garden by providing her with
a wealth of fruit and flowers, which she
gathers up and lifts above her head. Pluto,
the god of the underworld, abducted Per-
sephone and made her the queen of Hades.
He allowed her to return to the realm of the
living for six months each year, however,



29. David Vinckboons (Dutch,
1576—C. 1632), Venetian Party in a
Chéteau Garden, c. 1602, pen
and brown ink, brown and gray
wash, with white heightening,
425X 705 (16 3/4 x 27 3/4). Na-
tional Gallery of Art, Gift of
Robert H. and Clarice Smith
1986.76.1

and she became a symbol of the regeneration
of the earth each spring, the return of
flowers from dormant seed. Persephone is
part of a series of woodcuts that Goltzius
probably made soon after his return from a
trip to Italy between 1590 and 1591; he may
have made the preliminary drawings for the
prints before he left Italy. Walter Strauss has
suggested that Goltzius may have derived
the subject of the prints from an Italian car-
nival parade with a theme of pagan nature
deities.?® There are seven woodcuts in the se-
ries, each of which alludes in some way to
the forces of nature and the legend of Per-
sephone. Persephone is the culmination of
the cycle and the most accomplished wood-
cut as well; here Goltzius—or the member of
his workshop who did his cutting—relied
much less on the black line block to define
the figure’s form and more on the two tonal
blocks.

Another splendid Netherlandish print
with an allegorical, floral theme is Cornelis
Cort’s engraving Odoratus (cat. 31) from his
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series depicting the five senses, based on
drawings by Frans Floris. A large-scale, clas-
sically attired female figure lovingly arranges
a bouquet of mixed flowers. Carnations,
among the most deliciously scented flowers,
grow in a pot on the parapet. The fragrance
emitted by the mixed bouquet must be mag-
nificent; even the dog is overcome with de-
light and takes a hearty sniff. The dog is
probably included in Odoratus because of
the species’ acute sense of smell. Below the
image, an inscription explains the transmis-
sion of odors from nose to brain.

Cort was one of the most brilliant of
Cock’s engravers. He excelled at represent-
ing figures strongly suggestive of solid form,
like that in Odoratus, and he often served as
engraver for Floris’ designs. Floris, one of
the leading exponents in northern Europe of
the sculpturesque, Italian Renaissance style,
provided Cort with drawings that would
challenge Cort’s skill in engraving power-
fully monumental figures. It is the remark-
able vigor and discipline of Cort’s lines, his



30. Hendrick Goltzius (Dutch,
1558-1617), Persephone, probably
c. 1594, chiaroscuro woodcut,
oval, 345 x 255 (13 5/8 x 10). Na-
tional Gallery of Art, Print Pur-
chase Fund (Rosenwald Collec-
tion) 1982.70.1
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31. Cornelis Cort (Flemish, 1533—
1578), after Frans Floris I, Odora-
tus, 1561, engraving, 205 x 268

(8 1/4 x 10 5/8). National Gallery
of Art, Andrew W. Mellon Fund
1975.70.3

exceptional ability to purposefully vary their
width as they curve in strict, parallel forma-
tion to describe the substance and weight of
his figures, that allowed him to achieve his
characteristically heroic monumentality.?*

Gardens in French Prints

The garden views of Bruegel, de Vries, and
Vinckboons represent the current landscap-
ing style in northern Europe and depict a va-
riety of contemporary garden activities. De-
spite the realism of their presentation,
however, these are imaginary scenes, not
portraits of real and present gardens. But at
this time, the first “portraits” of gardens be-
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gan to appear. The etchings in Jacques An-
drouet Du Cerceau’s Les plus excellents bas-
timents de France (cat. 32), first published in
1576 and 1579, comprise one of the earliest
efforts to record the appearance of existing
gardens.? Du Cerceau made the preparatory
drawings for his book in the course of two
brief intervals of peace—1563 to 1566 and
1570 to 1572—among the almost unremitting
religious wars in France in the second half of
the sixteenth century. The difficulties of his
task during this troubled time were nearly
insurmountable, and he was forced to peti-
tion Charles IX for assistance in completing
the project. The occasional discrepancies in
details between the preliminary drawings
and the finished etchings have been attrib-



32. Jacques Androuet Du Cer-
ceau I (French, 1510/ 1512-in or
after 1584), Fontainebleau, etch-
ing, 405 X 665 (16 x 26 1/4), in Le
premier (et second) volume de
plus excellents bastiments de
France (Paris, 1607). National
Gallery of Art, Mark J. Millard
Architectural Collection 1985.61

uted to the problematic circumstances under
which the enterprise was undertaken.2

The precision of Du Cerceau’s etching
technique permitted a new accuracy in the
depiction of gardens and architectural mon-
uments, and served as an inspiration to
other printmakers; his book was the progen-
itor of an important new genre of prints,
that of etched architectural and garden sur-
veys.?” Du Cerceau’s work provides excel-
lent documentation of sixteenth-century
French gardens. The chiteaux and gardens
that he illustrated reflected the taste for Ital-
ian design that was imported to France in
the late fifteenth and early sixteenth centu-
ries, following the invasion of Italy by
Charles VIII. Charles conquered Naples in
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February of 1495. While there, he was aston-
ished by the beauty and splendor, the “tangi-
ble magnificence,” of the gardens he encoun-
tered; on his departure, he enlisted a group
of Italian artists to return with him to France
and help renovate his chiteau and gardens at
Amboise in the new Italian style.?® Charles
died in 1498, before he was able to achieve
these goals; his contribution to the history of
architecture and garden design must be as-
sessed as the introduction of his country-
men, specifically those who went with him
to Naples, to Italian Renaissance design. His
immediate successors, Louis XII and Fran-
cois I, carried on his building projects and
initiated some of their own. Perhaps the
most impressive of these is Frangois’ conver-



33. Jean Mignon (French, active
1543—C. 1545), Pan, 1543/ 1545,
etching, oval, 243 x 147 (9 /2 x

5 3/4). National Gallery of Art,
Rosenwald Collection 1964.8.865

sion of the old hunting lodge at Fontaine-
bleau, a reconstruction effort that lasted
from 1528 to 1547. It was to this chateau that
he invited such leading Italian artists as
Vignola, Serlio, Rosso, and Primaticcio,
whose presence led to the development of
the School of Fontainebleau, the French ad-
aptation of Italian mannerism.%

Du Cerceau’s illustration of Fontainebleau
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(cat. 32) shows the disposition of the chiteau
after the renovations of Francois and some
alterations by Catherine de Medici.3? Fran-
cois directed the construction of the trape-
zoidal lake, the dominant feature of the site,
in front of his Cour de la Fontaine. The Al-
lée Royale, a grand promenade lined on
both sides with elm trees, formed the west-
ern border of the lake. On the other side of
the Allée Royale was the Grand Jardin, in-
tersected by a broad canal. The Jardin des
Pins, which was indeed planted with pine
trees as well as with vegetables, was across
the lake. Parterres comprised part of this
space and the Jardin de la Reine on the north
side of the chateau. Francois’ architects also
built a gallery along the north side of the Jar-
din des Pins. At the end of this gallery was a
pavilion with a grotto inside, known as the
Grotto de Pins, which is attributed to Pri-
maticcio; it may be the earliest grotto in
France.3!

An etching by Jean Mignon (cat. 33), one
of the most important graphic artists in resi-
dence in Fontainebleau, represents what was
probably the prevailing style of architectural
and sculptural decoration in and around
Frangois’ garden.3? It shows a column with a
statue of Pan, a mythological figure associ-
ated with gardens, and with bouquets of
fruit hanging to either side. Such allusions to
classical mythology, sometimes quite subtle,
were frequent in the decoration of Fon-
tainebleau.

Jacques Callot’s single-leaf etching, The
Palace Gardens at Nancy (cat. 34), is one of
the best-known graphic images of a garden
from this period.3* Callot was a grand mas-
ter of the etching technique, first used in the
sixteenth century, and an innovator of im-
portant refinements to this printmaking
process.3* His portrayal of the ducal gardens
in 1625 was dedicated to Nicole, Duchess of
Lorraine. A long, flattering inscription at the
bottom of the print compares the duchess to
spring.®* Callot’s etching shows the two
main parts of the garden, the upper and
lower parterres. The duchess appears under
a parasol at the end of the central walk, ac-
companied by her courtiers and four small
dogs. In the back of the lower parterre, a
grand double stairway connects the two gar-
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34. Jacques Callot (French,
1592-1635), The Palace Gardens
at Nancy, 16235, etching, 255 x 381
(10 x 15). National Gallery of
Art, Gift of Miss Ellen T. Bullard
1941.4.2

Cest uostre adge, “Madame
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den levels. This stairway was constructed in
the reign of Nicole’s father, Duke Henri II,
and adorned with sculpture by Simeon
Drouin in 1616.%¢ The parterres shown in the
lower garden are no longer rigid, geometric
patterns, like those in Van der Heyden’s
print, Spring (cat. 27), but flowing, curvilin-
ear designs known as parterres de broiderie
because of their resemblance to embroidered
work.3” The upper parterre was built in the
reign of Nicole’s grandfather, Duke Charles
I, who was particularly fond of flowers
and sent his gardeners to Paris and Fon-
tainebleau to collect rare specimens.3® At the
back of the upper parterre were three pavil-
ions connected by a double row of trees.

In his etching, Callot embellished the du-
cal gardens with a few ideas of his own, cre-
ating a capriccio that combined the real gar-
den with imaginary elements reflecting
contemporary Italian garden design.3° Callot
would have become familiar with the most
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recent Italian garden styles while he was
court artist of the Medici duke in Florence.
Christian Pfister, in his history of Nancy, de-
scribed the ducal palace complex and how it
developed during the reigns of each of the
various dukes who successively modified
it.*0 His account of the palace and garden
during the reign of Charles III, 1545-1608,
corresponds in nearly all details with a 1641
etching of the complex by Claude Deruet,
but not with Callot’s, made during the inter-
vening years.*! This demonstrates that Cal-
lot’s work is indeed the product of his imagi-
nation and not reflective of changes made
after the reign of Charles III.

The degree to which Callot incorporated
imaginary Italianate elements in both the
gardens and surrounding structures becomes
clear upon examining Christian Pfister’s de-
scription of the palace and gardens in the
late sixteenth and early seventeenth centu-
ries.*? On the north side of the lower par-



35. Jacques Callot (French, 1592~
1635), Lux Claustri: Gardener
Grafting a Tree, 1628, etching, 57
x 81 (2 /4 X 3 1/4). National Gal-
lery of Art, R. L. Baumfeld Col-
lection 1969.15.579

36. Jacques Callot (French,
1592~1635), Lux Claustri: Gar-
dener Contemplating a Lily,
1628, etching, 62 x 84 (2 /2 x

3 1/4). National Gallery of Art,
Rosenwald Collection 1949.5.447

terre, which is on the left side of the print,
Callot changed the existing gallery by adorn-
ing it both with a series of sculpture niches
and what appears to be the entrance to a
grotto, a popular garden feature in Italy.*3 In

Callot’s print, the passageway in the center
of this gallery does not lead to a courtyard
and the rest of the palace complex, as de-
scribed in documents and Deruet’s print.**
Indeed, the whole north side of the composi-
tion has changed. On the other side of Cal-
lot’s gateway, a curving flight of stairs leads
up to a grove of trees on the level of the up-
per parterre. This type of grove was a fre-
quent and important element in Italian gar-
dens of the day.*’ Callot also changed the
south side of the garden; instead of showing
the Orangerie, built in 1579, which in fact
formed the southern side of the lower par-
terre, he depicted a grand Italianate struc-
ture that, according to Pfister, never ex-
isted.*¢ He also omitted the fountain that
documents show was in the center of the
lower parterre; this alteration was not reflec-
tive of contemporary Italian garden design,
in which fountains were given great promi-
nence. Records exist concerning the con-
struction of this fountain by Jacob Menusier
and Mansuy Gauvain and its reconstruction
in marble by Robert Mesnard in 1596; it does
appear in Deruet’s 1641 etching and was pre-
sumably also in the garden during the inter-
vening period when Callot worked.*”
The same fountain figures in an early
seventeenth-century sketch of the garden by
Inigo Jones.*®

Among Callot’s approximately 1430
works is a series of small etchings entitled
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Lux Claustri that illustrates a system of sa-
cred symbols. It includes several gardening
scenes, one of a gardener grafting a tree—an
allegory for directing oneself toward virtue
at the earliest moment—and the other a gar-
dener contemplating a flowering lily—a
symbol of the virgin birth (cats. 35 and 36).%
These works are of interest not only for their
symbolic significance but because they pro-
vide a direct glimpse of contemporary gar-
deners diligently employed in ordinary tasks
and, in the case of the second etching, paus-
ing to appreciate the beauty that their work
creates.

The garden party theme that appeared in
Vinckboon’s Venetian Party in a Chlteau
Garden (cat. 29) also was part of the reper-
toire of garden images in France during the
Renaissance. Banquet in the Garden of a
French Chateau by Master HS (cat. 37), an
etching dated about 1550, shows an outdoor
“merry company” scene, although on a more
intimate scale than that in Vinckboons’
drawing. This party takes place in a small,
enclosed space with a limited cast of charac-
ters. The didactic roles of the participants in
this féte seem less ambiguous than those in
Vinckboons’ work, perhaps because the
moralizing themes are clearly presented in
the major motifs, not camouflaged within a
vast and complex scene. The amorous cou-
ple, the wine flask cooling in a basin beside
them, the feasting revelers, and the fool who
cavorts among them are all stock performers
from medieval moralizing scenes, reappear-
ing in this Renaissance setting. Here, how-
ever, they are able to act their parts in the vi-
able atmosphere of a real garden space.*°



37. Master HS (French, active
1566), Banquet in the Garden of a
French Chéteau, c. 1550, etching,
219 x 287 (8 5/8 x 11 3/8). Na-
tional Gallery of Art, Rosenwald
Collection 1961.17.62

Garden Views in German and English
Illustrated Books and Prints

Although no compendium of garden views
comparable to that of Androuet Du Cerceau
(cat. 32) was produced in any northern Eu-
ropean country during the Renaissance, rep-
resentations of important gardens do occur
in the context of illustrated travel books and
topographical views of landscape. In Ger-
many, the demand for travel books and
prints depicting actual sites expanded rap-
idly during the sixteenth century as German
humanists became increasingly interested in
the geography of their own country as well
as that of other European nations. In En-
gland, a taste for landscape became perva-
sive among print collectors during the seven-
teenth century.’! Although this demand for
landscapes was mainly met through the im-
portation of prints from other countries—
notably the Netherlands—there were also
printmakers in England who specialized in
this subject.

55

Among the great commercial enterprises
to respond to the increased demand for
topographical prints and travel books in
Germany was the series of Topographia vol-
umes of Matthaeus Merian the Elder.5? Mer-
ian acted both as the director of an interna-
tional print-publishing business, which he
had inherited from his father-in-law, Theo-
dore de Bry, and as an artist overseeing a
workshop of printmakers. According to one
early source, Merian—presumably with the
help of his shop—*“etched the most prints of
views of places in Germany of any man that
ever was.”*3 The many copiously illustrated
volumes of the Topographia in fact describe
not only Germany but Italy, the Nether-
lands, and France. Famous gardens were
among the sites that Merian included in his
coverage of a region. Merian was clearly a
practical man and made thrifty use of exist-
ing prints by other artists whenever they
were available. His illustration of the ducal
garden at Nancy was, for example, copied
from Jacques Callot’s etching, not executed
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38. Matthaeus Merian the Elder
(German, 1593-1650), Hortus Pa-
latinus, etching, 249 x 349 (9 3/4 x
13 3/4), in Topographia Palatina-
tus Rheni et Vicinarum Re-
gionum (Frankfurt, 1645). Na-
tional Gallery of Art, Mark .
Millard Architectural Collection,
David K. E. Bruce Fund 1985.61

from the site itself.** In his Topographia Pa-
latinatus Rbeni of 1645, Merian reprinted an
etching he had himself originally made for
Salomon de Caus’ book on the Palatine gar-
dens in Heidelberg, Hortus Palatinus (cat.
38).53 It presented a dramatic view, looking
down at the gardens from a great height. It
has been plausibly suggested that Merian in-
cluded the oak tree and weedy hillock in the
foreground of this scene in order to contrast
its unkempt, common growth to the artful
perfection of the garden in the back-
ground.’¢ This technique of placing a bit of
landscape in the near foreground to help es-
tablish a sense of depth is frequent in late
sixteenth- and early seventeenth-century
prints.

De Caus designed the Palatine gardens at
the behest of Elizabeth Stuart, daughter of
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King James I of England and wife of Frie-
drich V, Elector of the Palatinate. Work be-
gan in 1615 and ceased, before completion,
in 1619 when the events of the Thirty Years
War forced Friedrich into exile in the Neth-
erlands. In conformity with the precipitous
terrain, there were five levels of terracing.
The garden was one of the great marvels of
the day. The site was grand in its dimensions
and consisted of a series of individual spaces
decorated with vine-covered arbors, par-
terres, a maze, grottoes, music-making
fountains—for which de Caus himself com-
posed the scores—and a mechanical speak-
ing statue.’” It may be that de Caus designed
the gardens according to a recondite scheme
involving complex allusions to Platonic, Eu-
clidean, and Pythagorean philosophy; this
scheme refers to the achievement of univer-



Fig. 2. Wenceslaus Hollar
(Czechoslovakian, 1607-1677),
Albury Gardens, 1645, etching,
84 x 155 (3 3/8 x 6 1/8). National
Gallery of Art, Rosenwald Col-
lection 1943. 3.4932

sal harmony and the advent of a new golden
age under the governance of Friedrich V.58
De Caus’ virtuosity with water and his au-
tomata in this garden relate to his publica-
tion of a book on hydraulics, Les Raisons
des forces mouvantes, in 1615.%°

Two of the most renowned landscape art-
ists to depict gardens in England during the

seventeenth century were Wenceslaus Hollar

and David Loggan. Hollar, a Czechoslo-

vakian-born artist who was employed in En-

gland as printmaker to the Earl of Arundel
from 1636 to 1642, was remarkably adept in
the portrayal of topographical landscape.
He probably acquired this skill as a young
artist in the workshop of Matthaeus Merian
in Frankfurt and later managed to perfect it
to such a degree that he raised the genre to
an independent branch of the pictorial arts
and originated the English tradition of
etched views of country houses.®® He was
also capable of acute sensitivity to nature in
his smaller, more intimate views. Albury
Park in Surrey was the favorite residence of

the Earl of Arundel, who once stated that he

would “have sold any Estate he had in Ex-
gland (Arundel excepted) before he would
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have parted with this Darling Villa.”6! Dur-
ing the Commonwealth period, Arundel
lived, and eventually died, in self-imposed
exile in the Netherlands. In 1645 he commis-
sioned Hollar to execute a series of etchings
of his beloved Albury.®? Since Hollar was
also in the Netherlands at this time, he must
have produced the etchings based on draw-
ings he had made in the 1630s at Albury.3
One of the six etchings of Albury (fig. 2)
looks across a lake to a hillside faced by an
Italianate structure with grottoes, attributed
to Inigo Jones.®* On the basis of this view,
Albury has been called the first garden in
England to show the influence of Italian Re-
naissance garden design.% This etching re-
veals the expressive variability of Hollar’s
lines, his quick, restless hooks and curves
combined with more languid strokes that
contrast to describe the difference in texture
between a tree trunk and a distant vineyard.
In 1663, David Loggan began work on his
Oxonia Illustrata, an illustrated book on the
colleges of Oxford and their gardens that
was published in 1675.56 Although the date
of publication would seem to identify this as
a baroque work, both the style of the illus-



39. David Loggan (German,
1633/1635-1692), Wadham Col-
lege, etching and engraving, 346
x 422 (13 5/8 x 16 5/8), in Oxonia
Hllustrata (Oxford, 1675). Na-
tional Gallery of Art, Mark J.

Millard Architectural Collection,

David K. E. Bruce Fund 1985.61

trations and the gardens they portray clearly
relate to the early seventeenth century. The
Renaissance gardens of the colleges at Ox-
ford had hardly changed from the beginning
of the century and maintained many of their
decidedly old-fashioned elements, such as
wooden galleries and raised beds.®” At the
center of the garden at Wadham College,
laid out in 1651, is a man-made hill, or
mount, with a statue of Atlas on top (cat.
39). The mount was a common element in
Renaissance gardens that figured in the de-
sign of other college gardens at Oxford.5®
Not apparent in this image but, according to
documents, included in this garden were

various scientific “curiosities,” such as water-

works to make rainbows, transparent bee-
hives, and a speaking statue.®’
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While travel books and topographical
prints offered portrayals of existing gardens
in Germany and England, contemporary ar-
chitectural treatises often presented idealized
images of gardens for the edification of de-
signers and architects. Wendel Dietterlin’s
Architectura von Ausztheilung Symmetria
und Porportion der Funff Seulen, published
in Nuremberg in 1§98, was an important ex-
ample of this type of publication in North-
ern Europe.”? Dietterlin’s text was extremely
influential and so frequently used—and in-
deed worn out—in workshops that few vol-
umes have survived in good condition.”?
Dietterlin organized his work around the
classical orders, adding the Tuscan and
Composite to the Doric, Ionic, and Corin-
thian. For each order he offered an introduc-



40. Wendel Dietterlin (German,
1550/ 1551-1599), Corinthian,
etching and engraving, 250 x 184
(97/8x 7 */4), in Architectura
von Ausztheilung Symmetria und
Proportion der Funff Seulen und
aller darausz volgender Kunst Ar-
beit von Fenstern Caminen
Thurgerichten Portalen Bronnen
und Epitaphien (Nuremberg:
Caymox, 1598), plate 152. Mark
J. Millard Architectural Collec-
tion, David K. E. Bruce Fund
1985.61

tory explanation of its salient features and
then demonstrated what fantastic and won-
derful creations one might make by elabo-
rating imaginatively on them in the style of
the Italian mannerists. Dietterlin’s work has
been called “grotesquely exaggerated” and
his designs found to “squirm with erotic in-
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tensity””’? The characterization is certainly
appropriate for the design of an arched gate-
way to a garden that Dietterlin included in
his fourth book, on the Corinthian order
(cat. 40).73

Joseph Fiirttenbach the Elder of Ulm
spent ten years studying architecture in Italy;



41. Jacob Custodis (German, ac-
tive 1600-1650), after Joseph
Fiirttenbach the Elder, Pleasure
Garden with Park for Animals,
etching and engraving, 285 x 370
(11 1/4 X 14 */2), in Joseph Fiirt-
tenbach the Elder, Architectura
Civilis das ist Eigenlich Beschrei-
bung wie Man nach Bester Form
und Gerechter Regul (Ulm: Jonas
Sauer, 1628), plate 13. National
Gallery of Art, Mark J. Millard
Architectural Collection, David
K. E. Bruce Fund 1983.49.22

D

when he returned home, he regaled his coun-
trymen with splendid volumes of idealized
architectural and garden designs, including
the Architectura Civilis published in 1628.74
His fantasy Pleasure Garden with Park for
Animals (cat. 41) was a quintessentially Re-
naissance garden with all the necessary ele-
ments neatly arranged within mighty fortifi-
cations. There is both a formal area, with
parterres, fountains, and statues, and an in-
formal park where the animals range freely
among the groves of trees and meadowland.
For clarity, he numbered each feature and
provided an explanation of it in his text.
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Gardens in Italian Prints and Illustrated
Books

By the mid-sixteenth century, increasing
numbers of tourists from northern Europe
began to visit Rome to see its great monu-
ments and gardens. Magnificent private gar-
dens were open to the public, the better to
display the owners’ wealth and benefi-
cence.”’ These early visitors established a
vigorous new market for souvenir prints and
illustrated books.”® In response, print-
publishing firms were founded in Rome and
began to flourish by the second half of the



42. Giacomo Lauro (Italian, c.
1550-1605), Varro’s Aviary, etch-
ing and engraving, 178 x 234 (7 x
9 1/4), in Antiquae Urbis Splen-
dor hoc est Praecipua eiusdem
Templa Amphitheatra, Theatra
Circi, Navmachiae, Arcus Trium-
phales, Mausolea, Aliaque,
Sumptuosiora Aedificia Pompae,
Item Triumphalis et Colossae
Arum Imaginum Descriptio
(Rome, 1612). National Gallery
of Art, Mark J. Millard Architec-
tural Collection, David K. E.
Bruce Fund 1985.61

sixteenth century. Topographical views of
the major sites, both ancient and contempo-
rary, were among the first prints issued. Art-
ists and antiquarians had studied and made
sketchbooks of drawings of the monuments
beginning in the early sixteenth century, and
these frequently served as the basis of later
printed views. Prints were sold individually,
in series, and bound in volumes. Tourists
could also have their individually purchased
prints bound with a title page.”” As part of
the new market for printed views, there was
a great demand for etchings and engravings
of gardens—again, both ancient and
contemporary—and these were also sold as
single leaves, in series, or in bound volumes.
Most illustrated books of architectural mon-
uments included views of gardens, as did
guidebooks to Rome that referred to the lo-
cations of gardens.

This rapidly expanding production of
books and prints of garden views coincided
with and was in part caused by the develop-
ment of the new, Renaissance style of land-
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scape design in Italy, a style based on the
precepts of classical antiquity. At the close of
the Middle Ages, Italians began to construct
luxury country villas to which they could re-
treat from the congestion of the towns. Here
they could enjoy the seclusion and pleasures
of a bucolic setting that also provided agri-
cultural supplies. The Renaissance garden
grew up around these villas and was an in-
tregal part of them, architecturally and psy-
chologically. Frequently a place for humanist
discussion and entertainment, the garden
was meant to provide not only sensuous but
also intellectual pleasures.”® The visitor
could decipher iconographic programs in the
mythological subjects of the sculpture and
fountains, examine and marvel at the inge-
nious workings of the fountains, and con-
template what Elisabeth B. MacDougall
identified as the two “chief intellectual con-
cerns of the Renaissance in regard to gar-
dens, that is, the paradox of a work of art
made of living materials, and the contrast
between man-made objects and the creations




43. Etienne Du Pérac (French, c.
1525-1604), Map of Ancient
Rome, etching and engraving,
1058 X 1558 (41 5/8 x 61 3/8). Na-
tional Gallery of Art, Mark J.
Millard Architectural Collection,
David K. E. Bruce Fund 1985.61

of nature.””® As a participant in the cultural
mentality that cherished the prototypes of
classical antiquity, the visitor would be alert
to garden elements that had precedents in
the ancient world. These elements and their
antecedents were made familiar by archaeo-
logical ruins, such as Hadrian’s Villa, and
two important texts that set forth the basis
of classical principles for the aesthetic theory
of Italian garden design: Leone Battista Al-
berti’s De re aedificatoria and Francesco
Colonna’s Hyperotomachia.

Giacomo Lauro’s Antiquae Urbis Splen-
dor, published in 1612, is typical of the genre
of illustrated books of sites produced in Italy
during the late sixteenth and early seven-
teenth centuries in that most of the monu-
ments he reproduced were ancient. One of
the book’s illustrations is a reconstruction of
the aviary that Varro described as part of his
villa in De Agricultura, 11, v. 9-17 (cat.
42).80 This aviary was built for its owner’s
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pleasure and the entertainment of his guests.
The two square, colonnaded structures at
the entrance to the complex held birds; nets
were stretched between the columns and
over the roof to keep the birds inside. Behind
these structures were two fish pools. The
domed building in the back, inside the circu-
lar colonnade, was a dining room where
songbirds were kept, behind netting. The
main feature of this dining room was its re-
volving table that carried the various dishes
and warm and cold water spouts for each of
the guests seated around it. Lauro, in his re-
construction, endeavored to follow Varro’s
rather difficult text in all details but one: the
circular colonnade and moat around the
domed dining area. Varro’s description in no
way alluded to these features, which seem
instead to derive from a similar island struc-
ture called the Marine Theater, at Hadrian’s
villa in Tivoli.8!

Representations of the gardens of ancient



Fig. 3. Sebastiano Serlio (Italian,
1475-1554), Parterre Patterns, en-
graving, 165 x 143 (6 /2 x 4 */8),
in De Architectura Libri Quinque
(Venice: Franciscum de Franciscis
Senensem and Joannem
Chriegher, 1569). National Gal-
lery of Art, Mark J. Millard Ar-
chitectural Collection, David K.
E. Bruce Fund 1985.61

Fig. 4. Sebastiano Serlio (Italian,
1475-1554), The Exedra of the
Cortile de Belvedere, engraving,
165 x 143 (6 */2 x 4 1/8), in De Ar-
chitectura Libri Quinque (Venice:
Franciscum de Franciscis Senen-
sem and Joannem Chriegher,
1569). National Gallery of Art,
Mark J. Millard Architectural
Collection, David K. E. Bruce
Fund 1985.61
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Rome also figure prominently in a map of
that city, made by Etienne Du Pérac in 1574;
this map was sufficiently popular to be re-
printed several times, first by the publisher
Giovanni Giacomo de’ Rossi in the seven-
teenth century (cat. 43).82 Du Pérac, an ar-
chitect as well as printmaker who lived in
Rome from 1559 to 1582, was well versed in
Roman antiquities, and made a series of
prints of ancient monuments. This map il-
lustrates the density of gardens in ancient
Rome, a fact of great interest to the Renais-
sance. The garden of Caesar is shown near
the lower edge, to the right of center, with
Martial’s also at the lower edge, left of cen-
ter, and Domitian’s, an especially large gar-
den, on the left side, just below the middle.
Sebastiano Serlio is important to the his-
tory of architecture primarily for his five-
volume Tutte l'opere d’architettura, pub-
lished between 1537 and 1547. Significantly,
these were the first architectural books to be
illustrated by their author, and they were of
great influence in carrying the image of Ital-
ian Renaissance architecture across Eu-
rope.?3 The fourth volume contains patterns
for parterres and may have been the source
for the introduction of this garden feature
into France (fig. 3). His third book, De Anti-



44. Stefano Della Bella (Italian,
1610-1664), The Vase of the
Medici, 1656, etching, 305 x 275
(12 x 10 7/8). National Gallery of
Art, Andrew W. Mellon Fund
1977.12.2

quitatibus, covered the study of ancient
monuments; curiously, at the end of this
book he discussed a contemporary garden,
Donato Bramante’s Cortile del Belvedere in
the Vatican, built for Pope Julius II begin-
ning in about 1505 (fig. 4). The sixteenth
century did, in fact, understand this garden
in the context of ancient architecture be-
cause Bramante based it so closely upon
classical principles, both in structural details
and grandeur of scale.?

James Ackerman perceived the Cortile del
Belvedere as the starting point of Renais-
sance garden design, as the first instance of
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architecture reaching out to control and ra-
tionalize the outdoors.®* The immense court
served to connect the Villa Belvedere and
Saint Peter’s, to house Julius II’s collection of
ancient sculpture, and to provide a setting
for theatrical entertainment. For the first
time in a Renaissance garden design, an ax-
ial arrangement necessitated and controlled
visual movement through the space. Bra-
mante responded to the sloping site by orga-
nizing it into a series of three terraces. The
culminating stairway leading up to the exe-
dra, the garden’s focal point, was based on
Bramante’s inventive reconstruction of the
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Fig. 5. Giacomo Lauro (Italian,
c. 1550-1605), Medici Garden in
Rome, etching and engraving,
178 X 234 (7 X 9 */4), in Antiquae
Urbis Splendor hoc est praecipua
eiusdem Templa Amphitheatra,
Theatra Circi, Navachiae, Arcus
Triumphales, Mausolea, Aliaque,
Sumptuosiora Aedificia Pompae,
Item Triumphalis et Colossae
Arum Imaginum Descriptio
(Rome, 1612). National Gallery
of Art, Mark J. Millard Architec-
tural Collection, David K. E.
Bruce Fund 1985.61

ultimate stairway in the ancient Temple of
Fortuna at Praeneste; these stairs, illustrated
in Serlio’s book (fig. 4), in turn became the
model for stairs in numerous gardens during
succeeding centuries. 3¢

Stefano Della Bella was among the most
important graphic artists to depict etched
views of Italy and France. He was born in
Florence in 1610, during the time that Jac-
ques Callot was prospering as a court artist
of Duke Cosimo de’ Medici I1.%7 By the
1620s, Della Bella had himself attained the
sponsorship of Lorenzo de’ Medici, uncle of
the Grand Duke. He studied under Remigio
Cantagallia, who had also instructed Callot,
and as part of his education he made copies
of Callot’s work.

In 1656, Della Bella produced a series of
six etched views of Rome. One of these etch-
ings, The Vase of the Medici (cat. 44), shows
an antique vase that was part of Cardinal
Ferdinando de’ Medici’s collection of ancient
art kept in his garden at the Villa Medici in
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Rome.? The vase is shown resting on a
paved surface with an artist at work drawing
it. Behind the artist, an obelisk stands
amidst four cypress trees. A topographical
view of the Medici gardens in Lauro’s Ant:-
quae Urbis Splendor (fig. 5) may help deter-
mine the position of the vase in the garden at
the time that Della Bella portrayed it.
Lauro’s view locates the obelisk in the gar-
den’s six-part parterre, at the point where
the main axis, which runs from south to
north, crosses the intersecting path to the
south.?’ The position of the obelisk relative
to the vase in Della Bella’s etching suggests
that the vase was on an elevated path east of
the parterre.*®

On the south side of the Medici garden’s
parterre, a large retaining wall was embel-
lished with a series of sculpture niches and
there were several grottoes underneath. On
the upper level of the garden, behind the re-
taining wall, was a grove of trees, or bosco,
with an artificial mount in the center, which



45. Stefano Della Bella (Italian,
1610-1664), The Colossus of Pra-
tolino, probably 1653, etching,
258 x 382 (10 x 15). National Gal-
lery of Art, Rosenwald Collection
1964.8.322

was called “Parnassus.”®! The primary pur-
pose of the mount was to extend the already
grand views into the surrounding landscape.
A small, circular building with a fountain in-
side stood on top of the mount. The stair-
way leading up the mount had a channel
along the side, through which water ran
down and fed the fountains in the lower gar-
dens. The bosco, whose natural informality
complemented the refined formality of the
rest of the garden, and the construction of
the mount to create broad views, were two
typical Renaissance features of the Villa
Medici.?? Another aspect of the gardens that
was characteristic of Renaissance landscape
design was the presentation of a comprehen-
sive iconographic program in fountains and
statues that attests to the power and magnif-
icence of its owner. Here, the Cardinal is as-
sociated with Apollo and the villa with
Parnassus.”

Della Bella also etched a series of six views

66

of the hillside garden of the Villa of Prato-
lino near Florence, designed by Bernardo
Buontalenti for Duke Francesco de” Medici
between about 1569 and 1581.°* One of these
etchings (cat. 45) shows a colossal statue by
Giovanni da Bologna, personifying the Ap-
ennine mountains; it is the only part of the
garden that has survived.> According to
contemporary descriptions, there were
rooms with mineral-encrusted walls and a
fountain inside the Colossus.?® Pratolino
was the most famous and the most fre-
quently described garden in Italy during the
late sixteenth and seventeenth centuries. Mi-
chel de Montaigne, for example, gave a
vivid account of the gardens in 1580.”” The
garden’s renown derives chiefly from its ex-
traordinary collection of grottoes, automata
controlled by hydraulics, and trick fountains
that soaked unsuspecting visitors.”® These
delights of the garden were dispersed in a
seemingly random manner throughout the



46. Stefano Della Bella (Italian,
1610-1664), The Tree House,
Medici Villa at Pratolino, c. 1652,
etching, 252 x 371 (10 X 14 */2).
Private collection

site, which was mostly wooded.*’ Since the
various attractions were visually separated
from one another by the woods, a visitor
would have to move from one part of the
garden to the next in order to see them. This
sequential viewing, a characteristic of High
Renaissance and mannerist gardens, sug-
gests that there may have been a planned
itinerary for visitors to follow and perhaps
an iconographic theme that they might deci-
pher as they moved along this route, from
fountain to fountain, though none has as yet
been discovered.!%

Another etching in Della Bella’s Pratolino
series shows a remarkable tree house that
must have been one of the most entertaining
features of the garden (cat. 46).1°! Here the
heavily wooded aspect of the garden is
clearly seen, with the abundant, leafy
branches of the immense oak tree that ac-
commodates the tree house commanding
nearly the entire space of the composition.
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A wonderfully lush, enclosed garden pro-
vides the setting for Annibale Carracci’s
etching of c. 15901595, Susanna and the El-
ders (cat. 47). This compelling image con-
vincingly portrays a rich, moist atmosphere
and the appealing effects of sunlight spar-
kling among dense foliage. The spouting
fountain is thrust into the foreground, im-
mediately before the viewer’s eyes, making
nearly perceptible the sound and humid
smell of splashing water—always an impor-
tant element in Italian Renaissance gardens.
Typical of Annibale’s work, this etching
conveys a strong emotional content along
with a clear delineation of three-dimensional
mass and fidelity to natural forms, all within
a complex compositional structure consist-
ing of intersecting diagonal lines, summa-
rized in the design of the gate. This work
most successfully evokes the sensations that
one would experience in the type of garden
depicted in the more topographical works of



47. Annibale Carracci (Italian,
1560-1609), Susanna and the El-
ders, c. 1590/ 1595, etching and
engraving, 345 X 312 (13 ¥/2 x

12 /4). National Gallery of Art,
Andrew W. Mellon Fund
1976.48.1

the period and affords some insight into the
overwhelming charm of such exquisitely cul-
tivated, irrigated spaces.

Pirro Ligorio has been seen as the most er-
udite antiquarian of the sixteenth century
whose importance in the history of land-
scape architecture cannot be overesti-
mated.!%? In the course of his career, Ligorio
produced fifty manuscripts on the antiquities
of Rome, although only one was pub-
lished.'%> Among his works is a map of an-
cient Rome showing architectural sites and
gardens.!% A drawing by Ligorio (cat. 48)
shows a collection of architectural motifs
that constitute an ancient Roman villa’s
imaginary garden, inhabited by two possibly
unconnected groups of figures. Such fanci-
ful, composite reconstructions of Roman ar-
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chitecture and gardens are typical of Ligorio
for whom, according to James Ackerman,
“antiquity was a storehouse of motives
rather than a source of architectural princi-
ples”1% The garland draped across the ar-
chitectural structure in the back appears in
Roman paintings of garden facades. Ligorio
noted the presence of sculpture in the garden
and made a detailed study of some decora-
tive grill-work. Several trees of diverse spe-
cies appear to have been incorporated into
the architectural facade.

Pirro Ligorio is best known today for his
role in the design of the garden at the Villa
d’Este in Tivoli for the cardinal of Ferrara,
Ippolito II d’Este, in the third quarter of the
sixteenth century.'% The enormous fame of
this garden has continued to the present.



48. Pirro Ligorio (Italian, c.
1513—1583), A Party in a Roman
Villa, pen and brown ink, 280 x
213 (11 x 8 3/8). National Gallery
of Art, Ailsa Mellon Bruce Fund
1986.38.1a

The spread of this notoriety throughout Eu-
rope in the sixteenth and seventeenth centu-
ries was partly due to the accessibility of
printed images of the garden. The most im-
portant of these was an etching by Etienne
Du Pérac that presents a bird’s-eye view of
the Villa d’Este.'%” The clarity of Du Pérac’s
etching and the popularity of the garden led
to the production of many copies of his view
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over the course of the next two centuries.
When Giovanni Giacomo de’ Rossi pub-
lished a volume of etchings of major sites of
interest in Rome, Tivoli, and Frascati, he in-
cluded in it a copy by Francesco Corduba of
Du Pérac’s etching (cat. 49).1% Du Pérac’s
view, and its copies, look across the gardens
from the northwest toward the villa on a hill
to the southeast; the terrain rises up in the



49. Francesco Corduba (Italian,
17th Century), after Etienne Du
Pérac, Villa d’Este, etching, 237 x
347 (9 /4 x 13 5/8), in Nuova Ro-
colta di Fontane che si Vedano
nel Alma Citta di Roma Tivoli e
Frascati (Rome: Giovanni
Giacomo de’ Rossi, 16th cen-
tury). National Gallery of Art,
Mark J. Millard Architectural
Collection, David K. E. Bruce
Fund 1985.61
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northeast, or left, side of the print, and falls
off sharply in the southwest, or right.

The original entrance to the gardens was
on the northwest. The principal axis
through the grounds began here and culmi-
nated at the villa. Upon entering, the visitor
would walk under a vine-covered pergola
that was crossed by another pergola, form-
ing the central, crossed axis of a square herb
garden. To either side were two laby-
rinths.1% Beyond this area, a series of cross-
walks intersected the main axis and led to
the extravagant and ingenious fountains for
which the Villa d’Este is justly renowned.!!?
These cross axes added complexity and vari-
ety to the visitor’s experience of the garden.
As in the garden of Pratolino, one could not
see the whole from a single viewpoint on the
level of the garden; instead, one’s “experi-
ence of the gardens becomes a much more
subjective one of continuous exploration
and surprise, unified by the constantly vary-
ing sound of water.”!!1

The wonders of the site included the Wa-
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ter Organ, on the left side of the first cross
axis, which dazzled spectators by playing
hydraulically-produced music. When water
rushed into its two empty enclosures, the air
was forced out and into pipes that produced
musical sounds. Steps known as the “Bub-
bling” or “Boiling” Stairs, because a spout
on each step sent a jet of water into a basin
on the step below, led up to the circular
Fountain of the Dragon on the main, central
axis. At the right end of the intersecting axis
that crossed the Fountain of the Dragon was
the Fountain of the Owl, inside an enclosed
area. Here, to the delight of visitors, me-
chanical bronze birds perched on artificial
tree branches twittered and sang until, at in-
tervals, a mechanical owl appeared and
hooted at them. Behind and beyond the
Fountain of the Owl was the Fountain of
Rome, a miniature model of Rome and Tiv-
oli with water running through to represent
the Aniene and Tiber rivers. On the plan,
the Fountain of Rome looks like a series of
tiny buildings. There were four trick water



spouts hidden in this area to soak the un-
wary tourist. The Oval Fountain was on the
other side of the garden, connected to the
Fountain of Rome by the Lane of a Hundred
Fountains, which ran along the foot of the
wooded, southeast hill. The three-tiered
fountain along this lane included plaques
decorated with scenes from Ovid’s Meta-
morphoses. Grottoes were constructed in the
wooded hillside at the ends and crossings of
the paths. The villa on top of the hill had a
sweeping, panoramic view of the garden and
the surrounding countryside.

As in the gardens at Pratolino and the
Villa Medici, a symbolic meaning underlies
the decoration of the garden at the Villa
d’Este. David Coffin interpreted this as the
triumph of virtue over vice, focusing on the
labors of Hercules and reflecting the virtue
of the Cardinal:

the dominant theme penetrating all the
iconography of . . . the garden foun-
tains . . . is that of immortality. Like the
ancient Hercules the Cardinal of Fer-
rara was to achieve immortality
through his virtuous life of chastity,
temperance, and prudence . . . and
through his good works and munificent
patronage of the arts at Tivoli and
Rome. 12

In the Renaissance, there was a complete
change in the way gardens were depicted in
works of art. No longer abstract symbols,
gardens were now represented as part of the
real world that began to be portrayed in this
period with increasing facility. Renaissance
artists rendered the earliest topographical il-
lustrations of the great gardens of the day,
and the beginnings of an active trade in
printed images of gardens developed, a trade
that was to flourish in the baroque period.
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Chapter I

BAROQUE GARDENS

uring the first half of the seven-

teenth century, the mannerist

style gradually gave way to the

baroque and its heightened

sense of grandeur and drama.
The printed images of gardens created dur-
ing this period frequently have an increased
scale and depict vast stretches of space, far
beyond the scope of Renaissance perspec-
tival rendering. Renaissance artists used per-
spective to imitate the appearance of the
three-dimensional, natural world; baroque
artists employed it seemingly to extend the
viewer’s visual penetration to infinity, thus
submitting great expanses of nature to the
vision and mind of man. The grandeur of
scale and prospect prevalent in baroque art
may reflect both the unprecedented expan-
sion of royal power in the seventeenth cen-
tury and the new mastery man felt over his
environment, based on advances in the exact
sciences and supported by the tenets of con-
temporary philosophy.

Garden aesthetics and the artistic styles
used to depict gardens underwent a parallel
development toward a classical baroque ex-
pression during the seventeenth century. We
will begin by examining etchings of Italian
gardens in which both the garden portrayed
and the manner of its portrayal reveal a de-
cidedly unclassical exuberance and sponta-
neity that make both the gardens and the
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prints some of the most delightful works of
art created during this period. At the same
time, both Italian gardens and their printed
images served increasingly to display the
spectacular wealth and power of the gar-
dens’ owners. Turning next to prints of
French gardens, we will examine the full de-
velopment of a garden style that represents
unqualified magnificence as well as control
over nature. Contemporary French print-
makers depicted these formal, majestic gar-
dens with an exquisite refinement and re-
straint, suitable to the grandeur of their
subjects. French formal gardens, as well as
the elegantly disciplined style of depicting
them in graphic art, exerted a tremendous
influence on the gardens and garden imagery
of other countries, as will be shown in the fi-
nal works considered in this chapter. Neth-
erlandish and English printed views demon-
strate the international supremacy of not
only the “grand style” of gardening, but the
classical manner of representing the gardens
produced in this grandiloquent mode.

Print publishing firms, established in the
sixteenth century, continued to flourish and
grow in the seventeenth century.! Architec-
tural and horticultural volumes were even
more popular, as more patrons began to col-
lect books and prints. The age of the Grand
Tour began, and greater numbers of tourists
visited Rome and purchased individual



prints and bound volumes illustrating its
monuments and gardens. In France, pub-
lishers associated with the court of Louis
XIV reproduced for international distribu-
tion beautifully etched and engraved views
of the royal gardens. Leading Netherlandish
graphic artists visited not only Italy but
France, where they were thoroughly imbued
with the French classical sensibility and be-
came part of the active print publishing busi-
ness in that country. At the same time, En-
glish publishers produced the first volumes
to survey with copious illustrations a broad
range of contemporary architecture and gar-
dens; these volumes were tremendously suc-
cessful, which encouraged further publica-
tions of the same type. The internationally
expanding and prospering trade in the publi-
cation of printed garden images produced a
far greater abundance of topographical
views of specific sites than had been brought
forth in preceding periods.

Printed Views of Italian Gardens

The great publishing houses of the seven-
teenth century, such as that of the de’ Rossi
family in Rome, met the rapidly growing de-
mand for prints of Italy’s horticultural and
architectural monuments by commissioning
etched and engraved copper plates directly
from graphic artists, rather than merely buy-
ing existing plates and prints. In this way,
they were able to produce great quantities of
prints that could later be sold individually or
bound as sets. The large collections of plates
they amassed were reworked—often to the
detriment of the original image—when they
became too worn to print clear impressions.
Occasionally, publishers bound together se-
ries of prints that included impressions from
both original and recut plates.

Giovanni Battista Falda was one of the
artists most frequently commissioned by the
de’ Rossi publishing firm for garden views.
Falda was born in 1648 near Milan but spent
his adult life in Rome, employed as an etcher
of topographical views.2 His hatching lines
show great precision; as a topographer, ac-
curacy in perspective and in the depiction of
monuments were naturally of paramount
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importance to him. His style did vary, how-
ever, from one work to the next, the degree
of formality and control changing to suit the
subject at hand. Probably his best-known
work is the illustration of the first two vol-
umes of a four-volume series depicting the
fountains of Rome and vicinity: Le Fontane
di Roma, published by Giovanni Giacomo
de’ Rossi in 1675. The second volume of this
series covers the fountains in the gardens of
Frascati, a hillside near Rome renowned for
its villas and gardens since ancient times.
One of the plates in Falda’s second volume
on Frascati, Le Fontane delle Ville di Frascati
(cat. 50), shows the famous Water Theater of
the Villa Aldobrandini. Although Falda
maintained his customary precision in ren-
dering the architectural elements, the tech-
nique is somewhat looser and more spirited
in describing this country garden set in a
heavily wooded hillside than, for example,
in his delineation of the city fountains of
Rome in the first volume of the series.3 The
visitors enjoying the water theater are
quickly and spontaneously drawn; the mass
of foliage that surrounds the architecture is
executed with a pleasing variety of textures
and contrast of lights and darks. Falda dem-
onstrates his skill in rendering atmospheric
perspective in his very light etching of the
background of this scene, the upper cascades
barely seen between the “Pillars of Hercu-
les,” two colossal columns at the top of the
water stairs.

Falda’s lively, exuberant style was emi-
nently appropriate for a depiction of the
Villa Aldobrandini’s water theater, the main
feature in one of the most characteristically
baroque gardens in Italy. Giacomo della
Porta, a student of Michelangelo, designed
the garden for Cardinal Pietro Aldobrandini,
nephew of Pope Clement VII, and it was
built between 1598 and 1604.* The water the-
ater was a massive, partly curved retaining
wall punctuated by fountain niches and
small rooms with elaborate waterworks. Its
fountains operated on a torrent of water that
cascaded down the steeply sloped, wooded
north side of the Tusculum hill. The main,
central niche held a statue of Atlas support-
ing the world with a figure of Hercules at-
tempting to relieve him of his burden.® Wa-
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ter sprayed from Atlas’ globe and, overhead,
from a star, the symbol of the Aldobrandini
family. The current arrived at the water the-
ater after rushing down a water stairways; it
poured onto the stairway from the tops of
the Pillars of Hercules. There were three
more cascades beyond and above the the-
ater, each one progressively more rustic than
the one below; the ultimate source of the
garden’s water on the uppermost level was
designed to look like a natural spring arising
from the woods.® This carefully contrived
transition from formality near the house to
rusticity at the edge of the garden was a fre-
quent stylistic feature in baroque gardens.
John Dixon Hunt called it “a witty surrender
by art to a natural domain which it had
nonetheless created ”””

Falda successfully described the contrast
of the hard-edged, man-made architecture to
the soft, natural foliage of the wonderfully
thriving bosco. It is in part this emphatic
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contrast that defines the Villa Aldobran-
dini’s garden as a baroque work of art. A
Renaissance garden, such as the Villa Med-
ici in Rome, might have included a naturalis-
tic bosco within a contained space to com-
plement its more pervasive formality. In this
baroque garden, the juxtaposition of man
and nature was more dramatic; deeper and
wilder woods are allowed to oppose unsuc-
cessfully the forces of human reason, repre-
sented by the architecture.® Dramatic effects
also prevailed in the spectacular course of
the water down the hillside. Water shooting
out of the tops of the Pillars of Hercules and
gushing down their sides may have been one
of the most impressive—and most
baroque—features in any seventeenth-
century Italian garden. The organization of
the Aldobrandini garden was similarly ba-
roque so that it could be viewed comprehen-
sively from a single, dominant viewpoint.
Christopher Thacker perceived that this su-
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preme vantage point was center of the villa’s
piano nobile, the floor that contained the
owner’s private chambers, and that this ar-
rangement was meant to show “the author-
ity of the owner, whose power extends from
his house, and characteristically from the
principal and central viewpoint of his house,
out over the gardens and the countryside.
Falda, clearly attuned to this important con-
cept, elevated himself to this vantage
point—directly opposite the Aldobrandini
star over the central niche—for his view of
the water theater.

Falda produced etchings for another mag-
nificent folio volume, Villa Pamphilia,
which was published by the de’ Rossi firm
around 1660. The Villa Pamphili, designed
in the 1640s by Alessandro Algardi for
Camillo Pamphili, nephew of Pope Innocent
X, housed the family’s extensive art collec-
tion.!? The grounds were enormous, nearly
six miles in circumference. The villa was
not, however, intended to serve as a resi-
dence for the family, but merely as a place to
entertain—an extravagance truly baroque in
scale. It is, indeed, this propensity for splen-
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dor and expansiveness that identifies the
Villa Pamphili as a product of the baroque
era.

The third plate at the beginning of Villa
Pamphili focuses on the secret garden behind
the villa (cat. 51). The garden was elevated
on a terrace and surrounded by potted fruit
trees. Formal parterres and a fountain em-
bellish the space, and fruit trees are espa-
liered against the south-facing walls beside
the villa. Stairs to either side of the fountain
of Venus lead down to the open flower gar-
den. A small but majestic procession indi-
cates Falda’s delight in pagentry. Falda’s ba-
roque sensibilities are also revealed in his
emphasis on the great depth of this space,
which conveys the sense of grandeur that he
clearly found appropriate to his subject. He
has combined some engraving with his etch-
ing; a few touches of the engraver’s burin
help make the shading on the foreground
tree especially deep.

Northern artists who traveled to Italy also
made sketches of Italian baroque gardens.
The Grand Tour was a compulsory part of a
gentleman’s education in the seventeenth
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and eighteenth centuries, and it was also an
indispensible part of an artist’s training. The
German artist Johann Wilhelm Baur went to
Italy in 1626 and stayed for about ten years.
During this time, he became acquainted with
the work of Callot and Della Bella. In 1636
he published a series of six etchings of gar-
dens in Tivoli, Frascati, and Rome. Appar-
ently, he also made a more extensive collec-
tion of drawings because in 1681—the height
of the baroque period—another German art-
ist, Melchior Kiisell, portrayed a series of
forty views entitled Underschidliche Pro-
specten that are based on drawings by Baur.
The title page explains that Kiisell etched the
“various prospects” after drawings that Baur
made from life during his trip to Italy (cat.
52). These prospects include port scenes of
Naples and Venice, and views of Italian
gardens.

Although Kiisell’s views are technically
well-executed, they are not accurate repre-
sentations of the sites they purport to show.
A number of the titles below the scenes in-
correctly identify their gardens; for example,
the print labeled “Villa Aldobrandini, Fras-
cati” actually shows part of the Villa d’Este
in Tivoli. Even where the title does corres-
pond with the image, as in the view of the
Villa Borghese (cat. §3), there are usually sig-
nificant errors in the representation of the
architecture or the layout of the garden.!
Perhaps Kiisell made these errors because
Baur’s sketches were not clearly labeled and
not finished or detailed enough to serve as
the basis of accurate topographical views. In
any case, one must regard these etchings as
capricci, charming works of art that are in-
teresting visual documents of what a later
seventeenth-century German artist believed
to be the essential elements of Italian
gardens.

Kiisell’s view of the Villa Borghese is
closer to reality than any of the other depic-
tions of gardens in this series. The gardens
of the villa of Cardinal Scipione Borghese,
begun in 1605, were one of the most popular
sites for tourists and artists in the seven-
teenth century.!? Kiisell showed the sculp-
ture and a free-standing fountain in an en-
closed area behind the house. An artist leans
on a baluster beside the fountain and
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sketches the scene. As with the Villa Pam-
phili, the most baroque aspects of the Villa
Borghese were its enormous scale and the
conspicuous luxury of its use merely to en-
tertain guests and house an art collection.
The garden’s transition from formality near
the house to “more or less natural park land”
farther away, has been identified as another
baroque characteristic.!3

Two of the other garden scenes from Un-
derschidliche Prospecten supposedly illus-
trate the Villas Ludovisi and Sora in Fras-
cati. Scipione Borghese was responsible for
the creation of the garden at the Villa Lu-
dovisi. He purchased this villa in 1607 and
sold it to Duke Giovanni Angelo Altemps in
1614, after the garden had been completed.
It is probably this garden that Kiisell at-
tempted to represent in his etching entitled
“Prospect des Lustgarten Duca d. Altems”
(cat. 54). The representation of the retaining
wall in the background of Kiisell’s view gen-
erally agrees with the actual appearance of
the side wall of the garden; it is pierced with
niches and topped with urns.!® Before the
wall, a font vigorously spews forth jets of
water in the center of a series of square par-
terres. Kiisell’s view of a garden attributed to
the Duke of Sora (cat. 55) shows an appeal-
ing vignette of an enclosed, baroque sculp-
ture garden.

A growing interest in hydraulics was part
of the increasingly scientific outlook of the
seventeenth century. Carlo Fontana’s Utilis-
sima Trattato dell’Acque Correnti, published
in Rome in 1696, is one of numerous illus-
trated books that endeavored to satisfy the
curiosity of this age in the natural laws of
fluids in motion. Fontana’s theories evolved
from an ancient Roman book on hydraulics,
Fontinus’ De Aquaeductibus Urbis Romae,
and the contemporary works of Benedetto
Castelli and Evangeliste Torricelli.!¢ Fontana
empirically described the force and move-
ment of water under various circumstances,
its reaction to traveling through pipes and
apertures of different sizes and to rising
against gravity to different heights.!” His il-
lustrations were not only models of clarity
but were also beautifully etched and en-
graved. The effect of the height to which wa-
ter must rise on the velocity with which it



§6. Carlo Fontana (Italian, 1634—
1714), Fountain, etching and en-
graving, 383 x 545 (15 /8 x 21 1/2),
in Ultilissima Trattato dell’Acque
Correnti (Rome: Giovanni Fran-
cesco Buagni, 1696). National
Gallery of Art, Mark J. Millard
Architectural Collection, David
K. E. Bruce Fund 1985.61

will flow is set forth in a wonderfully lucid
iltustration (cat. 56). On the left, a fountain
demonstrates that the higher the water must
rise, the less forward thrust it will have when
released.

Printed Views of French Gardens

Louis XIV of France ruled from 1661 until
1715, making his one of the longest reigns in
French history. His sovereignty also marked
the apex of French absolutism; he exercised
complete control over all aspects of his gov-
ernment and ruled as one whose authority
derived from divine sanction. Under Louis
XIV, France gained international ascendancy
in the art of garden design, perfecting a ba-
roque style that reflected its absolutist and
rationalist principles. The gardens associ-
ated with Louis XIV, designed by André Le
Notre, are perhaps the clearest visual mani-
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festations of the political philosophy of this
age of grandeur.

Residents of Louis’ court eagerly commis-
sioned and collected illustrated volumes and
prints that recorded the unmatched splendor
of contemporary architecture and gardens.
Foremost among the graphic artists who
produced topographical depictions of
French baroque gardens was Israel Silvestre,
nephew of Israel Henriet, one of the leading
print publishers in France at this time.!?
Silvestre probably studied printmaking in
Henriets’ workshop while Stefano Della
Bella was there, a contact that would have a
great influence on him. Henriet published
prints by both Callot and Della Bella and
owned a large collection of prints by these
two artists. When his uncle died in 1661,
Silvestre inherited both his publishing busi-
ness and his collection of prints.

Silvestre spent fifteen years in Italy, from
1640 to 1655, where he developed his skills
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§7. Jean Marot (French, proba-
bly 1619-1679), after Israel Silves-
tre, The Tuileries, 1666/1671,
etching and engraving, 124 x 244
(5 x 9 5/8). National Gallery of
Art, Gift of Robert H. Thayer
1981.69.24

and his reputation in topographical repre-
sentation. During this sojourn, his style
changed; he no longer worked with the free-
dom and expressiveness that he learned from
Della Bella, he now exerted a greater control
over his execution and worked in a more
systematic, less spontaneous manner. When
he returned home, his renown as a graphic
artist was such that he began to receive im-
portant commissions from the royal court.
In 1662 he became the official draftsman and
printmaker to the king. His work was in
such high demand that he employed a num-
ber of other artists to help produce prints;
sometimes these artists made prints from
Silvestre’s drawings and sometimes they
worked with him directly on his plates.
Most of the prints of French gardens seen in
this chapter are products of such collabora-
tions between Silvestre and other artists.
The results of one of these joint efforts can
be seen in a view of the Tuileries (cat. 57),
part of a series of twelve made before the
garden was redesigned by André Le Notre
between 1666 and 1671.!° The drawing was
made by Silvestre and the etching by Jean
Marot, a specialist in architectural views
who helped record the splendid monuments
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that were being constructed during the sec-
ond half of the seventeenth century. As the
title on this print proclaims, the garden was
first built under the direction of Catherine
de’ Medici, between 1564 and 1572, and later
restored by Henry IV, between 1594 and
1609. This view shows the parterres west of
the palace. Known as Le Petit Jardin, it was
part of Catherine’s original plan. The sim-
ple, rectangular divisions in Silvestre’s view
remain unchanged from the first design, but
the plantings and ornaments within have
been considerably altered; Henri IV himself
designed a section of the parterres, the exe-
cution of which was carried out by Jean Le
Noétre, father of André, landscape architect
of Versailles.? Silvestre’s depiction of the
garden, upon which the print is based,
presents an interesting and important view,
but Marot’s etching is somewhat rigid and
lacks Silvestre’s sense of movement and
vitality.

A view of the “Petites Cascades,” or
“Grille d’Eau;” at Vaux-le-Vicomte is a more
successful work and was the result of the
partnership of Silvestre and Adam Perelle
(cat. §8).2! Perelle and his father Gabriel
were remarkably prolific printmakers, pub-



58. Adam Perelle (French, 1638-
1695), after Israel Silvestre, The
Petites Cascades at Vaux le Vi-
comte, . 1650, etching, 120 x 203
(4 3/4 x 8). National Gallery of
Art, Gift of Robert H. Thayer
1981.69.36

lishing approximately thirteen hundred
works, mainly topographical views of land-
scape, in a “masterfully classical manner.”??
Perelle’s execution is extremely rigorous in
its precise hatching and consistently drawn
lines. The figures in the foreground are
shaded with carefully executed parallel lines;
the same exactitude is seen in the rendering
of shadows throughout the scene and even in
the clouds overhead. Compared to the flour-
ishing bosco in Falda’s view of the Villa Al-
dobrandini {cat. 50), the more classically
presented foliage in Perelle’s depiction of

Vaux seems rather formulaic and regularized.

Le Notre was surely one of the most bril-
liant and innovative garden designers of all
time; his principles of design were, however,
the product of a long development that took
place over several generations. He was born
in 1613 in his father’s house in the Tuileries
gardens; Claude Mollet, head gardener of
the Tuileries, and Jacques Boyceau, who had

written a treatise establishing the basic
premises of French landscape design for the
seventeenth century, also had houses in the
Tuileries and were closely allied with the Le
Nétre family. Le Notre’s father, Jean, was
chief gardener for King Louis XIII, and his
grandfather, Pierre, had been gardener for
Catherine de’ Medici. André Le Notre was
the worthy recipient of the collective experi-
ence and knowledge of the greatest garden-
ers of the century. Following the precepts of
Boyceau concerning the ideal education of a
landscape designer, which stipulated that the
student should acquire a variety of skills and
arts, Le Notre received training as a painter
in the workshop of Simon Vouet. During
this time, he apparently became familiar
with contemporary theories on optics, stud-
ies that would prove useful in his subsequent
career. By 1635, Le Notre was employed as a
landscape architect by Louis XIV’s brother
and by 1657 he was named “controleur gen-

8s



Fig. 6. Adam Perelle (French,
1638-1695), View of Vaux-le-Vi-
comte, etching and engraving,
190 X 278 (7 */2 X 11), in Views of
Paris (Paris: I. Mariette, 17th cen-
tury). National Gallery of Art,
Mark J. Millard Architectural
Collection 1985.61

Ve du Chadtean de CCana o

{ Pares cfie

L Marcette  Rue ' Tneguse a la Victowe o inex €

eral des batiments, jardins, tapisseries, et
manufactures de France.”

Vaux was the first monumental garden de-
signed by André Le Noétre in the grand style
that would become synonymous with the
age of Louis XIV. In 1656, Nicolas Fouquet,
finance minister for Louis XIV, hired Le Né-
tre to design a garden for Vaux-le-Vicomte,
the chiteau he had inherited in 1640. The
results of this enormous effort, which was
left near completion in 1661, have been
called the “ultimate achievement of French
classical garden design.”?® An etching by
Perelle shows a topographic view of the
grounds at Vaux (fig. 6). In preparation for
the gardens, the land of this enormous prop-
erty was entirely restructured—an extraordi-
nary accomplishment in an age in which soil
could only be moved by shovel and
wheelbarrow—creating level changes that
allowed the designer to manipulate the view-
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er’s perception of the garden. Thus, from the
outset, nature was completely reformed to
submit to the will of man. The entry to the
chéiteau was designed for the maximum dra-
matic effect, and the first, partial glimpse of
the gardens, from inside the chiteau, was ar-
ranged as “pure baroque theatre.”?*

The garden was designed along a compel-
ling central axis that runs nearly 2400 feet
from the back of the chiteau to a colossal
statue of Hercules. Along the perimeters,
clipped hedges hold back an unruly forest.
The entire composition appears to be com-
prehensible from the back of the chiteau.
This is, however, an optical trick that Le
Notre carefully arranged by means of his
level changes. The garden’s most exciting
features are in fact hidden from one’s initial
view and only reveal themselves as one pro-
gresses through it. The Grille d’Eau, for ex-
ample, surprises visitors who discover it to



the left as they approach the first cross axis
(cat. 58). Here, three levels of stairs bordered
by water jets lead up the sloping left flank of
the garden. The most dramatic surprise,
however, is the gradual appearance of a huge
canal that crosses the central axis two-thirds
of the way from the house to the statue of
Hercules, and of the thundering Grandes
Cascades immediately before it. Finally,
when the viewer has reached the end of the
garden and turned back toward the chiteau,
the character of the garden seems to change
completely; it now appears as a rectilinear
design directly related to the structure of the
chiteau, and the vista changes continuously
as one moves closer to the chiateau.?

On 17 August 1661, Fouquet invited the
king and most of the royal court to a grand
féte staged in his nearly completed gardens.
The king was given a complete tour of the
gardens and was duly impressed by their
vastness and splendor—but also by their im-
plied message of overwhelming political
power. In the evening, after the tour was
complete, the area of the Petites Cascades
was converted to a theater for the perfor-
mance first of a ballet and then of a play
written especially for the occasion by Mo-
liere. The spectacle of the evening’s enter-
tainment, which included a dazzling display
of fireworks, made a profound impression
on the king. Three weeks later, he had
Fouquet arrested and accused of misappro-
priating state funds. Fouquet spent the re-
mainder of his life in prison. Louis confis-
cated much of the sculpture and the orange
trees from Vaux and quickly arranged for Le
Notre to begin work improving his own gar-
dens, including those of Versailles.

In the late sixteenth century, the forests of
the village of Versailles were a favorite hunt-
ing place of King Henry IV, the first Bour-
bon king of France. His son, Louis XIII, also
enjoyed hunting at Versailles and by 1634, he
built a hunting lodge there with a relatively
small garden. After Louis XIII’s death, Louis
XIV began to make frequent hunting trips to
Versailles. Early in his reign, he decided to
expand the accommodations of his father’s
hunting lodge. At first the plan seems to
have been a modest one, merely to make the
lodge large enough to serve as a place to en-
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tertain on a suitably royal scale, but soon he
was directing most of his architects’ and gar-
den designers’ attention to this site. By the
end of his reign, he had enlarged the chiteau
to a vast complex—the center of the French
government—completely redesigned and
greatly expanded the gardens, and trans-
formed Versailles into an international sym-
bol of absolute monarchy. The plan of Ver-
sailles evolved over many years and with
frequent revisions, modifications, and addi-
tions. Preparations for the work began in the
autumn of 1661, just months after Fouquet’s
ill-fated celebration, and by 1663, construc-
tion was under way.

There was an eager audience in the seven-
teenth century for printed views of Ver-
sailles; these works document the gardens in
their original state. Jean Mariette published
a collection of views of Versailles, etched
and engraved by Adam Perelle, entitled
Veues des plus beaux endroits de Versailles.
These views include a plan of the gardens
that shows the essential east-west axis start-
ing with the parterre beneath the garden fa-
cade of the chiteau and stretching west to
the end of the mile-long, cross-shaped canal
(fig. 7). A patte d’oie—literally, goose’s
foot—of three diagonal avenues leads to-
ward the center of the front of the chiteau;
another five-part patte radiates out from the
base of the canal, with the canal serving as
the central line. The grand central axis ex-
tending off to infinity and the patte d’oie be-
came two of the hallmarks of French ba-
roque garden design and were copied in late
seventeenth- and early eighteenth-century
gardens throughout Europe. The fountain
closest to the chiteau is that of Latona,
mother of the sun god, Apollo. The view
from the western side of the parterre, over
the Latona fountain, extends dramatically
down the grassy expanse of the Allée Roy-
ale, on to the Apollo fountain that stands
near the point where the canal begins, and
from there to the horizon. The wooded area
to either side of the Latona fountain and the
Allée Royale is divided into geometric spaces
by paths that run either parallel or perpen-
dicular to the main axis. These spaces con-
tain bosquets, the enclosed, more private
spaces into which visitors could withdraw
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Fig. 7. Adam Perelle (French,
1638-1695), Plan of Versailles,
etching and engraving, 500 x 321
(19 3/4 x 12.5/8), in Veues de plus
beaux endroits de Versailles

(Paris: I. Mariette, 17th century).
National Gallery of Art, Mark J.

Millard Architectural Collection
1985.61
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from the intimidating monumentality of the
garden’s open area.

The grand, detailed plan demonstrates the
nearly unfathomable expanse of land that
the garden encompasses. It is not merely the
gargantuan scale that is so astonishing, how-
ever, but Le Nétre’s singular success in forc-
ing nature to conform to the laws of geome-
try and his unerring ability to achieve the
most awe-inspiring and felicitous views
through manipulation of space according to
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the rules of optics.?¢ Perelle’s plan also illus-
trates an overall unity of design embracing
the whole space and an exciting diversity of
details throughout the garden. The garden’s
features were meant to be viewed in a certain
sequence; Louis himself wrote instructions
explaining which route visitors should fol-
low to see Versailles to its best advantage.?”
Louis’ reign marked the beginning of a new
era of classicism and refinement in the arts
of France, and his garden at Versailles epito-
mized this aesthetic in landscape design. The
formality and austere grandeur of this gar-
den, its classical proportions and symmetry,
created a model toward which gardens
throughout Europe and even America were
to aspire for nearly a hundred years.

Although Louis was by no means an avid
reader, he did enjoy collecting luxury vol-
umes, especially those that reproduced
works of art and architectural views. His
new finance minister, Jean Baptiste Colbert,
was a great bibliophile, devoted to acquiring
fine books for the royal library. Between
1665 and 1667, Colbert devised a scheme to
produce on the royal presses a series of
sumptuous volumes, later called the Cabinet
du Roi, that illustrated royal architecture
and art collections as well as plants and ani-
mals. At first, the books were produced ex-
clusively for Louis’ own library and for pre-
sentation as royal gifts; eventually, Colbert
arranged for them to be sold at a modest
price through book dealers.?® Their purpose
was in part to magnify the grandeur of the
kingly realm and to disseminate this image
throughout France and Europe. Among the
volumes in the series were several that com-
memorated the great festivals that Louis
held at Versailles, apparently still eager to
outstrip the memory of Fouquet’s magnifi-
cent hospitality.?’

One of the primary purposes of the garden
at Versailles was to serve as the setting for
the extravagant entertainments that Louis
regularly staged for the court and important
visitors. He held his first great féte in the
gardens of Versailles in 1664. It was Les
plaisirs de I'Isle enchantée, a five-day enter-
tainment unofficially dedicated to Louis’
mistress, Louise de la Valliére, and based
upon scenes from Ariosto’s Orlando Furi-



59. Jean Le Pautre (French,
1618-1682), Fireworks at the Ver-
sailles Festival of 1668, etching
and engraving, 302 X 417 (11 7/8 X
16 3/8), in André Félibien, Rela-
tion de la Feste de Versailles
(Paris: Cabinet du Roi, 1679).
National Gallery of Art, Mark J.
Millard Architectural Collection
1985.61
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o0so. In 1673, the royal press published a
book describing the event with a text written
by André Félibien, first secretary of the
French Academy of Architecture, and with
etchings by Israel Silvestre.3? Another great
theatrical entertainment was held in 1668,
for which another volume was prepared as
part of the Cabinet du Roi: Relation de la
Feste de Versailles, published in 1679. Féli-
bien again wrote the text and, this time, Jean
Le Pautre made the illustrations. Le Pautre is
best known for his etchings and engravings
of ornament and is believed to have devel-
oped the style of ornament that is usually as-
sociated with the court of Louis XIV.3!

The basic scheme of the garden’s design
was well established by the time Le Pautre
executed his illustrations of the second Ver-
sailles féte.3? One of his prints of the festival
(cat. 59) shows a brilliant fireworks display,
a striking and unusual example of a night
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scene produced in etching and engraving.3?
The chateau appears in the center back-
ground with its parterre immediately before
it. The parterre, which is viewed to best ad-
vantage from the windows of the chateau,
relates perfectly to the design and propor-
tions of the garden fagade. This balancing of
parterre to structure is one of the innova-
tions of seventeenth-century landscape de-
sign. The focal point of the scene is the foun-
tain of Latona, its waters and the multitude
of vases surrounding it aglow against the
rich darkness of the night.34

The Latona fountain was not really com-
plete in 1668, as Le Pautre’s etching showed
it, but the basin was in place and the sculp-
ture partially finished.?* The fountain had
an important allegorical meaning, relating
an incident in Louis’ childhood to an episode
in the infancy of Apollo. This correlation of
the king to the sun god Apollo is a recurring
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60. Jean Le Pautre (French,
1618-1682), Grotto of Versailles,
etching and engraving, 210 x 283
(8 */4 x 11 */8), in André Félibien,
Description de la Grotte de Ver-
sailles (Paris: Cabinet du Roi,
1675-1685). National Gallery of
Art, Mark J. Millard Architec-
tural Collection 1985.61
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theme throughout the garden.3¢ The ancient
myth tells of the distress of Latona and her
children, Apollo and Diana, when the mali-
cious peasants of Lycia muddied the waters
that they had hoped to drink as they rested
on a long, exhausting journey. Latona called
the wrath of their father Zeus down upon
the peasants and they were metamorphosed
into frogs. The sculptural decoration of the
fountain shows a circle of jeering peasants
surrounding the three central figures while
their fellows have been changed to frogs
perched around the edge of the basin. The
mythological event referred to the danger
that the Fronde rebellion in Paris had posed
to Louis’ widowed mother, then regent of
France, and her two children.3”

The earliest monument to express clearly
the association of Louis with Apollo, was
the Grotto of Tethys, located to the north of
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the chateau.?® The grotto was of great inter-
est to the visitors of Versailles, and in 1676
the court obligingly published a guidebook,
Description de la Grotte de Versailles, also
part of the Cabinet, with text by Félibien
and illustrations by Le Pautre and others.
Félibien explained that Versailles, where the
king would rest after his arduous labors on
behalf of France, represented the watery pal-
ace of Tethys beneath the sea where Apollo,
the sun, would sink to rest after his day’s toil
illuminating the earth. The sculptural relief
in the center of the upper level of the grotto’s
fagade (cat. 60) showed the weary Apollo in
his chariot; Tritons and Sirens in the two
side panels greeted him. Below, the grille
work on the doors represented the sun. Le
Pautre has rendered the architecture with
great precision, complemented by wonderful
energy in the figures, human and sculptural.
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Fig. 8. Sebastien Le Clercl

(French, 1637-1714), Plan of the
Labyrinth of Versailles, etching,
160 X 103 (6 /4 X 4), in Labyrin-
the de Versailles (Paris: Cabinet
du Rot, 1679), National Gallery
of Art, Widener Collection

1942.9.1798

After 1668, Le Notre began to embellish
the garden with smaller and more intimate
areas surrounded by woods, where visitors
could retreat from the overwhelming, grand
scale and formality of the open spaces of
Versailles. It is because most of these en-
closed, more humanly proportioned bos-
quets have been destroyed that the garden
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today seems so uncomfortable and austere.
One such place, the labyrinth, was com-
pleted between 1673 and 1674.%° It consisted
of a series of paths running as a maze
through a dense forest. At intervals along
the paths were thirty-nine fountain-statues
illustrating Aesop’s fables. The unifying
theme of the labyrinth and its sculpture was
love, the maze was a metaphor for love, in
which one could become lost, and each of
the fountain-statues conveyed a lesson to
lovers to help keep them on their correct
paths.?0 Charles Perrault prepared a guide-
book on the labyrinth, illustrated by Sebas-
tien Le Clerc, that was published as part of
the Cabinet in 1679, in which views of the
fountains and a map of the entire maze indi-
cated the locations of each (fig. 8).

During the early years of the development
of the gardens at Versailles, around 1662 or
1663, the king and Le Notre began to attend
to the gardens of another royal property, the
venerable Saint-Germain-en-Laye. Located
on a hill west of Paris overlooking the Seine,
Saint-Germain had been the favorite resi-
dence of Louis XIII.#! An etched and en-
graved plate by Israel Silvestre from another
volume in the Cabinet series, Les Veiies des
Maisons Royales et des Villes conquises par
Louis XIV, published between about 1675
and 1685, depicted a view of the Chiteau-
Neuf from the river (cat. 61).4? It is a mag-
nificent print in which the artist has created
a clear illusion of space by varying the
strength of his lines and the subtlety of his
presentation. In the foreground, deeply
etched, dark lines show great, open masses
of untamed foliage and the rough surface of
uncultivated land; horses gallop along the
river bank, their speed portrayed with rap-
idly executed strokes of the etching needle.
The treatment becomes progressively more
refined as the viewer’s eye moves back in
space. Contrasting with the foreground’s
vigorous activity, opposition of lights and
darks, and loose handling of line, motion
seems to subside and greater refinement to
prevail in proximity to the finely etched
chiteau and its garden. In addition to creat-
ing a sense of space, this varied treatment
opposes wild, uncontrolled nature to the
work of art in which nature is mastered and
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61. Israel Silvestre (French,
1621-1691), Saint-Germain-en-
Laye, etching and engraving, 520
X 750 (20 /2 x 29 1/2), in Les
Vesies de Maisons Royales et des
Villes conquises par Louis XIV
(Paris: Cabinet du Roi, c. 1675~
1685). National Gallery of Art,
Mark J. Millard Architectural
Collection 1985.61
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perfected according to seventeenth-century
aesthetics.

After Louis XIII’s death, Saint-Germain
suffered years of neglect, and by 1661 the up-
per level of the terracing that descended the
hill to the river had collapsed. By the time
Silvestre made this etching—probably be-
tween 1663 and 1664—Le Notre had already
replaced the fallen terrace and created a new
stairway, altering its form to present an ap-
pearance of greater unity within the archi-
tectural complex.*? Increased monumental-
ity and consistency of plan were, as always,
among Le Notre’s guiding principles. He
also simplified the design of the Jardin en
Pente, the sloping area with rectangular
plantations of trees, from an earlier, more
elaborate scheme. In its new form, it served
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as a strong visual base for the architecture
above. Saint-Germain-en-Laye has been
called “the most Italianate of all French gar-
dens,” governed by the classical canons of
balance, symmetry, and proportion that
characterized the gardens of André Le
Notre.*

Prints and Drawings of Netherlandish
Gardens

The classical spirit that pervaded French art
during the reign of Louis XIV also had great
appeal for seventeenth-century Netherland-
ers. French prints, especially views of gar-
dens, were in great demand in the Nether-
lands and helped convey the classical style to



62. Abraham Genoels II (Flem-
ish, 1640-1723), The Two
Statues, 1665/ 1690, etching, 316
x 483 (12 3/8 x 19). National Gal-
lery of Art, Andrew W. Mellon
Fund 1978.25.5

a highly receptive audience there. Through-
out this period, Dutch and Flemish artists
made prolonged trips to study in both Italy
and France. Abraham Genoels, a Flemish
artist born in Antwerp in 1640, traveled to
Paris in 1659 and stayed there until 1672; he
became a member of the French Academy,
the great bastion of French classicism, in
1665. After returning to Antwerp for two
years, Genoels next journeyed to Italy,
where he spent eight years. Throughout his
career, he specialized in depictions of Arca-
dian landscapes and gardens filled with clas-
sical ruins and architecture, inhabited by fig-
ures dressed in ancient costumes.*’ His
works had all the classical quotations and
measured decorum prescribed by Nicolas
Poussin, one of the chief exponents of the
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classical style; his etching technique dis-
played the intricacy and precision of con-
temporary French prints. Adam Frans van
der Meulen, another Flemish artist who
lived in Paris from 1665 until his death in
1690, published a number of Genoel’s etch-
ings. Some of Genoel’s drawings were etched
by Adriaen Frans Boudewyns, yet another
Fleming who resided in Paris during the
1660s, for publication by Van der Meulen.

In The Tiwo Statues (cat. 62), Genoels pre-
sented a carefully coordinated, deep perspec-
tive view into a garden. The statues of
Apollo and his sister Diana—which seem a
possible reference to the iconographic pro-
gram of Versailles—bid the viewer to look
down the grand avenue flanked by straight
rows of trees and another pair of statues.



63. Adriaen Frans Boudewyns
(Flemish, 1644~1711), after Abra-
ham Genoels II, Large Land-
scape—Two Men in a Garden,
1665/1690, etching, 646 x 499

(28 3/8 x 19 5/8). National Gallery
of Art, Andrew W. Mellon Fund
1976.20.1

The human figures in this garden wear Ro-
man togas, indicating that it is not a portrait
of a contemporary garden but an idealized
recreation of a classical Roman garden.
Boudewyns etched a similar depiction, enti-
tled Tiwo Men in a Garden (cat. 63), after a
drawing by Genoels. Again, the view con-
sists of a clearly-organized perspective into a
seventeenth-century fantasy of an ancient
Roman garden.
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When Holland freed itself from Spanish
dominion in 1609, a new style gained as-
cendancy in the graphic arts, a style of in-
creased realism used primarily to describe
newly popular scenes of the familiar Dutch
countryside. By the end of the seventeenth
century, however, there was an increased
taste for artifice and, specifically, for repre-
sentations of landscape in which nature was
portrayed as a highly cultivated garden.*¢



64. Isaac de Moucheron (Dutch,
1667-1744), An Italianate Garden
with a Parrot, a Dog, and a Man,
1730s, pen and brown ink and
watercolor over black chalk, 250
x 382 (9 7/8 x 15). National Gal-
lery of Art, Gift of Anne Eustis
Emmet in Memory of David E.
Finley 1987.11.1

This change has been attributed to an infu-
sion of French culture toward the end of the
century and especially to the influence of
André Le Notre’s vast, horticultural pro-
grams in which the rational mind and deco-
rative hand of man were so decisively im-
posed upon the earth.*” David Freedberg
cites Isaac de Moucheron as the chief expo-
nent of this new genre in Holland, reflecting
that de Moucheron’s works were “not de-
scriptions of nature, but prescriptions for it”
and that the “century that had begun by de-
scribing the countryside ended by portraying
the gardens of the rich>48

Isaac de Moucheron was born in 1667.
His father, Frederick de Moucheron, was
another artist who worked in an Italianate
style and who preferred to represent park
scenes and more cultivated views of na-
ture.® Issac spent three years in Italy, from
1694-1697, and seems to have acquired a
repertoire of motifs for future use. Typical
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of his work is a charming and wonderfully
fresh gouache drawing entitled An Italianate
Garden with a Parrot, a Dog, and a Man
(cat. 64). De Moucheron’s garden is com-
posed of a variety of classical motifs and
rolling hills in the background that suggest
that the scene is in Italy. This garden is simi-
lar to those in a series of drawings by de
Moucheron now in the British Museum,
some of which he later made into etchings.*’
Like others in the set, this scene is viewed
through a foreground of architectural
elements.

Around 1700, Petrus Schenk I, a leading
publisher of the day as well as official print-
maker to the court of the Elector of Saxony,
published in Amsterdam an illustrated book
of views along the Rhine entitled Admiran-
dorum Quadruplex Spectaculum. The
etched and engraved plates were the work of
Jan van Call, a self-taught artist who exe-
cuted many topographical drawings during



Fig. 9. Jan van Call I (Dutch,
1656-1703), after Isaac de Mou-
cheron, View of Het Loo, etching
and engraving, 130 X 167 (5 */8 x
6 5/8), in Admirandorum Quad-
ruplex Spectaculum (Amsterdam:
Petrus Schenk I, c. 1700). Na-
tional Gallery of Art, Mark J.
Millard Architectural Collection
1983.49.103
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an extended journey through Holland, Ger-
many, Switzerland, and Italy. While in The
Hague in the late 1680s, Call made prints
from his own and other artists’ drawings, to
use in Schenk’s publication. Such topograph-
ical volumes were extremely popular during
the late seventeenth and early eighteenth
centuries and Schenk, along with Nicolas
Visscher II and Cornelis Dankerts III, met
the demand by bringing forth a great num-
ber of books of engraved views.*! One of the
purposes of these texts was to publicize the
splendor of the gardens of the court of Wil-
liam of Orange, as the prints of Silvestre,
Perelle, and Le Pautre, and the Cabinet du
Roi served to glorify the gardens of Louis
XIV. In Admirandorum Quadruplex Specta-
culum, a series of prints portrays the royal
palace and gardens of Het Loo (fig. 9),
mainly designed by Jacob Roman, architect
for William, Prince of Orange, between 1686
and 1699.% In 1699, Walter Harris, William’s
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physician, wrote a lengthy and minute de-
scription of the gardens which, he ex-
plained, “are become so famous and remark-
able to all the Provinces near them, that
Curious Persons from divers Parts of Ger-
many, as well as out of all the United Prov-
inces, do frequently resort thither to satisfy
their Curiosity.”>? Like other great gardens
constructed in Holland during the late sev-
enteenth century, Het Loo has suffered
greatly from the ravages of time. In the past
decade, however, restoration has returned
Het Loo to its original splendor, and it now
stands as a monument to the great era of
Dutch gardens.

When Jacob Roman first designed Het
Loo as a hunting lodge for Prince William in
1686, its garden was fairly modest. There
were parterres near the palace with a raised
walkway in back, to the north, separating
the parterres from the vegetable garden. A
pair of canals and rows of oak trees flanked
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in Admirandorum Quadruplex grounds. When the prince was crowned
Spectaculum (Amsterdam: Petrus . . .

Schenk I, ¢. 1700). National Gal- King William III of England in 1688, Roman
‘C‘;’z e%i 3;‘1’ éf)‘l‘lzttji‘of‘l’mlard Ar- greatly increased the scale of both the archi-
1983.49.103 tecture and garden at Het Loo, presumably

to emulate the grandeur of Versailles. He
gave the garden a typically baroque central
axis extending from the palace across the
lower garden, through the cross-axis of the
old walkway, and through a new, ornamen-
tal upper garden where the vegetable garden
had been. The old, raised walkway—which
the king wished to preserve—interrupted the
perspective from the castle; Roman at-
tempted to compensate for this obstacle by
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diminishing the width of the upper garden in
a “basket arch” shape and by terminating it
dramatically in a curved colonnade.>* To the
west, the garden continues with an aviary, a
canal with water jets, a large pond, and
many other intriguing features. Among the
enclosed garden “rooms” in this area are
mazes, one of which is illustrated in Schenk’s
publication (cat. 65).

Florence Hopper called Het Loo a “hybrid
of the Renaissance and the baroque, Dutch
in layout and French in ornamentation . . .
the ultimate expression of William and
Mary’s gardening tastes in the Nether-
lands.”55 What she identified as the Renais-
sance element is the characteristically Dutch



adherence to Vitruvian and Albertian princi-
ples of symmetry and proportion in design-
ing gardens.’¢ She believed that the French
baroque aspects of Het Loo were confined to
the design of the parterres and garden orna-
ment, the work of Daniel Marot, a French
Huguenot employed by William.” There is,
in fact, none of the overall unification and
interpenetration of parts that typify contem-
porary French gardens. The space is neatly
subdivided into separate areas by a rectan-
gular grid.

English Gardens in lllustrated Books

In England, a combination of foreign influ-
ences dominated the arts, including garden
design, following the restoration of Charles
Il in 1660 and through the early part of the
eighteenth century.*® John Dixon Hunt has
analyzed the continuing fascination of En-
glish travelers with the gardens of Italy and
the impact of Italian garden aesthetics on
English landscape architecture during the
seventeenth and eighteenth centuries.’’
Other garden historians have described the
importance of French and Dutch styles on
the English landscape of this period. Charles
II was, after all, the first cousin of Louis
XIV, and he spent part of the interregnum in
France as well as in Holland. Leading
French gardeners, such as André Mollet,
came to work in England and English gar-
deners, notably John Rose, went to France
to study landscape design. Charles Il even
tried to arrange for André Le Notre to travel
to England and design a garden for him;
however, Le Notre was preoccupied with his
work at Fountainebleau and was unable to
oblige the king. Dutch garden style, which
had played a role in English design through
most of the seventeenth century, increased in
importance after the accession of Prince Wil-
liam of Orange and Queen Mary to the En-
glish throne in 1688. Dutch landscape archi-
tecture may, indeed, have had an even
greater following than French in England.®°
Perhaps it was this lively interaction of
stylistic trends during the late seventeenth
and early eighteenth centuries that began to
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stimulate interest in the publication of fine,
illustrated volumes recording the history of
English architecture and gardens. Although
such broad surveys were produced as early
as the sixteenth century in France and Italy,
it was not until the opening years of the
eighteenth century that they appeared in En-
gland.®! The first compendium to present a
pictorial survey of existing English architec-
ture and gardens was Britannia Illustrata, a
splendid volume with illustrations by two
Dutch artists, Leonard Knyff and Johannes
Kip. Knyff was born in Haarlem in 1650 and
moved to England by 1681.%% In around 1694
he began to make topographical studies of
English country properties, although appar-
ently not for the purpose of a bound publica-
tion. By 1702, Kip had etched sixty-nine of
Knyff's completed drawings, and Knyff be-
gan selling subscriptions to a comprehensive
series of a projected 100 etchings. Finally, in
1707, the publisher David Mortimer used
these etchings for the first volume of Britan-
nia Illustrata. Although Kip is sometimes
credited merely with having made etchings
after Knyff’s drawings, he was also an ac-
complished artist who independently pro-
duced topographical representations of En-
glish country houses.

England was so enthusiastic in its recep-
tion of the first volume of Britannia Illus-
trata that Mortimer published a second vol-
ume in 1715 for which Kip produced both the
drawings and the prints. Another clear mea-
sure of Kip and Knyff’s success is that later
publications reissued or copied their views.
In 1716, Mortimer published Nouveau Thé-
atre de la Grande Bretagne, which reprinted
the plates of Britannia Illustrata along with
several other series of architectural prints.®3
At some time early in the eighteenth century,
a similar compendium, entitled Les Delices
de la Grand Bretagne et de Llrlande, was
published in Leyden; it includes reduced
copies of both Britannia Illustrata and Log-
gan’s Oxford Illustrata as well as other views
of cities and architecture. The title page of
the book credited Jan Goeree, a Dutch artist
born in 1670, with preparing drawings for
the illustrations.

A bird’s eye view of the palace and gar-
dens of Hampton Court, Middlesex, is one
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66. Jan Goeree (Dutch, 1670~
1731), after Leonard Knyff,
Hampton Court, etching, 130 x
156 (5 /8 x 6 1/8), Les Delices de
la Grand Bretagne et de Llrlande
(Leyden: Beeverell, c. 1707). Na-
tional Gallery of Art, Mark J.
Millard Architectural Collection,
David K. E. Bruce Fund 1985.61

of the great views included in Britannia Illus-
trata and its various copies; Goeree’s version
is printed here (cat. 66). The existing
grounds of Hampton Court were redesigned
under Charles II, 1660-168s, in a decidedly
French manner.%* Three avenues radiated in
a French baroque patte d’oie from a semi-cir-
cular courtyard; the central “avenue” was
actually a grand canal. Double rows of lime
trees lined all three radiating paths as well as
the court. During the reign of William and
Mary, 1688-1702, further revisions were
made. William supervised the creation of a
magnificent display known as the great
fountain garden in the semi-circular court.
Thirteen fountains decorate this space. The
privy garden to the south of the palace,
along the Thames, was dear to the heart of
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CoOURT:

Queen Mary and received her special consid-
eration. Daniel Marot seems to have played
a greater role in the design of Hampton
Court than he had at Het Loo, designing the
great fountain garden and perhaps the privy
garden as well; there was a greater intricacy
and a more sturdy character in his parterre
designs here than in those of contemporary
French gardens.®® The great quantity of
clipped shrubs in the Hampton Court gar-
den and a certain rigidity of plan may have
reflected a Dutch taste imported to England
by the new monarchs.6

In 1715, the first volume of another impor-
tant collection of views of contemporary ar-
chitecture appeared: Colen Campbell’s Vi-
truvius Britannicus, or the British Architect.
Campbell made preliminary drawings for
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67. Henry Hulsbergh (Dutch, d.
1729), after Colen Campbell,
Plan of Longleat, etching and en-
graving, 298 x 497 (11 3/4 x

19 5/8), in Colen Campbell, Vi-
truvius Britannicus, or the British
Architect (London, c. 1735), vol.
111, plate 63. National Gallery of
Art, Mark J. Millard Architec-
tural Collection, David K. E.
Bruce Fund 1985.61

the illustrations, and Henry Hulsburgh pre-
pared the etched and engraved plates.®” As
the title of his work suggests, Campbell con-
ceived the project as a means of promoting
his view that British architects should follow
classical, Vitruvian principles, principles
that had been revived in the Renaissance by
Andrea Palladio and more recently by Inigo
Jones, the architect referred to in the title as
“the British Vitruvius.”6® At first, Campbell
intended to produce just two volumes, but
either there were more important buildings
to represent than he had initially recognized,
or his success was more resounding than he
had hoped; in 1725, he brought forth a third
volume. Altogether, his work illustrates 103
structures in plan, elevation, section, and
perspective; it provides indispensable infor-
mation on English architecture and land-
scape architecture of the late seventeenth
and early eighteenth centuries.

The third volume is especially interesting
to historians of landscape architecture be-
cause in it, Campbell began to include per-
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spective views and plans of gardens as well
as of architecture. One of the gardens that
Campbell included in his third volume was
that of Viscount Weymouth’s Longleat
House in Wiltshire (cat. 67).° Longleat is
sometimes cited as having one of the fore-
most examples of a French-inspired garden
in seventeenth-century England.”® The gar-
den was the creation, around 1690, of
George London, a nurseryman and designer
who was “one of the last of the great formal-
ists” in English garden design.”! London vis-
ited France and acquired a clear understand-
ing of French baroque garden design,
perhaps partly from his fellow Englishman,
John Rose, a pupil of André Le Nétre. In the
plan of Longleat one sees, for example, a
unifying system of perpendicular and diago-
nal avenues and the promise of diverse visual
experiences as one moves through the gar-
den. A patte d’oie radiated through a wood,
and the grand canal and cascades were also
typical of French baroque gardens. And yet,
there was also a sense of obsessive orderli-



68. Henry Hulsbergh (Dutch, d.
1729), after Colen Campbell,
Castle Howard, etching and en-
graving, 380 x 525 (15 x 20 5/8), in
Colen Campbell, Vitruvius Bri-
tannicus, or the British Architect
(London, 1725), vol. lII, plate 5.
National Gallery of Art, Mark J.
Millard Architectural Collection,
David K. E. Bruce Fund 1985.61

ness and even rigidity in the way the garden
was divided and subdivided that was sugges-
tive of a Dutch influence. Longleat should
perhaps be understood as an archetypal
product of a period in English landscape ar-
chitecture when different foreign styles dom-
inated the field, sometimes interacting to
create unique, hybrid designs.

George London was invited to submit
plans for another garden that was illustrated
in volume three of Vitruvius Britannicus: the
third Earl of Carlisle’s Castle Howard. His
plans included canals, radiating avenues,
and circular lawns; they also called for the
imposition of a star shape upon the Earl’s
cherished Wray wood, a venerable forest on
a hill to the east of the Castle. Perhaps it was
the proposed virtual destruction of his wild

forest that most displeased the Earl; in any
case, he rejected London’s plans and pro-
ceeded to develop his own design, a design
that was to mark the direction in which
landscape architecture would evolve in the
second half of the eighteenth century.”? The
bird’s eye view of Castle Howard in Vitru-
vius Britannicus, presumably based on an
architect’s drawing of about 1717, is taken
from the north (cat. 68). Behind the castle
one sees the thirty-one acre parterre with its
immense “wilderness” of evergreen shrub-
bery. This “wood within the walls” has an
asymmetric system of straight-walled corri-
dors. Two obelisks mark the centers of the
two sides, and a classical temple stands at
the middle of the south end. Wray wood,
where the Earl worked out the most signifi-
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cant and unique design—probably with the
assistance of Stephen Switzer—lies to the
east and is unfortunately not included in this
view; perhaps that aspect of the garden most
interesting to twentieth-century viewers was
not immediately recognized for its innova-
tive qualities.”?

Castle Howard had one of the first “land-
scape gardens” to be created in England. A
poem describing the garden, possibly written
by Lady Irwin, the Earl of Carlisle’s daugh-
ter, is filled with associations between the
garden and ancient literary settings and dei-
ties. Of Wray Wood, the author wrote

Not greater Beauty boasts th’ldalian
Grove,

Tho’ that sacred to the Queen of Love.

Such stately Trees encircle ev’ry view,

As never Dodanas Forest grew.”*

The Earl of Carlisle intended to evoke Ely-
sium in his garden at Castle Howard, to “re-
create the imagined scenery and atmosphere
of ‘the Golden Age. ™73 This aesthetic goal
became the primary motivating factor in the
development of the landscape gardening
style in Britain in the early eighteenth
century.
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