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ABSTRACT
'FORMALISM IN THE VICTORIAN GARDEN

by Jan Carder

This study attempts to comsider changing attitudes to formalism in
the English garden during the Victorian‘period. It begins with the
decades dominated by Loudon and concludegs with what might be termed
the triumph of formalism in the ‘late' Victorian and- Edwardian
periods. The area chosen as- a .case study is the county of
Derbyshire and its periphery, which -contains such gardens of

monumental-and seminal importance as -Chatsworth, -Haddon Hall and
Trentham. '

By looking at relevant publications and by visiting and recording
surviving and almost vanished gardens, this thesis demonstrates how
the Victorians resolved the problem of-the co-existence of 'Art' and
'Nature' in the design of the formal garden -and its relationship to
the house.  The prolonged debate about formalism and its varying

interpretations, is explored both in terms of writing on the subject
and practical design schemes. '

The Victorian period is wusually seen as one of revivalism and
eclecticism in terms of its architecture - this is'equally true of
the design of gardens. The importance attached to the romantic and

historical associations of gardens is exemplified -~ in. their
restoration and imitatiom.
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PRULAUL S

It is not easy to define formalism in the Victorian gardén.”Quite

apart from the problems of defining the garden as separate from

the park, formalism as a Victorian concept is very elusive.

Dictionary definitions indicate that "formal'" can be used in the

general sense of '"pertaining to the visible form, arrangement, or
external qualities" of a garden; whereas "formal style " indicates

the widely accepted sense of '"regular or geometric'" or even '"symmetrical"

arrangement of parts. But as Blomfield wrote in The Formal Garden in

Ingland (1892),

The formal system of gardening is a question-begging
name. The formal treatment of gardens ought perhaps
to be called the architectural treatment of gardens
for it consists in the extension of principles of
design which govern the house, to the grounds which
surround it. (1)

He saw the object of formal gardening as bringing the architectural
qualities of "restraint, and if not symmetry, at least balance'" to
the garden.'Thus the formal garden will produce with the house a
homogeneous result which cannot be reached by either singly." (2)

Another sense of "formal' is ''ceremonious', or "suited for
formal occasions in which conventional behaviour is appropriate'.
"Formal'™ in this scnse may well be applied to the design of palatial
Victorian country houses and their immediate surroundings, where
schemes were calculated to demonstrate the status of the owner;
similarly,. the grand promenadé in public parks of the 19th-century
could in this sense be termed "formal.

The Victorians used a number of synonyms for '"formal' which
were widely interpreted in different contexts and at different
times. Thus ,by 1840 Loudon, probably the most influential of‘the
- 19th-century garden theorists and promoterlof the ""gardenesque
style' which he initially called the '"natural!, was insisting upon
the "axis of symmetry". Hle also distinguished between what he saw '
as two very distinct styles of laying out the grounds immediately
surrounding a country residence:

o « o the first of which is called the Ancient, Roman,
Geometric, Regular or Architectural Style; and the second,
the Modern, inglish, Irregular, Natural or Landscape 3tyle.(3)

The Geometric slyle is characterized in Italy by "flights of

4]

teps in the open air, terrace wall s. vases and statues", in
T

ance by '"long avenues', and in Holland by "long, straight

&

canals, and grassy terraces. Thus we have the Italian, the
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INTRODUCTION

Much recent work of importance has dealt with the Victorian
and Edwardian country house (Girouard, Franklin, Aslet et al.). On

a national level The Buildings of England by Sir Nikolaus Pevsner

sometimes devotes attention to gardens and parks, usually dealing
adequately with garden buildings, but frequently paying little attention
to the gardens unless a nationally established figure is known to
have worked there. The two editions on Derbyshire (1953, 1978)
indicate that some attempt has been made in the second to remedy

important omissions in this respect. The directory, The Derbyshire

Country House (1982) by M. Craven and M. Stanley, is typical in that

it deals only with the architecture, the lineage and connections of
the owners and makes little or no mention of the grounds at all. -
in this sense it seems to have progressed little since Tilley's day. (1)
Little recent attention seems to have been given to the concept of
unity of design of house and garden. ‘In a recent review of two
" books dealing with the Victorian garden G. Darley comments that’
'there is an inexplicable gap in published garden history of the
Victorian period; it is dismissed equally by scholars and by those
writing for a more general readership.' (2)

Current literature on the subject seems to be addressed to
architects, architectural historians and visitors to country houses on
the one hand, and horticulturalists and garden enthusiasfs on the

other. Research by ]. Gallagher (3) suggests that the visiting public



is not so divided in its interests as the literature suggests and that
more ;nfor:nation on the inter-relationship of house and garden anq
their historic development'.would be welcomed. She found that guide
books to country houses pay scant attention to gardens; that few
guides explain the theoretical or aesthetic concepts upon which
designs have been based; that few guides mention the importance
of gardens in social history, the development of gardening as a craft
and the ways in which the development of techniques of gardening
have influenced gardening design. She also found that the material
in 'garden guides' (i.e., as opposed to country house guides covering
tiouse and garden) is heavily, sometimes exclusively, weighted towards
plant description and fails to inform the growing interest in history
and design. a

Most of us are familiar with guide books which are excellent
in their dealings with historical buildings and their contents, but
“requently fail to make more than a passing reference to the
féurrounding grounds and least of all to the inter-relationship of the
- two. True, the ephemeral nature of gardens has meant their
greater vulnerability than the buildings with which they are
associated. NeVertheless, their significance, together with the house,
of which, in many - instances they form a conceptual unity, makes
them an essential part of the apparatus necessary to an understanding
of the period in which they were designed and laid out. This
suggests that there is a need for an approach to the literature on

country houses and their gardens, parks and estate buildings which




acknowledges their independence and provides more information on
their combined development: certainly Gallagher's research implies
that the' general public would like much more information on the
development of the gardens and on their designers.

Although conservation is not a theme. of this essay, it is
worth commenting that the current surge of ‘interest in historic
parks and gardens and their conservation, on the part of the general
public, can perhaps be seen as a reaction to pressure on the landscape
in ccneral.

The problems associated with any study of 'garden history are
seif-evident. The gardens themselves are particularly vulnerable.
Not only are they in a state of constant change in terms of the
growth and decay of plant material, but inasmuch as they reflect
:=i's  changing attitude to his environment they can be altered
~ridly according to new taste, fashion or need. The high cost of
maiatenance has led to the neglect and ruin of many once famous
g:‘rnléns, iaid out when labour was cheap and plentiful, or to their
~.daptation or alteration to new uses such as schools or hospitals.
New land use in the form of housing estates, car parks, motorways
and general urban expansion has caused much destruction. Although
the Victorian period- is relatively close (perhaps for this reason) it
is not a period that has been treated with much respect until fairly
recently. Earlier this century, wholesale destruction of monumental
Victorian architecture took place without arousing much public

protest. The fact that many of the Victorian gardens were so



labour ~intensive means that generally they have not survived so well
as the eighteenth century landscaping.

This study is _contained broadly within the Victorian period,
although of coufse the terminal dates 1837 - 1901 are artificial to
any thematic study and some discussion of the ideas formulated
earlier in the century is essential to an understanding of what
follows. Victorian gardens are not just a post—1837 creation, nor
is there a sudden change in 1901 - there are considerable changes
throughout the century. Reference is made to the reactions to
cighteenth century landscaping and Repton's reintroduction of formal
ciements; similarly reference is made to the Edwardian period which
can be seen in some ways as an extension or. perhaps a culmination
of the debates about garden design which have been taking. place
throughout the nineteenth century. However, the gardens selected
are -creations which fall mainly within the Victorian period - the
first investigation beginning after Paxton's arrival at Chatsworth
"‘..-'.i'::’s"'j_*‘1826 and the later investigations cencluding with Renishaw _Héll
wuere the gardens were recast by Sir George Sitwell ¢.1890,
Thornbridge Hall which underwent a nmumber of alterations and
extensions, but whose main garden features are probably c.1905
and Ednaston Manor, a Lutyens house designed in 1912 for W.G.Player,
the Nottingham tobacco magnate and where Lutyens also deéigned
the formal gardens surrounding the house.

The difficulties of conceptual interpretation in attempting

to define 'formalism' are considerable. The gardens at the beginning



of the nineteenth century are not the same as at the end of the
period - the relationship between the landscape, the garden and the
house undergoes changes. These changes are reflected in the garden
literature, from writers and artists discussing artistic philosophy
to Loudon's encyclopaedic works; from periodicals and practical
handbooks to treatises on the architectural garden. However, The-

Formal Garden in England (1892) by Blomfield seems to be the first

time that the word formal, relating to a garden, is used in a book
title.

In order to explore the concept of 'formalism' in Victorian
gzarden design this study looks principally at country house gardens.
These are the gardens which the upper classes laid out round their
houses and which traditionally set the fashion for others -to follow.
A number of gardens laid out for industrialists and some importarit
mintic parks and arboreta are also looked at. Cemeteries are not
gcait with, neither is the public park movement nationally nor its
“etf’act  on town planning. Similarly plantsmanship, which would
deiwsand a bétanical approach, falls outside the scope _Q_f this
study.

One reason for concentrating this researéh on Victorian garden
design is that the wealth of literature dealing with the architecture
of the period, for the most part, fails to take the surrounding grounds
into account. While there is an increasing recognition of the

richness and variety of Victorian domestic architecture there is still

a lingering rejection of the Victorian formal garden which has



inhibited study and quite often engendered narrow stereotyping and
- misconceptions.  The Victorian formal garden is wusually described
as being the epitome of bad taste. Increased interest in recent
years for the Victorian period and its artefacts has not included
a reappraisal of the formal garden, but has rather reiterated its
vulgarity and ostentation. Garden historians have generally focusfed
their interest on garden designers like William Robinson or Gertrude
Jekyll, perhaps because they. can be more readily recognized as the
precursors of attitudes to planting and design which are popular and
widely advocated today.

These assumptions posed a number of questions in this reseafch.
Who were these arbiters of taste? What. was meant by The Formal
Garden? When and why did its( popularity decline? In spite of
- smwzh  adverse criticism the formal garden can be shown to have
>been highly popular at all levels of society and particularly among
ihe aristqcracy: it seems also to have been - variously and Widely
larorpreted. The vast numbers of people whb flocked to the
Crystal Palace Gardens or to the newly opened parks in the niqeteenth
century were frequently drawn there by the attractions of the
ceometric floral displays of carpet bedding and the floricultural
~xhibitions. In spite of the fact that vAvr.iters on garden design still
deplore these highly colourful, carefully controlled schemes of bedding
out, they are still widely practised by municipal authorities and are
apparently still widely admired. The amateur attempts to emulate

these methods of planting in small private gardens are surely an

10



indication of their enduring popularity.

In trying to understand what Formalism meant to the Viétorians,
it soon becomes clear that it was subject to a wide variety of
interpretations at different periods in time and within different
contexts. What had started as a reac.tion against the landscaping
of Capability Brown, led by UVedale Price and supported by Humphry.
Repton became a move towards an architectural treatment of the
immediate surroundings of the house which reached a climax by the
middle of the nineteenth century in "the work of J.C.Loudon,
W.A.Nesfield, Sir Charles Barry and Sir Joseph Paxton. The wealth
of new plants available, the improvements in the science of
horticulture, the invention and improvements of mechanical aids
including the great improvements in greenhouse construction and
heating, and the development of manufacture of various artificial
types of stone for cheap mass production of replicas of garden
ornaments, statuary, fountains, urns etc., all contributed to this
rapid transformation of the grounds. Nurseries flourished to provide
greenhouse plants; garden labour was cheap and abundant. The
increasing demands of middle class owners of suburban villas with
more modest grounds was met by the development of a popular
horticultural press which provided information on gardening techniques,
descriptions and assessments of newly introduced plants, tools,
machines and devices. The successful cqltivation of newly introduced
plants and in particular the race to flower them became an increasingly

popular and prestigious pursuit among the wealthy. Thus, for example,

11



the collection and cultivation of orchids by the Duke of Devonshire
at Chatsworth or James Bateman at Biddulph Grange were typical
in this respect.

The problems confronting garden designers were to do with
absorbing all this new - material into the .framework of the English
garden without turning it into a mere collection of flowering plants
on the one hand, or just a spectacular display on the other. The
eclectic impulse was strong and as with Victorian architecture
many styles of the past were combined. Critics suggest that this
copying took place because a dominant style for the age »had not
been found and also that it displayed a lack of understanding of
the styles that were being copied. This research contends that
while it is true that a variety of sources can be readily detected,
their interpretation and adaption produced designs that were essentially
Victorian in spirit.

The relationship between the house and .garden was quite often
ziiremely important. Domestic. aréhiteqtural schemes were
- irzguently accompanied or quickly followed . by equally ambitious
schemes in the garden. Sometimes it might be little more than a
auestion of providing a suitably magnificent setting in which to
display a house to. its best advahtage. In this instance, the main
emphasis may well have been on spectacular display. At other
" times a fashionable revivalist building or restoration work on an
old house might well be paralleled by a similar approach to the

layout of the grounds. This often illustrates an attempt to create

12



an overall scheme to uphold, or even generate, the notion of a
long estaplished family whose roots in the past could thus be
expressed , visibly and _pow'e'rfully', in the present. Here, social change,
shifts in patronage and social aspirations can be detected.

Towards the latter part of the nineteenth century the
controversy about formalism developed into a personal battle in
which the protagonists were William Robinson, landscape gardener,
and Reginald Blomfield, architect. (4) Their polarisation of gardening
and architecture reflects the increasihg specialisation and separation
of developing professions. What Robinson saw as a futile attempt
to combine two distinct studies in the term ‘'landscape architect'
did eventually become a discipline in its own right in the twentieth
century. In spite of his indignation at the notion of an architectural
garden, by the end of the ninetéenth century, the. concept ofﬁ the
gardion as an outdoor room or extension of the house was very strong.

*

Y"1 many people, the collaboration of Lutyens and Jekyll illustrates
ihc notion of a conceptual unity which allows for ‘formality' and
'nature', not only to coexist, but to harmonize in such a way that
each is able to exploit more fully the differences.

Fdr the purposes of this study the gardens of the county of
Derbyshire have been chosen together with some particularly
important examples on its borders. To any. outsider, in terms of
soil and climate, the area might seem unpromisingly harsh and

barren. However, the proximity of the great aristocratic estates,

the Dukeries in Nottinghamshire, the vast estates of the Dukes of

13



Devonshire, Rutland and Sutherland make it a particularly interesting
and fruit‘ful area; one of the most important features in the area
and central to much’ af ‘the * discussion in this dissertation is
Chatsworth. ~ Chatsworth is of particular importance,not only because
it illustrates the changing attitudes to garden design and its
relationship to the house over several centuries, but.aléo because the
schemes carried out in the grounds by the Sixth Duke of Devonshire
in partnership with Sir Joseph Paxton achieved international fame
in the nineteenth century. Their ideas filtered through Derbyshire
in the Crystal Palace, throughout England and beyond. It is
in;teresting to speculate to what extent Chatswerth became a natural
centre for the lesser aristocracy and parvenus to come to when
setting out their own grounds. Contemporary newspapers and
magazines certainly provide innumerable accounts of their visits
i» Thatsworth. Paxton, a prominent witness when the Bill to extend

Manchester, Buxton, Matlock and Midland Junction railway line

PR,

“came before a parliamentary. committee, made a point of the large
traffic that had to be served by coaches and mentioned _fhat the
number of visitors to Chatsworth alone was over sixty thousand
annually, (5) This was in 1848 and presumably with the eventual
extension of the railways even more visitors would have been able

to come to Chatsworth. According to Chadwick,

Gardening as practised at Chatsworth became the model
standard by which gardens everywhere were judged:- no-one
had a finer range of glasshouses, no-one produced finer fruit,

no-one prop &ated so many curious exotic plants, no-one had

14



such a variety of wonders within the compass of one garden,
nowhere else was there a garden so neatly and efficiently
kept: Chatsworth was the Mecca of' the nineteenth-century
gardenér in the ‘thirties, forties and fifties, and even if
Chatsworth palled, then the grounds of the Sydenham Crystal
Palace provided a new wonder. (6)

- The combined enthusiasm and talents of a wealthy aristocratic patron
and an ambitious young man like Paxton, who with his interest in
industry and- invention might be described as a 'man of his age',
highlights the coming together of tradition and innovation, of 'land
cwnership and industrial development, which is such a striking feature
ui the period.

The county also illustrates the work of J.C.Loudon in the
form of the Derby Arboretum, a pioneer public park given to the
town by Joseph Strutt. The early work of Robert Marnock is to
22 found at the Sheffield Botanical Gardens and in the houses of
t:cal  industrialists; William Rarron's creation - for the Earl of
tizrrington is to be found at Elvaston Castle - a uniquely romantic
u»?_fﬁ.-‘i:Aien. Furthermore, the work of Paxton's pupils, such as Edward
Milner and Edward Kemp,are well represented in the county. |

One of the many interesting reactions to urban and industrial
development in the nineteenth century, is to be found in- the
fascination with mediaevalism and a romantic and nostalgic
interpretation of history. This is amply illustrated by numerous
examples of Victorian neo-fbthic and neo-Elizabethan or Jacobean

domestic architecture in the area. Of particular interest in this
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connection is the influence of the terraced garden at Haddon
Hall - perhaps no other garden has had an impact like Haddon, in
the county or in Eng]and, on the romantic revival. These gardens
also. provided a.n important example for the Arts and Crafts
Movement and for those writers championing the formalism which
was so important to the architect's garden. (7) This highly romantic
garden incorporates a high degree of formality. One of the most
outstanding exainples of the Italianate is to be found in the house
=ud gardens at Trentham, laid out by Sir Charles Barry, and perhaps
nowhere is eclecticism better represented than at the gardens of
Piddulph Grange.

The expansion of the railways made it possible to commute
-grcater distances from the country to the large towns. . The
development of the suburbs with their villas, gardens and -parks led
to the emulation of the vast estates of the wealthy on a small—scaie,
with variable results. Much of the literature published in. the
second half of the nineteenth century was directed to these new
::wners of smaller grounds. The emphasis on plants, which had
become an essential amenity, could now be enjoyed at every level
uvf ownership, déwn to the suburban and cottage garden. There are
cxcellent examples in the area of houses and gardens that were
built and laid out for cotton barons and other wealthy industrialists
at Willersley, Burton Closes, Osmaston Manor, Cressbrook Hall,
and Stancliffe Hall. Besides the Derby Arboretum and the Sheffield

Botanical Gardens, a splendid example of a public park in a spa
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town is to be found in the Pavilion Gardens, PRuxton, and to a
smaller extent Howard Park, Glossop. For the conclusion of the
period, important late Victorian and Fdwardian gardens are still extant
at Renishaw Hall, Thornbridge Hall and Ednaston Manor.  This
study does not attempt to provide a definitive record of all nineteenth
century designed landscapes or gardens in the area, but relies on a
selection dependent on access and availability of material.

There are problems of source material in presenting this
work. The gardens mentioned in the area have all been visited
and photographed - their vulnerability has already been discussed.
Primary sources for garden history are épar-se, Chatsworth being
the principal exception to this rule. (8) For some gardens which
still survive, primary material is almost negligible, presenting
diffiéulties of precise dating and of attribution to a particular
designer, especially where replanting has taken place. Here again,
“hatsworth s supreme because it has always been well looked
elter. The. question then is - where does non-visual evideﬁce cbme
from? It does not come principally from primary matt_arial in
wcrms of manuscriptsor original plans or drawings, but from pictures,
prints, publications and travelogues. Nineteenth century topographical

views of gardens are used in horticultural journals and The Illustrated

Leondon News is an excellent source. The early guide books to

country houses are often wuseful and these increase with the
development of the railways and tourism, e.g.,, Jewitt's Illustrated

History and Guide to Haddon Hall (1880). An earlier example is

17



by Morison, entitled Haddon Hall (1842) containing about thirty
lithographs of topographical views, but no .teit. These books of
views of country houses — and gardens are very much a nineteenth
century phenomenon. Popular prints based on paintings were available
for travellers and tourists, frequently appearing on ceramics, popular
- as souvenirs before postcards were available (9) - these provide a

primary illustrative source. Publication of Country Life began in

1897 and provides one of the principal photographic sources. By
the late nineteenth century a number of books on gardening are'_
u'sing ‘photographs, and prints from photographs are widely used
in the horticultural periodicals. The collection of aerial photography
at Cambridge University provides a fascinating archive and is
particularly useful for revealing outlines of .long vanished parterres
or the earthworks of formal gardens that have been tu.rfed over,
S for example at Clumber in Nottinghamshire, where the ornamental,
-;':i-:,';ianate gardens of the nineteenth century were swept away as a
~vnsult of the demolition of the house ¢.1938. - An aerial photograph
taken in 1949 clearly showé the outline of the beds and walls.
(Fig.12.7) My own photography .provides a valuable source - I have
kept a photographic record‘ of every site studied in this dissertation, |
part of which is submitted with this text. |

Of the primary sources in print, the gardening magazines of
the nineteenth century are a considerable help, but generally
speaking, they are biasjed towards plants rather than design; although

the photography in Country Life is excellent, the articles are biasged

18



towards the owners' genealogy. The treatises of the nineteenth

century from Loudon through to Sitwell's On the Making of Gardens

(1909) provide a valuable insight into attitudes to formalism in
Victorian garden design. The guide books to country houses tend
to deal only incidentally with the gardens - the exception again

being Chatsworth. Topographical travelogues of the area like Adam's

Gem of the Peak and Croston's On Foot through the Peak provide
a useful source - of information, although with the exception of
Chatsworth, the focus on the gardens is often minimal. Latterly,

ihe periodicals Garden History, the journal of the Garden History

Society (10), and the Journal of Garden History, an international

quarterly (11) have published articles which,' ‘have cast light on
this study. Volumes on conservation have been useful, in particular

2iddulph  Grange Conservation Area published by Staffordshire

- County Planning Department (1977). Libraries’ containing archival
material, in particular the Chatsworth library and the Lindley
library of the Royal Horticultural Society have brovided important
source material. Ultimately, the gardens have to spgak for
themselves - they are primé documents in this study, whether as
amazing survivals or as disappearing fuins; .' The zirchaeolog'y of
gardens and twentieth century restoration or recreation are not

within the scope of this study.
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NOTES TO INTRODUCTION

TILLEY, J., The Old Halls, Manors and Families of Derbyshire,
(1892). )

The Journal of Garden History, Vol.5, No.3, (1985), p.318:

G.Darley reviews The Victorian Garden by T.Carter (1984)
and The Victorians and their Flowers by N.Scourse (1983).
GALLAGHER, ]J., Visiting Historic Gardens, (Leeds, 1983).

Their writings make it clear that there was much that they

could have found to agree upon. Robinson wrote a scathing
review Garden Design and Architects' Gardens (1892) of
Blomfield's The Formal Garden _in England (1892). Their

argument was about differentiating between the domain of

the architect and the gardener, but it was also a battle
between the ‘'formal' and the 'natural' schools of gardening.
'The very name of the book is a mistake', said Robinson
referring to The Formal Garden, (p.25) and 'Mr Blomfield
writes nonsense and then attributes it to me - ' (p.13).
MARKHAM, V., Paxton and the Bachelor Duke (1935), p.132.
CHADWICK, G.F., The Works of Sir Joseph Paxton 1803 - 1865,
(1961), p.252. | -

Haddon Hall and its gardens are cited and illustrated in:
BLOMFIELD, R., The Formal Garden in England (1892), p.18,
fig.1. ‘ ’

GOTCH, J.A,Early Renaissance Architecture in England, (1901),
pp.132-3.

TRIGGS, 1, Formal Gardens in Engiand and Scotland, (1902),
pp.34-5, plate 59.

The collection of paintings, prints, plans and estate maps and
estate accounts, letters and diaries, etc., at Chatsworth is very
extensive.

The engravings of Haddon Hall and its gardens were quickly

used by the ceramic painters at the Derby factory and elsewhere.
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11,

According to J.T.SHAW, ed., Sunderland Ware, The Potteries

of Wearside, (1973), a Haddon Hall plate was produced there

and in 1854 a Haddon Hall dinner service based on engravings
by William Mowat of Newcastle on Tyne. There are two
earlier examples of ceramic decoration which feature painted
views of Chatsworth: a late eighteenth century Pinxton mug
which has a view from the north-west and shows the eighteenth
century landscaping on the western front of the house, an;i
an elaborately gilded Derby plate painted c.1815, which shows
the east and north fronts before the Sixth Duke's reconstruction
and a parterre laid out in the gardens on the eastern side of
the house. Both of these pieces are in the Devonshire
collection. ,

The inaugural meeting of the GHS took place in November
1965. Publication of the journal in its present form began
in Spring 1981, ‘
Publication began January - March 1981. -
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2. FORMALISM: CHANGING -ATTITUDES - TO THE 'ARTIFICIAL' AND

THE 'NATURAL' o

In 1929 Thomas Mawson became the first President of the
Institute of Landscape Architects. As Ottewill says, '‘The pendulum
which, since the seventeenth century, had swung between garden
architect and landscape gardener had thus come to resf at a
profession which sought to combine both roles.! (1)  Although
much of the nineteenth éentury debate about garden design is
couched _in aesthetic terms and can be seen as a reflection of
changing taste, it can also be used to illustrate the growing rivalry
for recognition of professional status between the architect and
the landscape gardener during the second half of thé century.
This culminated in the vitriolic battle between Reginald Blomfield,

architect and author of The Formal Garden in England (1892),

~and William -{“obinson, landscape gardener and author of a number
of books on planting and garden design, nowadays best remembered

for The Wild Garden (1870) and The English Flower Garden (1883).

While this argument was most heated about the relative
roles of the architeet and the gardener and their respective domains,
it also highlighted the debate between the 'formal' and the 'natural’
schools of gardening, which had been argued on and off since the
early eighteenth century. Ottewill states that the outcome of

the argument in the 1890s 'succeeded in re-establishing the architect's

22



overall control of the garden, a position from which he had been
ousted by the landscape gardener in the eighteenth century.' (2)
This conclusion seems to ‘be supported by Tipping, who wrote as late
as 1922,
We favour the architectural treatment of such capable
designers as Sir Edwin Lutyens, Mr Harold Peto and Mr Inigo

Thomas, as seen at Folly Farm and Hestercombe, Buscot
and Iford, Athelhampton and Rotherfield;

but he then continues,

but we have an equal affection for the natural gardening
of Mr William Robinson at Gravetye and of Miss Willmott
at Warley, and for the. more botanical treatment of
Mr Frederick Hanbury at Brockhurst. (3) |

The fusion of 'the formal' with 'the natural' by this time can be

seen in the collaborative efforts of the architect Edwin Lutyens

" and the gardener Gertrude Jekyll. Jekyll's use of colour and -

texture and her 'natural' planting juxtaposed with Lutyens' ‘'formal'
‘architectural framework combined to create this unity of house
-and garden which was so much sought after. It did in fact create
a new picturesque fusion of the architectural with the ” ﬁatufal,
and the approach also combined elements that were both romantic
and rural. The Arts and Crafts approach to craftsmanship and
the use of materials is well illustrated here, where plants are
used as material for colour and texture as well as water, wood,
stone and brickwork.

An example of a new type of publication, properly illustrated
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with plans and photographs, which began appearing at the turn of

the century to meet the increasing demand for historical accuracy

was Formal Gard.ens in England and Scotland (1202) by Inigo Triggs.
This was illustra{ed- with designs for knots, parterres and mazes
reproduced from seventeenth century or earlier sources and included-
examples of topiary- work and plans and elevations' of houses and
gardens drawn ‘to scale by the author. In the preface  Triggs-
elaborates on the theme of the formal garden and its relationship

.6 the house.

The present work has been prepared chiefly with the object
of showing by means of a series of studies of some of the
most complete and historical gardens now  extant in this
country, the ‘principle involved in their planning and arrangement
in relation to the house, which is the essential element in what
it is the custom to call a Formal Garden. (4)

il continues

. . . while "it is a matter for regret that the development of
the Formal Garden should have been interruptéd during the
many years' that landscape gardening held the field, it must
be admitted that this was largely owing to the excesses and
abuses which had crept in during the early part of the 18th
century, when the garden designer ceased to regard the
garden as a place for rest and pleasant recreation, in which
one loved to- be surrounded by familiar flowers and shrubs,
and looked upon it rather with a view to showing his own
skill in designing elaborate parterres and conventional scrolls,
often to be plotted out in coloured sands and box edgings.

Happily during the last few years a revival of the Formal
Garden has taken place, and as throughout the Renaissance

period architects may be said to have planned the setting out
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of the gardens surrounding the houses they designed, so it
is gratifying to see that those of our own day have awakened
to ‘the fact that _this work is quite within their province,
and that a much more pleasing and harmonious result is
likely to be attained when the main lines are laid out by
those who have designed and watched the building grow
than when left to the practical gardener alone. (5)

He includes HAaddon. Hall, Derbyshire, among his studies, illustratin-g
it with a scale plan of the house and garden together. A cross-section
through the gardén, also to scale, shows the terracing and its
relationship ‘with the SE elevation of the house and interestingly he
also includes a‘ detail of the terrace, showing the steps and mannerist
balustrade, features.. which were widely copied in other gardens. (6)°
(Fig. 84)- He is using Haddon Hall as an example of one- o/f ‘the most
complete hist.oriCalz _gardens in- which the principle in i/ts planning

szt arrangement was in relation to the house. He also comments

"z favourably on the . architect's involvement with the revival of the

'.f’_‘g‘fﬂ.'_ aal “Garden and compares “this with the Renaissance period when
‘archiﬁectS' planned. the setting out of the gardens surrounding the
houses they designed.

These ideas were not new and some interesting comments
are to be found early in the ninetéenth century. Henry Ijuesbury,
a Derby architect,' was making a similar point about .Haddon Hall

in 1837,

.« « o it must not be omitted to mention the great skill and
throroughly artistic feeling with which the gardens have been

composed. The ground was originally a rough and focky
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hill side, of irregular slope, apparently anything but favourable
for the purpose, but the artist has turned defects into beauties,
and by a judicious arrangement of terraces and parterres,
has produced 'a. design worthy of the most attentive study.
The balustrade, with the flight of steps in the centre, leading
down to the 'middle terrace, not only forms a beautiful
object from the windows of the Long Gallery, and indeed
from every 'point where it can be seen, but by carrying out
the line. of building connects the gardens with it, and in
accordance with - the practice of the best Italian masters,
makes the gardens and the building one composition, the
Hall itself being only a part of one grand design; surely
"the necessity - and propriety of thiss system of composition
cannot be too much insisted upon, in opposition to the
practice so common amongst us, of employing an architect
to make the design of the House, and then setting a landscape
gardener, as he is called, to make a number “of crooked
gravel walls about it, for the most part, as might be

expected, sadly unconnected, and out of harmony with the
building. (7)

This quotation is useful for a number of reasons.. It' shows

the interest in Haddon Hall was of long standing; it also shows "the
concern ‘for unity of house and garden; and it implies, in its contempt
for ‘'crooked gravel walks', a desire for a return of the formal
garden being expressed considerably earlier in the century.

The equatioﬁ of formality with the practice of the- Italian
masters is significant at this date., Charles BRarry was already -
involved in Italianate architectural schemes -at Walton HHouse and
The Reform Club, but at Trentham he was working on an ambitious

scheme for the 2nd Duke of Sutherland altering and adding to the
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existing house aﬁd laying out the large area of ground between the
house and the iake -in elaborate Italianate formal gardens. Probably
the. earliést example of - Italianate architecture being 'iinked with
a formal Italianate garden scheme ‘is The Grange in Hampshire. (8)
Here, the house having been altered and extended, had a 'lavish_
conservatory attached to it by 1824, and by 1825 - 6 architectural
gardens had been .laid out before the west and east fronts. (Fig. 2 )
This is” a good illustration of the way in which picturesque
landscaping of architecture was combined with architecturalisation
of the landscape. Wa‘tkin points out,

The wholeA house then, affords a perfect example of the "way
in which Picturesque planners feel obliged to impart to the
house something of the irregularity of the natural setting,

and to the setting something of the formality of ‘the house.

. (9

" The 'Gardener'§.I\Aagazine in 1826 commented,

The ornamental scenery, immediately surrounding the garden
fronting the house, partakes of the symmetry of its architecture,
(10) '

The formal vocabuléryA of Italianate gardens usually -involved:
a framework of .clipped hedges, balustrades, terraces and stréight
gravel walks, statuary, regular pools and fountains, “with some sort
of symmetrical bala{ncing of parts. Tudor and Elizabethan gardens
had - often included raised terraces' and thick hedges, perhaps
residual features from earlier times when exclusion or protection
from the outer .world was required. The Italian renaissance

influence is principally to be found in the element of symmetry..
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Symmetry is frequently interpreted as being synonymous with
formalism, even when used in schemes which- are not necessarily
Italianate. The term ‘'formal' is generally ~used in opposition to
thé 'natural' or even to 'Nature' herself. Hence the 'regular',
'geometric', ‘architectural', ‘'symmetrical', 'rigid' or 'stiff' are all
terms associated at different times with formality and similérly the
'irregular’, ‘unconstrained'; 'winding', 'serpentine' or 'free' are
terms frequently used to denote its opposite. Hogarth's celebrated
line of beauty is.-the serpentine, which in this context indicates ‘the
beauty of Nature.

The chief problem in attempting to define what  is meant by
the 'formal' garden is the fact that the concept is widely used
and ‘subject to a variety of interpretations. Girouard suggests
that there were. two main traditions of mid-Victorian gardening,

the formal 1Italianate garden, with terraces, gravel paths,
stone balustrades, garden ornaments, and parterres patterned
“with bedded- out flowers, as  popularised by Barry and
W.A.Nesfield; and the ‘'gardenesque' garden, as popularised
by Loudon. The latter was a development of the picturesque
garden of ' the eighteenth century, with eighteenth century
meanders tightened to highly stylized curves and wriggles, and
eighteenth . century lawns brightened up by yet more bedded-out
flowers. (11)

I would suggest that although Loudon considered the gardenesque-
to be 'Natural' both of these traditions are formal, and while  the
Italianate, in its .various guises, is fairly easy to recognize, this

quotation highlights the wide scope of interpretation available to
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the so-called 'gardenesque'.
It should be pointed out that the term 'formal' is rarely
used in writings.. In -"fact Hadfield suggests that Blomfield's

publication of The Formal Garden in 1892 is notable, among other

“things, for the surprising fact 'that it brought -the term °‘'formal',
- relating to gardens, into the general vocabulary for the first"time."
(12) Rohde, in 1932, also suggests the phrase: 'formal garden'
is modern, 'In mediaeval Tudor and Stuart times it was never used,
doubtless for the excellent reason that no other type of gérden'
was known.' (13). By the end of the nineteenth century and the
beginning of the twentieth century it wusually referred to the
architect's extension. of . the house into what was sometimes 'described
as a series of outdoor rcomé; in the mid-nineteenth century the
formal was synonymous with the Italianate garden, albeit a rather
colourful  interpretation, but earlier in the century the meaning
SRS not always so clear.

To understénd this early nineteenth century confusion -it is
s&cessary  to look. at the ways in which attifudes towards the
landscape movement of the eighteenth century had undefgone' a
number of changes.. Horace Walpole had praised Capability Brown
because he copied nature so closely in his works that they -could
be mistaken for it. High praise indeed! Imitation of nature or
the creation of a. natural landscape had developed in the eighteenth

century as a reaction against the earlier formal or geometric

gardens - it had extended to encompass the park and sometimes



even the outlying landscape. Many of the old formal gardens were
swept away and replaced by rolling greensward and aesthetic
tree-planting; the _substitution of the ha-ha for enclosing walls
meant that now. 'all nature was a garden'. The house, surrounded
by parkland, had. become, in effect, part of the landscaped park.

In striving to do away with the old formality, the landscaper,
perhaps inevitably,_ had really only substituted it with a different
kind of ‘formality, which in turnr became increasingly contrived.
By the end of the eighteenth century reactions to this supposed
‘natural landscaping' of the improvers became vociferous. The
debate concerning. ‘the relationship between 'Art' and 'Nature'
which had been. argued throughout the century, began to shift
ground. The landscape @ of Capability Brown came under- -fierce
attack from the supporters of the Picturesque, Gilpin, Price- .and
~g‘nt, who were 'eastigating his work and that of  his followers
¢ destroying nature and for being too formal. Their attempts
to recreate a | pastora_l landséape, ' influenced by paintiﬁg‘ ~and
liiterature were - seen to be imposing an equally artificial - 'scene’
or design on the .landscape. . Brown had swept lawns rigﬁt “up to
the walls of the house, eliminating terraces and banishing  or hiding-
the flower garden. This approach - was belittled by Knight as
'shaving and levelling' and creating 'one dull, vapid, smooth, unvaried
scene.! (14) Hunt and Willis point out that in one respect Brown's

work was the most radical of all landscape designers.-

He chose to emphasise the basic materials of a site - the
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lines and shapes and contours of its ground, waters and
trees . . . It is therefore to his work above all, that the
exact meaning of formal should be applied: for he rediscovered
the forms "of the landscape itself. . . His work inside
parks consisted of treating them as formally as their natural
materials allowed, which in its turn alerted his clients and
their ‘friends to the natural capabilities of the countryside
that lay beyond their estates. (15) ’

The 'natural' appearance of eighteenth century country house
parks is often highly artificial and only achieved by massive
remodelling of the .land surface and extensive replanting of woods
and vistas. Price and Knight objected to the  clump, the ‘belt and
naked water; even. the fir was castigated by Knight in The
J.andscape -

Banish tﬂe formal fir's unsocial shade (16) -

_:;.t-r:sumably because of its symmetrical shape, as well as ' being

an imported, non-native species. Poplars are also criticized,

But yet our planters rauch the poplar prize,

For its quick' stately growth, and sudden size:
And. if for gain they plant, the reason's good;
Since all .they want is quantity of wood.

Buf if, with beauty, they would charm the sight,
Something ‘is more required than size and height;
Which shown inshapes thus formal, thin and tall,

Make us regret they ever grew at all. (17)

Together, Price and Knight developed a theory - of the
picturesque, an aesthetic quality somewhere between the -‘sublime

and the beautiful, characterized in landscape by roughness and
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irregularity, wild ruggedness, chasms, dark impenetrable woods and

rushing streams, . -Heaime's illustrations to The Landscape by

Knight, caricature the kind of landscape they attributed to Brown
by displaying a naked serpentine stream, a featureless Georgian
house sitting on a. smooth carpet of barely undulating greensward
with a few clumps. of trees dotted about. The picturesque version
of the same scene, however, is full of texture and atmosphere
and nature run .wild - in fact, what could almost be called a
gardener's nightmare. The house seems to be loosely based on
Wollaton Hall or Hardwick Hall, both of which became increasingly
popular as models. for the nineteenth 'century builder, as did a
number of other notable houses of that period. (Figs.3-4)
In his thirteenth Discourse (1786) Sir Joshua Reynolds wrote
Gardening as far as gardening is an Art, or entitled to that
appelation is a derivation from nature; for if the true taste
consists, as many hold, in banishing every appearance
of Art, or any traces of the footsteps of man, it would no
longer be a Garden. (18)
This is another .comment which illuminates the debate about Art
and Nature, an eighteenth century concern with aesthetics which
polarises the artificial and the natural in a way which suggested
the two must always be opposed and separate.
In 1828, Sir Walter Scott, one of the most distinguished
critics of the landscape school, said, 'Nothing is more completely

the child of art than a garden.' He is here distinguishing between

the artificial and the natural and, interestingly, he does use
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the word 'formal’,

Water, even when disposed into the formal shapes of ponds,
canéls and artifiqial- fountains although this may be considered
as the greateéi violence which can be perpetrated upon
nature, affords effects beautiful in themselves, and congenial
with the presence of ornamented architecture and artificial
gardening. (19)

and when discussing greenhouses and conservatories,

. « o which, like the plants themselves, must be the production
of art, and art in its most obvious phasis.

. . . Their formality is to be varied and disguised, their
shapes to be ornamented.

. . « Upon the various shapes and forms of shrubs, creepers
and flowers, 'it is mnecessary to dilate; they are the most
beautiful of nature's works, and to collect them and arrange

them with ‘taste is the proper and rational purpose of art.
(19) |

-t’erhaps he is not using the phrase ‘'formal garden' in the  exact
;"F;ense that Hadfield and Rohde mean, but he is, nevertheless, clearly
‘}:it.a.eparating the formal and formality from the natural and nature,
although not necessarily polarizing art (the artificial) from - 'nature's
works'. Clearly he upholds the picturesque and bemoans ﬁuch of
the destruction caused by the so-called ‘'improvers'.

We are inclined to enter a protest against the hasty and
ill-considered . destruction of things which, once destroyed,

cannot be restored. (20)

He differentiates between the garden and the park and decries

the banishment of the garden. So far from simplicity being the
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landscaper's guide, he shrewdly comments,

it is not simplicity, but affectation labouring to seem
_simple . . . '

The garden artificial in its structure, its shelter, its climate,
and its soil, which every consideration of taste, beauty and
convenience recommended to be kept near b the mansion and
maintained, as its appendage in the highest state of
ornamental- decoration which could be wused with reference
"to the character of the house itself, has, by a strange and
sweeping sentence of exile, been condemned to wear the
coarsest and" most humbling form. Reduced to a clumsy
‘oblong,' enclosed: within four rough-built walls, and sequestered
in some distant corner where it may best be concealed
from the .eye to which it has been rendered a nuisance,
the modern - ‘garden resembles nothing so much as a convict
in his gaol apparel, banished by his very appearance, from
all decent society. (21)

Although the controversy - continues in nineteenth century
xx}riting, in practjcal terms a compromise seems to be achieved'
'1 the design  and .layout of gardens .which combine both formal
and informal elements. in various ways. It is Repton, the practical
gardener, who - makes. not only the obvious point that there are
significant differences between‘ a painting and a scene in nature,
but who also comments that

In whatever relates to man, propriety and convenience are

not less objects of good taste, than picturesque effect; (22)
and

that the landscape ought to be adapted to the beings which
are to inhabit it - to men, and not to beasts. The landscape
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painter may consider men subordinate objects in his scenery,
and place them merely as ‘figures, to adorn his picture'.
The landscape gardener does more:- he undertakes to study
their comfort an'd-convenience. (23)
His practical emphasis on comfort and convenience and his
re-introduction of. flower beds near the house are frequently
described as being. the first steps in the restoration of the art of
the garden. However, as Harris points out (24), ‘Brown's so-called
revolution really only | affected the great gardens and a study of
the minor gentry indicates that the formal traditions survived - well
into the 1770s and later. For example, when John Byng, the
future fifth Viscount Torrington, visited Welbeck in the course of
a tour of the Midlands in 1789, he was disappointed in the gardens
because 'there were no roses or other flowers'. (25)- This is an
“i.:"-—::s;;iresting observation because it suggests that in spite of the

"improver's hand', -Byng did still expect to find flower gardens.

larris suggest that. the early nineteenth 'century ‘'gardenesque' of-

Loudon's day was really 'a child of the eighteenth century'.

This may well be true in relation to the Englishman's' '.undying'

love - of flowers. and certainly eighteenth century influences on
Repton's work are. evident. For example, the irregular flower
gardens which dominated his eafly work show the influence of

William - Mason, author of The English Flower Garden of 1772 and

designer of the small flower garden at Nuneham for Lord Harcourt,

where irregular flower beds were dotted over the lawn. But there
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are other important social and economic changes which were reflected
in architecture and garden design. ‘What Gorer describes as 'The
Floral Explosion' (26). of the nineteenth century, that is the enormous
influx of plants into this country at that time, coincided with
rapid industrialization and wurbanization and the emergence of a
new and expanding, educatéd middle class. The new technology
in construction and heating of greenhouses, and a rapidly developing
middle class consumer market stimulated a new focus on the use
of colour, specimen . planting, and a revival of interest in vthe flower
garden and its ‘design. The problem was how toaccomm.odate
successfully so much that was new in an appropriate manner. The
influence of a growing historical consciousness only added to the
complexity and range of possible solutions.

Repton attempted to resolve these problerhs and he frequenfly
used historical precedents to justify some of his improvements.
s influence led to a more favourable approach to formalism,
often as a Gothic or Tudor revival.

More and more often, he was being called upon to give a
spurious -air- of antiquity to the newly acquired estates of
profiteers and war speculators, instead of to the ‘'old landed
interest'. Contemporary social and political conditions
also forced him to think about landscape in a much broader
context than was necessary in 1794: his writings increasingly
reflect his. concern that an estate should be landscaped to
reflect the intentions of a Dbenevolent landlord. From
1809 onwards he became personally aware of a new and even
more threatening (visually and socially) landscape - the landscape

of manufacturing industry. (27)
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Fragments on the theory and practice of landscape gardening (1816)

documents Repton's. retreat from the picturesque and his summoning
of formal elements. such- as terraces, Tudor knots and flower beds,
and even the return of the fountain, which had become such a
symbol of artificiality in the eighteenth century. Goode points- out
how the aesthetic. problems of landscape -gardening had by this
time -become inextricably involved with complex social and political
issues. In this context the picturesque controversy can be seen to
have become increasingly irrelevant, 'like a distant echo ‘from a
vanished age when. aesthetic questions could be the subjéct of a
icisurely discussion between gentlemen.' (28)

The important. connections between  revivalist -schemes and
social aspiration can thus be seen to be linked with the return of
ihe formal garden.: The importance of association in -the garden
tecame increasingly.- significant. The restoration or revival of “an
earlier formal garden might wellh be combined with ‘the’ problems -
of keeping up with the most prestigious ideas in terms of design
and layout, choice. of plants ’and inter-relationship between -house
and grounds. Consequently, a variety of terms are wused which

indicate either varying degrees or particular types of formality.
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3. THE INFLUENCE OF ].C.LOUDON.

A  wealth of gardening and horticultural magazines was
published early in the ninéteenth century and many of these were
directed specifically at owners of smaller . estates or suburban
villas and contained detailed advice on how to tackle the problems .
of garden design and management. J.C.Loudon was a leading
figure in this field and the influence of his writings has been
profound, not only during his lifetime, but throughout the nineteenth
century. It is probably true to say that Loydon provided many
later Victorian gardeners with their principal theories.

The Suburban Gardener and Villa Companion (1836) by

Loudon, has an extended title which indicates clearly ,sorrie of
thc changes which were taking place: 'comprising th? ‘choice of
a svhurban or villa residénce, or of a situation on which to forni
cne; the arrangement and furnishing of the house; and the laying
oui, planting, and general management of the Garden and Grounds,
the whole adapted for grounds from One Perch to Fifty Acres
and upWards in extent; and intended for the instruction of those
whu know little of gardening and rural affairs, and more particularly
for the wuse of ladies.,! He also distinguished between different
types of suburban property and grounds in a section entitled 'On
the Classification of Houses' (1), beginning with 'The Fourth-rate',
what we would now call terraced housing, and working upwards to
'The First-rate House' which had a park and farmery and was of

not less than fifty acres. An example of the first rate was
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Kenwood, Hampstead, which Loudon considered 'beyond all question,

the \C{nes‘t country residence in the suburbs of London'. The title,

The Suburban Gardener niakes it clear that Loudon was aware
of the social implications of the changes that were taking place.

The Gardener's Magazine, which he began publishing in 1826, and

which- continued until 1844, differentiated between 'seats' - the .
country houses of the landed gentry and. aristocracy - and
'residences' - those of the middle classes. His writings show how

gardening was becoming a popular amateur activity, a suitable
pastime for ladies and those ignorant of rural affairs, meéning
horticulture, and how the role of the landscape designer of the
eighteenth century was being usurped in the nineteenth cent.ury
by the gardener, frequently a middle-class amateur.

Loudon championed the ‘Gardenesque', a style which he
called the 'Natural'. Initially, ‘Loudon's Natural style was little
more than an extreme form of the Picturesque, but, as Tait
argues,. Loudon was also responsible’ to a considerable extent for
the return to formality.

'Though one can see fairly easily how the extreme Natural
merged into the Gardenesque, and the concern for
botanical purity and isolation led to the formal garden,
this pattern "was ' neither an accidental n(;r casual one.
Behind it all lay Loudon's concern to make himself and
his profession famous and respectable. Hence his drive
for scholarly and scientific standards . . . hence his
strong dislike of the lackadaisical aristocratic attitudes
of Repton and 'Gi‘lpin, the perpetual gentleman amateurs;

hence his ambition to see gardening as a fine art, the’
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equal of painting and sculpture, and distinct from nature
as a work of art; hence his ultimate, and to us acceptable,

role as one of the several great prophets of the nineteenth
century.' (2)

In the introduction to his 1840 edition of The Landscape

Gardening and Landscape Architecture of the late Humphry Repton

esq. Loudon explained the Gardenesque.

'According to the Gardenesque School . . . all the trees
~and shrubs planted are arranged in regard to their kind
and dimensions; and they are planted at first at, or, as
they grew, thinned out to, 'such distances- apart as may
best ‘display the natural form and habit of each: . . .
In short, the aim of the Gardenesque is to add, to
the acknowledged <charms of the Repton School, all
those which the “sciences of gardening and botany, in
their present advanced state, are capable of producing.

The Gardenesque School of Landscape has been
more or less adopted in various country residences, from
the anxious wish of gardeners and botanical amateurs to
display their trees and plants to the greatest advantage.
Perhaps it may be said to have always existed in botanic
gardens; . . . it may now be seen in its most decided
character, as far as respects trées and shrubs, wherever
Arboretums have been properly planted: as, for example,
at Chatsworth; and, in the «case of flowers, wherever
there is a flower garden in an airy situation, and the
flowers are grown in beds, unmixed with trees and
shrubs. The Gardenesque. School of Landscape is particularly
adapted for laying out the grounds of small villas;' (3)

The beauty of the individual plants is to be displayed; trees are
to be separated, planted as specimens to be contemplated as

individual objects; beds are to be selfcontained, in a- manner
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appropriate for a botanic garden. He cites the villa of W.Harrison
Esq., at Cheshunt as .the epitome of this style, which he had
earlier - described in  detail, accompanied by a number of
illustrations. (4)

'The ground lies entirely on one side of the house . . .
The surface of the whole is flat, and nothing is seen in
the horizon in -any direction but distant trees. The
beauties of ~the place . . . appear of  the quiet and
melancholy kind . . . ; but upon a nearer examination by
a person conversant with the subjects of botany and -
gardening, and knowing in what rural comfort consists,
these views will . . . afford many‘ instructive hints to

the possessors of suburban villas or cottages. '

‘vhe didactic nature of Loudon's description is evident. He also
includes a set of rules. 'to be observed by all Persons working
.1 these Premises, Masters and Men.' which were painfed on a
board and hung up in the tool-house at Cheshunt. These were
to prevent sloveniy practices by imposing fines on the offenders-
and the method was. -apparently successful. Loudon waé very
keen on the training and = discipline of gardeners as part Q_f' their
general and horticultural education.

The article contains twenty-two illustrations, including
three plans of the cottage, outbuildings and grounds. These
demonstrate a romantic and eclectic approach to laying out the
grounds adopted by Mr -Harrison and which, in the main, meets
with Loudon's approval. The:.  illustrations include views of
Cheshunt Cottage, a modest symmetrical house with decorative

barge-boarding on the gables; views from the house across the
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lawns showing careful planting of rare ornamental trees, ‘'one of
almost every kind that is to be ' procured in British nurseries,
exclusive of those which are common, or not considered ornamental.'
There are two views across water, one showing the house in the
distance and another of the boathouse beneath and beside an
agave mount and looking rather like a grotto. There are classical
urns, pillars, rustic seats and alcoves, one with a white marble
statue of the Indian god, Gavdama or Goaudmia, a rustic bridge,
a grotto, a hermit's seat,v a Chinese temple, and a view across the
American garden of the hothouses, which are of Paxton's ridge
and furrow type of censtruction. (Fig. 5 ) Loudon states that
the ground occupied by the cottage and gardens is about seven
a”éres. The plan shows that the ground lies to the south of
:-,i::e cottage, which is on the northern boundary, adjacent to the
a:'ad - it clearly illustrates the combination of the formal and
iz informal in its layout. As described by Loudon,

'The masses of trees and shrubs are chiefly on the mount
near the lake; and alorig the margin which shuts out
the kitchen-garden; and in these places they are planted
in the gardenesque manner, so -as to produce irregular
groups "of trees, with masses. of evergreen and deciduous
shrubs as undergrowth, intersected by glades of turf.
They are scattered over the general surface of the
lawn, so as to produce a continually varying effect, as
viewed from the walks; and so as to disguise the boundary,
and prevent the " eye from seeing from one extremity
of the grounds to the other, and thus ascertain their

extent.'

These last points became increasingly important in the nineteenth .
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céntur}, particularly where the grounds were not very extensive.
The use of trees to disguise' a boundary or to make the grounds
appear to be much larger than they really were, and the use
of trees and shfubber-y to. create a sense of privacy and to
muffle the sound of passing traffic became especially important
in later ’suburbén layouts. =~ The importation of great numbers -
of exotic plants, shrubs and trees first began to have an overwhelming
impact on English gardens in the early Victorian period, resulting
in dark green massed shrubberies and such obviously exotic trees
as the monkey-puzzle, popularised later by Paxton. Loudon
continues with his explanation,

'The trees and shrubs on the lawn are almost all disposed
in thé gardenesque .manner; that is, so that each individual
plant may assume its natural shape and habit of
growth. The masses are also chiefly planted in the

same style; and,> as the trees and shrubs advance in

growth, they are' cut in or thinned out; so that each
individual, ‘if . separated from the mass to which it
belongs, and considered by itself alone, shall be a handsome

plant.'
He then discusses the picturesque,

' . . . the picturesque style of planting, in which trees
and shrubs are so closely grouped together as partially
to injure each. ‘other's growth, occasionally occurs for
the sake of producing variety. With the exception of
the pines and firs, the other trees have been selected
more for their Dpicturesque effect and variety of foliage,

than for their botanical interest.'
He lists a number of the trees grown at Cheshunt Cottage and

describes the distinctive features of their foliage, fruit or blossom,
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'Among the detached trees and small groups, there is scarcely to
be met wi;h a single tree or bush that a general observer will
not find noticeable for something in its foliage, general form,
flowers or fruit.' Clearly the botanical emphasis is most
important. However, the article is practical, containing information
on maintenance and much. that is based on common-sense. Although
the plan (Fig. 6 ) shews. a clear separation of three types of
layout - the formal ‘or geometric, with straight parallel paths
for flower and shrub gardens, the kitchen garden and the arrangement
cf  hot-houses; the gardenesque with _its specimen planting and
curious shaped beds for roses, dahlias and other ornamental flowers,
and the so-called picturesque with its clumps of planting,
contrived meandering paths and irregular shaped ponds. = Loudon
ccs not attempt here to formulate aesthetic rules to be followed,
wizss they are based on practicalities, as for example, the
tiower garden with 'bedéueverywhere bordered with slate: . . . the
woiks gravelled, having:  the a'dvant‘age of rendering -the flowers:
accessible to ladies immediately after the rain, when they‘ are
often in their greatest. beauty . . . an advantage not to be
obtained when the beds are. on turf.'

Turner  discusses Loudon's  stylistic development and
points out that his vviews have been subjected to persistent
misinterpretations. (5) There are two, fairly obvious explanations
for this. One is provided by the sheer volume of Loudon's

literary output, and the other is that during his long - professional

career, his views changed and he became increasingly sympathetic
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to a more formal approach. It has been pointed out that Loudon's
'gardenesque' has been carelessly used so that the term has since
lost its dignity and meaning.- (6)

Quatremére de. Quincy's Essay on the Nature, The End

and the -Means. of Imilation ‘in the Fine .Arts (1823) enabled

Loudon to de\}elop his. own theory for the 'Gardenesque' mode
of design. (7) The Frencﬁ theorist argued that all 'Fine Arts'
please the beholder in.-as much as the work can be compared
with its counterpart or. model in Nature., Without this comparison,
wiere the work has been conceived to deceive the senses by
becoming merely a - facsimile df Nature, then it is not a work
of Art.

'What pretends ‘to be an image of nature 1is- nothing
more nor less ‘than nature herself. The means of the
art are reality. . Everyone knows that the merit of it‘s
works [ irregular - landscape  gardening ] consists in
obviating any suspicion of art, -To constitute a perfect
garden, according to the irregular' system - of landscape
gardening, we .. must not have the Ileast suspicioﬁ that

the grounds have been laid out by art.' (8)
Hence landscape gardening .in. j:he irregular style could not be
considered a work of -art. Loudon was. continually developing his
notion of the term 'Gardeﬁesque'; from a general character of
- landscape design to a specific style. According to Simo,

'He used the term essentially to recognize contrast -
that is, to 'd'escribe‘ a mode of designing a landscape
such that it could be distinguished from unimproved
nature. Thus, 'a Gardenesque landscape could be created

either by using geometric form in the design; by using
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exotic plant materials in a picturesque composition; or
by using common and exotic materials in more loosely

grouped picturesque masses. (9)
Turner further clarifies .this by pointiﬁg out . that the gardenesque
was  a style of planting design, not of garden layout, although
careful maintenance of -paths was seen’ by Loudon as the logical
accompaniment of a style which consisted essentiélly in keeping ’
plants . separate and allowing each to develop its natural form
as ~fully as possible. This maintenance of paths, lawns and plants
~was seen by Loudon as. necessary to satisfy the 'Principle _of

Pccognition'.  As early as 1835 in an article entitled Remarks on

laying out Public Gardens and Promenades he makes it quite clear.

that,

'Fac-simile Imitations of Natural Scenery céhnot be
considered as belonging to gardening as an art of culture,
because in them: all' appearance of culture is to be avoided;
and they cannot’r ‘be considered as belonging to gardening
as a fine art, because it is not intended that the Fesult
shall be recognised as the work of art, but. that it shall
be mistaken for nature itself.' (10)

He continueé by saying .that such gardens do not require to be
made by gardeners, but thgt any person. possessing a painﬁer‘s
eye may be able to form them with the assistance of country
labourers, masons and carpenters. Thése would be what he calls
'"Mechanical Imitations of. Nature'. Hence, ‘any creation to be
recognized as a work of art must never be mistaken for a work
of nature.' (11) The. gardenesque in this sense then, depended

on horticultural skills, 'as architecture depends on building skills;'
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but it is misleading to confuse the gardenesque with ‘horticulture'.
Loudon's ambition to see gardening as a fine art, and as distinct
from naturé in this sense, was realised in his invention of the
gardenesque style' of - planting design. From 1832 onwards he
held that each of the. main styles of landscape gardening 'has
its peculiar uses and beauties'. (12) He had visited the formal .
gardens of Europe and. described them sympathetically; in 'his
last years he seemed ready to praise any style so long as it- was
consistently executed, appropriate to the site and in accordance
with his principle of recognitionn. He believed in the importance
cf matching the style to the size of the garden and the scenery
in which it was located.- Thus \he thought the geometrical style
was best suited for -small gardens bounded by straight lines and
the  irregular style for .large estates where the surface of the
ground was varied. (13) |

Although much of the writing for gardeners in the
nireteenth  century. ‘suggesté. vacillations between the . poles of
srmal and naturalistic. .taste, most later <writers acknowledge a
cbt to Loudon who, in his publications, advocated not only better
education for gardeners, but also the provision of garden libraries.
Paxton 'in 1843, acknowledged that Loudon had ‘'created a new

era in gardening' through the medium of The Gardener's Magazine.

(14) According to his wife, The Gardener's Magazine was Loudon's
favourite publication and . he conceived his first duty as editor
was to treat ‘'gardening as an art of design and taste.' (15)

For the dissemination of both theoretical and practical knowledge,
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he not only examined the gardens and garden literature of his
own country, but he also serialized his tour of continental gardens
and reported on the -contents of the major foreign gardening
magazines,

By the middle. of the century the: majority of his
ideas, propagated and perpetuated through his numerous publications, .
had been absorbed into the general attitudes and practice of
professional gardeners and architects. It has been pointed out
Ehat  the term gardenesque was open to wide and differing
interpretation, not always conforming with Loudon's description
bnt it was, nevertheless,- usually associated with his ideas. Loudon's

Gardener's Magazine during the 1830s  contained numerous

descriptions of nineteerth century gardens, variously labelled as

=rchitectural, geometric, .  picturesque, Dutch, French, Italian,
Cilizabethan, gothic or ancient - no system of nomenclature was
universally  accepted. In _his introduction to Repton's Landscape

g_&_mg (i840) Loudon gives a summary of the development of
witat he describes as two distinct styles, namely t_he 'Ancient,
Roman, Geometric, Regular or Architectural Style; and the | e o o
Modern, English, Irregular, Natural or Landséape Style' which
he saw as giving way to 'Repton's school' which combined all
that was excellent in. these former styles; this combined with
the prevailing taste for botany and horticulture he maintained,
led to the changes which culminated in the Gardenesque. (16)

So although Loudon had distinguished between four

basic varieties of design - the geometric, the rustic, the picturesque
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and the gardenesque, he further confused matters by declaring
that the gardenesque dealt not only with the beauty of individual
plants, but‘ also with. -the ‘composition of the garden as a unified
whole, to be laid out . according to either picturesque or geometric
rules. Hence, what he  .had initially thought of as a natural
style, could be ultimately,. alternatively, a geometric or formal
style. This helps towards an understanding of later confusions
or apparent misuse of the .term gardenesque. Late in his
career Loudon demanded. .that every garden should have an axis
of symmetry and use éircular beds of about . five to six feet in
diameter.- (17) His insistence that every garden should be recognized
as a work of art, necessarily involved the use of artifice or
formzality - this could be achieved through geometric - layouts,
the pianting of trees -.ih isolation from each other, so that they
~mitt be viewed as individual specimens, and by emphasising
,\. wse of non-native species.

Another example of Loudon's 'Select Suburban Residences'
was Mount Grove, Hampstead. (18) Here large areas were laid
td graSs in an apparently informal 'layout, bui: which contained.
notable specimen trees, an elaborate flower garden and a distinctive .
feature was the use.. of cirular flower beds on the lawns. While
there is apparently no axis of symmetry, Loudon points out that
.the principal natural feature in the grounds was the bold swell
in the direction of east and west, from which, he presumed the
place took its name; to take advantage of this, the mount

avenue, long and straight, terminated in a rustic summer house
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from which there were extensive prospects to the west and south.
The view from the house looking towards the Mount (Fig.7’8.)
shows the distant: prospect and the undulation of the surface of
the ground. Loudon found these 'the two great sources of beauty
at Mount Grove'.

This garden, then, while not conforming to what is _
ausually thought of as the typical Victorian formal garden, does
portray the necessary artifice for Loudon's definition of the
..gardenesque. The plan clearly shows, as does that for Cheshunt
Cottage, the familiar elements of formality - the geometric
sarden, the use of non-native species carefully planted as specimens,
.the separation of the flower beds from the grouped planting of
trees and the wider, picturesque or gardenesque layout whiéh unified
the whole.

A garden which does more readily conform to -
ster<otyped notions of the Victorian formal garden is that af.
Fortis Green, Muswell Hill. This was designed by W.A.Nesfield,
tho famous landscape gardener’ and the view from the terrace
looking down onto the elaborate parterre with beds foi;- low
flowers on gravel edged with box, is an instant reminder of
some of his larger .and betterknown schemes. (Fig. /O ) The
clear demarcation of levels, of terrace and steps leading down
to the parterre, of the raised mound which marks the extent
of the parterre and the importance of floral colour, are key
.features. The way the ground falls away to the south to

reveal the distant landscape of fields and trees beyorid the garden
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so that the contrast between the formal, colourful garden is
heightened, »is also important. Loudon describes Fortis Green as
a. select é;;lburban residence ‘intended to illustrate the Princ;iples
and Practice of Landscape-Gardening'. (19) The entrance front
.of the house shows grassy mounds on either side of the approach,
with beds cut out of the turf, and imaginative planting of trees
near the house combining native aﬁd non-native species in true
gardenesque manner. The Italianate villk completes the picturesque
“effect. (Fig. 9 )

The later massed bedding of flowers, widely used in
<onjunction with Italianate styles of garden design was a prominent
" - naracteristic of the Victorian formal garden. The rapid advances
.in  glasshouse heating and construction, aided by Loucl/gnfs own
sxperiments in curvilinear structures of metal and glass, (20)
ancouraged the fashion for bedding out of colourful exotics which
soon became an essential feature of garden architecture.

While it is probably true to say that Loudon's influence
was spread chiefly through his writings rather than concrete
. examples of his designs, this is because vby comparison with his
vast literary output his practical work was relatively limi‘ted.
However, there is a very important example of his work in
Derbyshire, namely, the Derby Arboretum, a public park given
to the town by a local philanthropist, Joseph Strutt and designed
by Loudon, 1839-40. This was the first park to be specifically
designed for and owned by the public as a direct result of the

movement for public walks. Strutt laid down a number of
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conditions - the most advanced for his time being the insistence
that the 'ggrdens should be open free - to the public for two
days a week, one of these days to be : Sunday. The faét ‘that
no admission charge was to be made on these' days waé unusual,
but that the gardens should be freely open on a Sunday, of all

days, was exceptional. A contributor to the Gardener's Magazine .

. referring enthusiastically to the Arboretum compared the advantages
it would offer to the artisans of Derby with those less fortunate

working-class citizens of Sheffield. (21)

' . . . the artisans of Derby will enjoy a rare opportunity

of expanding their minds by the contemplation of nature,
and of refining and -cultivating their taste by frequent
observation of the noblest combinations of artistical

gardening.'
.He then referred to the Botanical Gardens of Sheffield, which
at that time were Suffering from - financial problems due in part

perhaps to their being too exclusive, (22)

= ! . . the fault will certainly not be with the working

classes, who have as yet not been allowed to contribute
towards its support; for, to ‘a mechanic, the payment
of a shilling‘ and exclusion on Sunday, the only day on
which he has ' leisure for the conteinplation of nature,
form a violent prohibition against entering its precincts.
« « » Why nbt open the garden on a Sunday at a moderate
charge? Alas! Clerical bigotry forbids this simple,
obvious, and effective means of recruiting the dwindled
funds of the institution. The glories of nature are
doomed to be a sealed book on the Sabbath, while the
doors of the alehouse are left open to invite the listless

passer-by. Thus are men debarred from rational and
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elevating employment of their faculties, cut off from
influences which  would humanise and civilise them,
actually driven into temptation, forced into vicious courses,
then lectured- on the exceeding depravity of their
nature, and punished for the commission of crimes which,

under other circumstances, they might have abhorred.
This is one of the main arguments used by the promoters of
public parks early in the century - the idea that public parks
would provide alternative recreation to the public house and a
diversion from other so-called ‘undesirable pursuits'. Inéreasingly
uivan development had swallowed up open spaces and this combined
- with an acceleration of enclosure of common land usually meant
_that the poorer working classes lived in the most crowded and
polluted areas near to- the factories without access to fresh air
or open space for recreation. Fourteen years after the opening
of the Derby Arboretum, the anniversary fete was reported in

. .the Illustrated London News (23) and the generosity and foresight

of Strutt who 'saw that no open heath or common-land -existed
in . the neighbourhood. of . his native town' was contrasted with
the greed of Sir Thomas Maryon  Wilson, who in contradisfiﬁction
to his father's will, was endeavouring to enclose part of Hampstead
Heath.

Loudon gave a full description of the layout of the
arboretum, including a catalogue of trees and shrubs, the
instructions ‘he had received from Strutt and the reasons for the
main features of the plan. (24) Loudon pointed out that although

the el%’/en acres of ground bought by Strutt wé&? in the outskirts
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of the town, the most important feature to be taken into account
in adapting‘. it for a garden of recreation was that there was
no distant ﬁrospect or - view beyond the grounds and that with
town building increasing fast. on every side within a few years
it~ would be surrounded. Hence the interest of the garden should
be contained within itself. The plan (Fig. [l ) shows the long, .
narrow, irregular shape of the ground. The surface is flat,
apparently level, but .with a very gentle inclination from the
‘north-east to the south-west. The situation was open, but much
exposed to winds. He gave details of soil, water and drainage,
indicating that it was well adapted for the growth of trees, as
. was evident from the belt planted some years ago by Strutt which
.surrounded a great part of the grounds. Strutt made  it. clear
te ioudon that the grounds wére to be laid out in such a way -
iliat -their maintenance would not bé costly; that there should be
'.open spaces in two or more parts of the garden, in which large
.tenis- might be pitched, a band of music placed and dancing
~warried on; that two lodges with gates, at the two extrgmities,
.should be built, each having a public room where visitors may
take fheir own refreshment free of charge,' and each containing
proper yards and conveniences for public use, apart from those
to be wused exclusively by the occupant of the lodge. Certain
vases and pedestals were to be retained in the garden and others
.from Strutt's own garden were also to be included. Strutt also
required that directions for the future management of the garden

should be provided by Loudon.
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Bearing in mind the constraints imposed by the site
and- Strutt's requirements, Loudon decided that a botanic garden
would not ’only be too . expensive to create, ~but also too costl&
to maintain; that a mere composition of trees and shrubs with
turf, in the manner of a common pleasure-ground, would become
insipid after being seen two or three times; and that the most.
suitable kind of public garden, in these circumstahces, would be
an arboretum, or collectfon of trees and shrubs, foreign and
indigenous, which would endure the open air in the climate of .
‘Derby. He gave various reasons for his preference of a collection
. of trees rather than herbaceous plants, the main reasons being
their size and interest all the year round,

' . . . whereas, among trees and shrubs, there . are all

the evergreen kinds, which are more beautiful in winter
than in summer . . . give shelter and encouragemenf
to singing birds, to which herbaceous plants offer Ilittle
“or no shelter or food.

. . o In addition . . . there is- a very great beauty in
trees, which from improper planting of artificial plantations,
is often overlooked, or rather concealed; and that is
the ramification of the main surface roots where they
join the trunk. . . . I have directed all the trees to be
-planted on little hills, the width of the base being
three times ‘the height of the hill, so that the junction
of the main roots with the base of the trunk will appear

above ground.'
This method of planting trees was .obviously very dear to Loudon.
He made a tour between London and Sheffield in May 1839 (25)

and noted that the arboretum at Chatsworth was the only one he
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had seen where sufficient room was given to every species to
gain its usual size and that ‘each tree and larger growing shrub
is. planted on' a little hill.,' He also visited Elvaston Castle and
described the gardens in some detail.

The trees are all planted on little hillocks of from 6ft
to 10ft in diameter and at the centre of each hillock,
from 1ft to 2ft above the level of the adjoining surface. .
They are planted in rows, and are growing with extraordinary
vigour; ample space being allowed for each plant to attain
its normal dimensions.

. +« « Among the numerous things which struck us as
new and extraordinary, were - plinths of soil forming
pedestals to large yew trees, which were procured when
full grown from different parts of the country, wherever
they could be found large, or cut into -curious shapes;
while smaller yew trees were planted at the basévr of the

plinths, and trained over them.

In order to disguise the ‘boundaries of the ground . and
to. conceal the persons walking in ‘the side walks from ‘those in
the centre walks, undulating mounds of soil were to be réised,_
varying in height from six feet to ten feet in the directions.
indicated by the lines on the plan and by the shadows in the.
accompanying drawing. (Fig. |2 ) Loudon was instructed
to preserve as much as possible of the belt of trees and existing
trees in the interior, so he adopted the surrounding walk as the
demarcation line between the collection or arboretum in the

interior of the grounds and the ‘'miscellaneous assemblage in

their circumference'. All the ground not covered by trees or
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shrubs he directed to be laid down in grass to be kept closely
mown; but round each tree and shrub forming -the collection, a
circular spéce varying_from three feet ‘to five feet in diameter
was to be preserved, not to be sown with grass and always to
.be kept clear of weéds. In the centre of this was to be the
hill, one third of the width of the circle and on which the
plant was to be placed:. The use of the circle and hillock was
to prevent the grass from injuring the roots of the trees while.
young, and to allow the larger roots to show above the surface
'where they ramify from the stem'. (26)

A glance at the plan (Fig. [| ) shows how well this
layout and planting illustrates Loudon's gardenesque theory. The
* straight, broad gravel walk in the centre provides a main feature
_from the principal entrance, and intersects the diagonal, broad
straight walk to form a centre to the garden, and to constitute -
a point of radiation to all the other walks. This provides the.
syrﬁmetfical axis which contrasts with the windiﬁg walks
~surrounding the whole. -He proposed a statue on a pedestal for
the radiating centre, a pedestal with a vase or urn for; thé.
‘second circle in the straight walk, while the pavilions were »tp
.form terminating objects to the broad cross walk. (Figs.lél 17, 20)
He directed that Strutt's pedestals and vases were to be kept
'.properly supplied during summer with pots of flowers, the names
of the flowers to be written conspicuously on a card tied to
the vase,

'and the kinds of flowers changed at least once a week,
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they will be instructive as well as ornamental. The
kinds of plants should be such as have conspicuous red
or orange flowers, in order to contrast harmoniously with

the masses of. gréen foliage and grass with which they

are surrounded.
He also designed brick tallies to display information cards (27)
which  should accompany all the trees and shrubs In the .
.collectioh. (Fig. [3 ) E.B.Lamb designed the entrance lodges-

and gates in Loudon's  Encyclopaedia style and the pedestal ~and

statue encircled by stone seats for what Loudon called the
‘radiating centre' of the arboretum. (Fig. /4 ) The suggestion
of a commemorative statue seems not to have been taken up
until some years later - the Italianate gateWay, designed by
- Duesbury, towards Arboretum Square was added about 1850 and
~is  surmounted by a niche containing a statue of Joseph Strutt.
(Fig. 5 ) Pevsner describes the style of the park as 'mildly
picturesque'. (28) Almost nothing of the original planting survives, .
although the layout of paths and pavilvions ‘and the ornamental
vases designed by Blore of Derby, remain as a rather bleak
reminder of what once must have been visually stimulating.r The
most distinctive feature of the park today is thel mounds (Figs.
4-[9-2,0) but Loudon describes them as varying in height from six.
to ten feet and I doubt whether any now reach a heiéht of more
than six feet at the most. Fig. /6 shows how high the mounds
~were in relation to the path, although the distorted height of
the pavilion suggests a certain amount of artistic licence. The

print of the fountain (Fig. /7 ) shows it to have been the focal
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point in the centre of the par where Loudon had originally
suggested a statue might be placed. If this is compared with
the phot?graph of the base of the fountain which remains (Fig. /¢ )
once again artistic licence seems to have exaggerated the scale
of the fountain almost beyond recognition.

Loudon left careful instructions for the care of -the .
. shrubs and trees; overgrown plants were not to be thinned or
pruned, but to be removed and replaced with younger smaller
specimens. Pruning was prohibited because he wanted every
plant to show its natural shape and habit of growth. Any tree
reaching a greater height of forty or fifty feet was to be
removed.

If this part of the management laid down be neglected,
the rapid-growing large trees will soon overtop the
slow-growing smaller ones and the shrubs and ultimately

destroy all the finer kinds.'
He -oven went so far as to suggest that after about fifteen or
~t'."-.':-nty "years, the whole collection should be -taken up and
repianted © to include new species of‘ trees | and shrubs which . were
continually coming into the country. Thc? large variety of trees
and their careful maintenance was clearly seen by Loudon as
~ providing the chief attraction of the garden. The Ilong mounds
of - soil,  about six feet high, parallel" to the paths still create the
illusion of a more extensive parkland than in fact exists. Now
that the area surrounding the arboretum has been engulfed by

the City of Derby, the usefulness of these mounds, in what is,

after all a rather small green enclosure, is of paramount importance. .
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This device was used by a number of later designers,
particularly- in the layout of small urban parks. Two good examples
in the a;ea are by Edward Milner and his son Henry, at the
Pavilion Gardens; Buxton (1871) and Howard Park, Glossop
(opened 1888). In both of these examples, mounds or undulations
have been used to createA different ‘levels, to hide andv separate.
different parts of the grounds, to create light and shade and to
prevent the whole from being seen at any one time. (Figs, 62-3 )
Planting trees on hillocks seems to have been fairly widely
» practised and examples can be seen in the Victorian tree planting
at Kedleston, Elvaston .and Biddulph. (Figs. 2/-2 )  Paxton
~often used this method as can be seen at Chatsworth, and Darley
House. (Fig . 6? ) It can also be seen in the planting of

gardeners who trained at Chatsworth under Paxton, for example

. Edward Milner's planting at Bakewell Vicarage. (29) (Fig. 6 4 )

The Victorian revival of interest in the stumpery is probably -
linked to this planting practice. | '

The Sheffield Botanical Gardens, another Aimportani:» local
éxample .of a park laid out in the gardenesque manner, caﬁ
perhaps be usefully cited to demonstrate Loudon's influence ' in
the area. The groundss were laid out by their first curator
~Robert Marnock who became one of the most successful landscape
gardeners of the nineteenth century and who was a great
exponent of the gardenesque. He had previously been employed
at Bretton Hall where a curvilinear glass dome constructed

according to Loudon's principles by Messrs. Bailey of Holborn
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had been erected in 1827 for Mrs Beaumont. (30) The so-called
'Paxton Pavilions' at Sheffield no longer retain the wooden ridge
and furrow connecting - sections, but the three pavilions have
beautiful metal and glass curvilinear domes which clearly derive
- from Loudon's  structural principles. -  Marnock seems’ to have
consulted both Loudon and Paxton for advice when laying out..
the grounds here. They still provide an interesfing example of
. the gardenesque, that . is an informal or picturesque landscape
with interest’ focuséing on the intimate, small scale scenery of.
rock gardens and pools and their surrounding tree-planted mounds.
The formal terrace or promenade with the main axial walk.
leading from it is still the focus of the park landscape with its
subsidiary, circular features and a winding walk encircling the
whole. (Figs. 23- 6 ) In spite of their name, The Sheffield
~Botanical and Horticultural = Society Gardens were intended from
the starf to be laid out ‘as pleasure grounds and in order to
decrease annual expenditure . only a comparatively small portion
V.of the grounds was to be cultivated, the greater part being laid
out in grass and ornamental walks, The gardens which opened
in 1836 were brganized and financed by ‘the }Sheffield Botanical
and Horticultural Society, and typical of the many similar
middle class enterprises being developed at this period in other.

industrial cities.

Loudon visited the Sheffield

Botanical Gardens in 1839 and approvingly commented that they
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had been laid out

'decidedly in better taste than any garden of the kind
which we have yet seen. Ih short there is nothing in
it which we “could wish to alter. The arboretum and
fruticetum 1is so arranged as to display every specimen
tree and shrub from the walks; and, when these
specimens shall have been a few years grown, their
picturesque effect will be such that no other trees or’
shrubs but the specimens will be required. . . . On the
whole . . . this garden Iis worthy of being taken as a
- model for the laying out, planting, and mode of management
of public botanic . gardens. Mr Marnock has evidently

an excellent taste in landscape gardening;' (3/)

:'It has been said that it was Marnock's success here in Sheffi_éld
.that led to his subsequent appointment, on Loudon's recommendation,
e curator to the gardens for the Royél Botanic S6éiety of
,-“.;;Andon‘ in Regent's Park. Loudon evidently thought highly of
l’-"varnock's work, no doubt in large part because it so accurately
~zilected Loudon's own teachings. Marnock's other work in the
area also illustrates Loudon's' gardenesque approach, and it .is
. probable thatt;‘\amany visitors ' to the .Botanical Gardens ,wouid. havé
been influenced by what they saw and tried in some measure to
recreate similar effects on a smaller scale in their own gardéns.
. Many of his ideas “were particularly suitable for owners of villa
.gardens  in suburban areas, and as already indicated Loudon wés
aware of this rapidly increasing section of the population with a
growing interest in practical gardening; they would have formed

a large part of the market for his publications. Consequently

Loudon's influence could be said to have been fairly diffuse in the area..
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(1838 new edition). ‘Chapter I Section I, On the Classification
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No.2, p.194; '

ELLIOTT, B., 'Victorian Garden Design' in The Garden,
ed. HARRIS, " J.,, (V & A Catalogue, 1979), p.57, points

out that the gardenesque as put into practice by Paxton

and his protegées Kemp and Milner differed from Loudon's.
'Loudon would not have approved.'

For the influence of Quatremérede Quincy's Essay on the

Nature, the End and the Means of Imitation in the Fine
Arts on Loudon, see SIMO, .op.cit.,, p.194 and TURNER,
op.cit., p.180.
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11,

12,
13.

20.

QUATREMERE DE QUINCY, An Essay . . . , trams.
KENT, J.C,, (}837) p.170, quoted by TURNER, op.cit.,, p.181.
SIMO, op.cit., p.194.

Gardener's Magazihe; (1835\)’ p.663.

LOUDON, The Suburban  Gardener, (1838) quoted by
TURNER, op.cit., p.181.
ibid., p.182.

He also comments that for a limited space in towns, -

and- where a variety of trees and shrubs will not thrive
a garden for a public promenade should be laid out

geometrically. I;ie points out that what are called French

‘and Dutch Gardens are Q'n this style and cites the

gardens of the Tuilleries and Luxembourg in Paris, and
those of Schonbrunn in Vienna, and of Peterhoff near
Petersburgh as being some of the finest examples in
Europe. Gardener's Magazine, (1835) p.666.

Obituary to Loudon written by PAXTON. Magazine of

Botany, (1843) 10, p.273.

- LOUDON, Gardener's Magazine, (ISSI) IV, May 7.

See Appendix A, page

ELLIOTT, op.cit., p.57.

Gardener's Magazine, (1839) XV, pp.3 - 7.

Gardener's Magazine, (Feb.1840) pp.49 - 58. The frontage
of the villa adjoining Nesfield's was the same size. .. Both

villas were designed by Nesfield's brother-in-law, A.Salvin,

and the grounds laid out at the same time, care being -

taken that where the ground was thickly planted in one
villa, it was planted thinly in the other, and vice versa.
One of the first -curvilinear glasshouses to stand as a
transparent object in a garden was erected for Mrs Beaumont
at Bretton Hall in 1827, It was designed by Loudon
and can be seen as an environmental chamber developed
from the horticulturalist's search for more light and for

new construction materials. Loudon had developed a
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21.

922,

-23,
24,
25.
26.

wrought-iron glazing bar  with  greater strength- and
flexibility than the cast-iron window sashes which had
been used during the late eighteenth century. ‘The
manufacture of a wrought-iron bar was much easier
because it was extruded through the mould while ‘the
metal was in a heated state, rather than cast in a mould

and left wuntil cold enough to remove. Loudon patented

his wrought-iron glazing bar in 1816, In his Remarks on -

Hothouses (1817) he wused a gréph to compare the amount
of light blocked by wood and iron-frame glasshouses.
Although Paxton " recognized the superiority of iron in

increasing the amount of light, he did not think the

additional expense was justified, and concentrated his-

energies  on the construction of wooden roofs which

combined ‘'utility, stability, convenience, and though last,
but not least economy.' See CHADWICK, G.F., The Works

of Sir Joseph 'Paxton, (i961) for a detailed account of

Paxton's experiments and innovations in the developmeng
of glasshouses. |

(Feb.1840> pp.59 - 63. The writer signs himself W. Near
Doncaster, Dec.1839.

The Sheffield Botanical and Horticultural Society Garden’

was very much a .middle class concern. The grounds

were only open to subscribers - even as late as 1852 the

motion to admit the working «classes to the grounds -

once a week at a low cost was defeated by the town

council, These gardens were not freely open to . the

public until 1898 when the property was transferred to

the Sheffield Town Trust.

(uly 1854) p.13.

The Gardener's. Magazme,(Oct.1840) pp.521 - 545.

Reported in The Gardener's Magazine, G\ug l839> pp.432 - 463.
Enlarged catalogues were to be sold by the curator and

also a copy of Loudon's Arboretum Britfanicum was to

be kept in the public room for the use of gardeners and

botanists.

67



217.

28'

29.

-~ 30.

31.

The numbers which precede the names in the catalogue,

published in Gardener's Magazine, (Oct. 1840) are those which

appeared on the brick tallies and the place of any plant
in the arboretum could thus be readily found by looking
to the place of the nearest number on the | ground plan,
(Fig. [3 ) The cards were also to contain the name of
the plant, its native country, year of introduction and the
height of the plant in its native country,

The Buildings of/1 Derbyshlre, (1978 revised by EWllllamson)
p.187.

The plan (Fig.él{.) shows to the south-west corner of

the vicarage, at the end of the terrace walk, a small
circle. Closer inspection of the vicarage garden reveals
this to have been a mound, probably with steps leading
up it, planted with i tﬁ,ghg]u ﬁgrﬁg\ "Kh;%g: Jﬁs }Ece}clng%
five years ago. Due east/\ls anothef small 01rce - this may -
have marked another specimen tree planted on a. hillock.
See also CARDER, J., 'The Work of Edward Milner in

Derbyshire' in The Journal of The Bakewell and District

" Historical Society, (]an. 1982) pp.82 - 105.

See note 20 above. There is a description of the

- shortcomings of this' glasshouse, in terms of temperature

control in M'INTOSH, C., The Book of the Garden, (1853)
Vol.1, p.129, and pp.363 - 4, fig. 501 shows a cross-section

of the structure. There is an illustration of the dome
in Gardener's Magazine, ( 1829) HIX, J., The Glasshouse,
(1974) p.22, describes how W & D Bailey constructed

custom-designed curvilinear glasshouses according to Loudon's

principles. The prototype was built at Loudon's own

home in London, Bayswater House.

The Gardener's Magazine, (Aug. 1839) pp.453 - 5.
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4. CHATSWORTH

Ché‘tsworth House and its gardens are of national importance
as. historical examples of patronage and changing taste in
architecture and its relationship to surrounding gardens and
landscape. Chatsworth is especially important to the garden )
.historian as the epitome of the various styles of garden design
~ which  developed in }_?.ngland during the last four centuries,
. documented by a series of paintings and other remaining records.
It is of particular importance during the nineteenth century as the
workplace of Joseph Paxton for over thirty years; here he became
the foremost gardener of his day and made Chatsworth, which
~ had been through a period of neglect, once again one 5 of the
famous and important gardens of Europe by the 1850s. The
Sixth Duke of Devonshire succeeded in 1811 and had from the
first been interested in the larger aspects of his garden as an
architectural adjunct to the house, but it was due to Paxton's.
influence Athat this interest became an absorbing enthusiasm. In-
the Duke's own words, 'Not till 1832 did I take to caring fér my
plants in earnest.' (1)

The story of Paxton's recruitment at Chiswick:. by the
Sixth Duke of Devonshire and of his bursting onto the scene at
Chatsworth in May 1826 is well known; how on his arrival at
4,30am he scaled the outside wall of the Kkitchen gardens, set
the men there to work at 60' clock, breakfasted with Mrs

Gregory and her niece, "the latter", he says, "fell in love with
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Aher, and thus completed my first morning's work, at Chatsworth,
before nine o' clock." (2) He seems to have maintained this
dynamism throughout ‘his life, infecting most people with whom
he worked with the same energy and enthusiasm. The Duke
makes it very clear in his handbook how highly he regarded
Paxton and touchingly comments, 'To me a friend, if ever man _v
had one.' (3)

The remodelling of the . gardens at Chatsworth which
Paxton carried out for the Duke during the 1830s seems to have
provided a major impetus for the widespread fashion for formal
geometrical designs in gardens. However, it is important to
realise that the gardens at Chatsworth were modified slowly over
a long period. Before. Paxton's arrival at Chatsworth, the
Sixth Duke had already been involved with the architect Jeffry
Wyatt (1766 - 1840) in plans to enlarge the existing frontage
.of the house, with a Whole new wing complete with tower and
neo-classical belvedere, space for a theatre, a picture gallery
and an impressive new sculpture gallery. Building started in
1820 and continued for twenty years. One of the main results
externally was the new north wing, and includes the rearrangement
_of the entrance court, in which Paxton was later to plant the
mature  weeping  ash, transplanted  from Derby. The  most
striking change near the house was on the west front where
Wyatville recreated a formal forecourt or garden more or
less in the same position as the Elizabethan forecourt had been

in Bess of Hardwick's day.
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The present state of the gardens is due largely to

the Sixth Duke and Paxton, but the earlier gardens and their
developmeniv require some-- explanation if the nineteenth century
contribution is to be understood and assessed. The actual siting
of the house in the secluded vailey of ‘the Derwent in the
sixteenth century has remained unchanged. The house has gone )
through a number of alterations and extensions, but is still jseen
in iﬁs primax:y setting, against a 'background of trees sweeping. up.
td the moorland skyline, described by Adam in 1845 as a ‘'bold
rugged cliff and lofty moun_tain.'.’ (4) Much of the detail along
the valley floor has changed, especially along the course of the
‘Derwent, but the larger dramatic framework, the bones of the
surrounding landscape, remains unaltered. The signficant. change
in relation of the building to the landscape took place at the
end of the seventeenth century when the new front of the
house faced west. A century earlier the house had faced the
-hillside to the east, assuming "a more inward-looking enclosed
character., Now with a western front the house looked ouﬁvards
across the valley; emparking of land across the river 1n the
eighteenth century further extended and enh.anced the view to
create the landscaped park that is such an important feature
there today.

The First Duke (1640 - 1707) who had been responsible
for the rebuilding of the house between 1687 and his death,
-also commissioned the Royal gardeners, London and Wise for

the layout of the great formal gardens. This involved a considerable
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extension of the Elizabethan gardens as can be seen from Knyff's
drawing of 1699. (5) (Fig.2,7) He increased the number and
extent of k‘the paralle} .- terraces which occupy the slopes: .. the
boskets, formal gérdeﬁs, parterres, ponds and fountains can .'also
be. clearly seen. The forecourt on ‘the west remained with.».,its
newly formed terrace and stairs of 1696 - 7 and alongside ‘the
river was a series of formal fish ponds and reservoirs. The
highly elaborate parterres, that on the west laid out by London
after 1688 and that on the south by London and Wise in 1694,
embellished by formal planting of shrubs and small trees and .
by fountains and statues, can all be clearly seen. (6) The French
influence shows here in the work of London and Wise, but also
French gardeners were employed from 1687 to 1706. . Grillet,
- a former assistant of Le Notre, constructed the waterworks
inéluding the cascade of 1694 - 5 which was enlarged in 1702
when Thomas Archer added the cascade house. A significant
change was brought about by the First Duke when he decided in
1702 to clear the hill south of the house, fill the slope upwards
from the river and dig the Canal Pond on the top. Th‘e soil
from the hill was banked up steeply above and below the site
chosen for the new_ Canal. The great change that this wrought.
in the Alandscape is described vividly by Defoe:

'having taken a strict view of the gardens at my first
being there, and retaining an idea of them in my mind,
I was perfectly confounded at coming there .a second
time and not knowing what had been done; for I had lost
the hill, and found a new country in view, which Chatsworth
it_self had never seen before.' (7)
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Unfortunately Kip's view does not extend far enough to the south

to - show this considerable rise in the ground which Defoe

refers to,

'+ . . to make a clear vista or prospect beyond into

the flat country‘ towards Hardwick . . . what others.
thbught impossible, was not only made practicable, but
easy, removed, and perfectly carried away a great °
mountain that stood in the way, and which interrupted
the prospect.' (8) )

The mansion, by now wholly symmetrical, was surrounded on three .
. sides by its great formal gardens while from the house an
unimpeded view had been created, right out beyond the gardens
and into the parkland to the south west. (9) (Fig.28 )

It was the Fburth Duke, fifty years Ilater -whq _ created
the second great slope behind the house on the east, by clearing
away the terraces. By the time he succeeded in 1755 a strong
reaction against the earlier formal gar&ens was being felt, so.
that by this time 'improvement' had come to mean the sweeping
away of formality, the opening up of avenues, .freeing the middle .
distance and the simplification of the foreground around. the
house to create ‘'picture-like' qualities.  Gardens were no ‘longer
treated primarily as a setting for the house, but rather as an
extension of the natural features of the surrounding landscape..
House and, garden were to be viewed in the romantic manner of
& Awsalseas Js ) AR in
/A Claude or Poussin.

It is significant that the -Fourth Duke's father-in-law

had been Richard Boyle, Third Earl of Burlington, who had
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introduced the new irregular style of gardening at Chiswick with
William Kent and Charles Bridgeman earlier in the century. By
mid—century‘ the lands_c;,apiri’g of Capability Brown was all -the
rage. His employment- at Chatsworth 1is referred to by both
Horace  Walpole and- James Paine, and - recently documentary
_evidence to substantiate these claims has been discovered among .
. the Devonshire muniments. (10) The First Duke's great parterres
were removed, six of the seven ponds were filled in, the river .
was straightened and widened and Paine built the new bridge to
facilitate the change of -access to the house from the west front
.to the north. The various outbuildings and offices on the west
front which obscured the view were removed. The entrance
court was grassed over ‘to create an unbroken slope, except for
the ha-ha, from the base of the west-front stairs down to the
river. (Figs. 2—7-30') The cascade and the greenhouse on the
east front, the ponds. with their founfains. and some statues on
the south, remained as remnants of the former classical fashion
created by the Firstt Duke. There were further radical changes
outside the gardens - the park assumed ité present character
and setting. Imparking of land west of the river and of tracts
of land north and south of the house on the east bank of the
river took place. Practically the whole garden had assuméd
the free and informal character of parkland - that line of.
demarcation between garden and park was no longer there.
“Fashionable use of the ha-ha made it possible to bring the

parkland right up to the walls of the house. Chatsworth now
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faced west towards the ancient yillage of Edensor with its rowdy
alehouse, which- marred the view. But, with the exception of
the replacement  of this~ with a respectable inn at the
north entrance- td the village, the re-siting and re-building of .
Edensor had to.wait until the nineteenth century.

This was the general appearance of Chatsworth when .
the Sixth Duke inherited - it in 1811 and, with certain small
differences, when Paxton first. saw it in 1826. Paxton has often.
been wunjustly ecriticized for the destruction of the formal terraces.
at Chatsworth. As I have indicated, and as a number of illustrations
.clearly show these had already been removed long before he
came to work there. It is more true to say that Paxton was
responsible for restoring a degree of formality to the .~ grounds
within the propinquity of the house.

’To begin to wunderstand the influence that the changes
taking place at Chatsworth may have had, not only on the
immediate locality 'but' élso in the wider sense, it is essential to
.consider what sort of ' position the Sixth Duke held in $ociety
and what sort of publicity was given to Chatsworth. The
relationship between the Sixth Duke and Joseph Paxton Was of .
course crucial and has been referred to as a thirty year alliance
of romance with industry. It is true that through their partnership
they managed to achieve extraordinary and spectacular feats at
Chatsworth, designed to outshine all rivals. Pearson comments,

'the mid-nineteenth century middle classes found

themselves overawed, and largely overwhelmed by the
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eXtraordinary illusion of wealth and grandeur of the
aristocracy - and nowhere was this grand illusion more
seductive than in the Xanadu-like creations left behind
by the Sixth Duke of Devonshire. Forget the Duke they
might, buf the Victorians could never get over “the
magnificence of his re-doubled Chatsworth, with ‘its

fountain and gardens and fabulous conservatory.' (11)
Paxton nowadays is chiefly remembered as the designer of the. '
Crystal Palace, but he had already mader a name for himself
as one of the great \gardeners of ‘the nineteenth century. He
had launched a number of horticultural journals and written
several books of a botanical nature. The movement for public
parks had been gathering momentum and Paxton had been called
on to design a number, both before and after the Great Exhibition,
of 1851, So that - although the immense wealth aﬁ:l c’oﬁrt
connections of the Sixth Duke  must be considered, equally~
important was the  far-reaching influence of Paxton, through his.
.publications, his - commissions for - work elsewhere, and the focus.
of interest that he brought to bear on Chatsworth through his
outside connections. Not to be overlooked is the eXper‘ien;:e
and training received by a number of young men at Chatsworth,
.who later became prominent garden designers in their own right,
thus  perpetuating ;and further  extending the  influence of |
Chatsworth. (12)

The - Sixth Duke of Devonshire was twenty-one when
he came into his inheritance, The Fifth Duke had not spent:

~much time at Chatsworth and consequently there seems to have

been an air of neglect about the place. Even the formal part -
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of the garden close to the house was uncared for and running
wild. Adjoining the north front was a thicket so untended :that
the cooks illsed it as a dump for their kitchen refuse. (13) One
can't help wondering why the young Duke chose to lavish. so
much‘ attention on  Chatsworth rather than on his London.
properties - he was obviously fond of Chatsworth, but Pearson .
suggests two other reasons. First that the Grand Duke Nicholas's
visit to Chatsworth in 1816 helped him to see Chatsworth in
.. a different light, as a princely palace fit to arouse the admiration
of a future Tzar of Russia. ‘'Here, if anywhere, the Duke's
potential 'greatness' lay.' (14) And secondly, when in August
1827 the Prime Minister Canning died, this meant an abrupt
retirement from the active life of courtier and politician, back
into his 'increasingly expensive private life.' Neither " of these
. reasons seems entirely satisfactory - although it is true that the
.Duke  spent increasingly more time at ‘'adorable Chatsworth' from
1827. onWards, since the extensions being carried out by Wyatville
~were formally completed in 1829, But only four years after
his succession the Duke had started altering' part of théﬂ east
front of the house and in 1817 had commissioned Wyatt to
assist him. (15) By 1813 he had alréady laid out a parterre .
in front of the First Duke's greenhouse on the east side of the.
house, which was then further formalised with Wyatt's help by
the erection of the columns that had supported the First Duke's
. galleries on the inner court. This suggests that he had been

planning for several years to spend more time and undertake
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more lavish entertaining at Chatsworth. He had by 1828 installed
his mistress' Elizabeth Warwick at 'The Rookery', a small eighteenth
century house he owned ‘at nearby Ashford — in-the-water, instead
of at London or Brighton as previously. Maybe this change . of
focus on the Duke's part is a reflection of the general change
in attitude to the city and the country which was taking place .
during the first half of the nineteenth century. The rom;f.mce
and glamour which was - attached to the countryside was part
.of the widespread nostalgia for a pre-industrial way of life,
in part provoked by the problems caused by rapid urban expansion
and industrialization. Ideas of benevolent paternalism associated
with the ‘'lord of the manor' became increasingly fashionable
among wealthy landowners and were emulated by those ‘whose
wealth was recently acquired and subsequently invested in ow}lership
of land. ‘There seems Aalso to have been an element of rivalry
amongst the wealthy aristocracy in attempting to outdo one
another with the alterations and extensions fo their ancestral
seats; the status attached to ‘collecting' was too powerful to.
resist for those who could afford to compete. A precedent
. for patronage and conrﬁsseurship had already been established
in the Cavendish family, which the young Duke initially took
up as a collector of antique coins and in his ambition to make.
the library at Chatsworth one of the greatest in the- country.
‘Perhaps he was also anxious to reinstate Chatsworth to its
position of former prominence and esteem.

According to Pearson, the Duke's fame spread once he
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Isle of Wight.

Clearly the Duke was very pleased with the open
aspect of the belvedere ~ tower: 'the views of the neighbouring
country through the Corinthian columns have a beautiful effect',
(23) and it is possible, as Linstrum suggests, to associate this
belvedere with the Picturesque notion of opening up architecture .
to nature, as Thomas Hope and William Atkinson were doing
at The Deepdene a few years later. (Fig.33' ) Linstrum suggests
that if a Tudor precedent has‘ to be quoted, an analogy with
Elizabethan prospect rooms seems more apt than the Oxford
tower which the Duke referred to and which can hardly. have
suggested the open form of the upper storey. Wollaton nearby,
with its glazed lantern or prospect room would have been
familiar to both the Duke and Wyatt and there is the tenuous
connection between the belvedere and the towers of the Duke's-
other Derbyshire property, Hardwick Hall.

Wyaft had included a sculpture gallery in his. original
design,, but the Duke's enthusiasm for collecting scglpture
seems not to have been aroused until his visit to Paris and
Rome in the winter of 1818 - 19, when he found that ‘'at Rome
the love of marble. possesses one like a new sense.' (24) His'
patronage of contemporary sculptors became an absorbing passion
and his Gallery subsequently became an important feature in the
new.-suit‘e. (25)

He had intended to end the new suite with the

Sculpture Gallery, but decided in 1826 - 7 to make an impressive
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" Greenhouse or Orangery in the space beyond, which meant some
of. the completed work had to be altered. The Duke's interest
in gardeniﬁg was obviously stimulated by his newly appointed
head gardener, 'Pakton. (26) Just as he -had extended the house
to. meet modern conceptions of comfort and splendour and . to
publicly express his role as a patron and a collector, so now .
he began to transform the gardens with Paxton's help as
dramatically as he had transformed the house with Wyatt's
help. (27) The Duke's enthusiasm for- gardening and increasing
_ the splendour of | the grounds was enduring. He not only spent
vast sums on collecting rare and exotic plants and housing them
under tropical -conditions, but he also financed plant hunting
expeditions to places as far apart as North America and India.

'The old greenhouse was converted into a stove, the
greenhouse at the gardens was built, the Arboretum
invented and formed. Then started up the orchidaceae,
and three successive house were built to receive their

~ increasing numbers.' (28)

In 1837 the Duke joined the Royal Horticultural
Society; this was also the year in which the Queen became the
society's patron and- also saw the publication of the first part

of James Bateman's Orchidaceae of Mexico and Guatemala. The

significance of royal patronage of the Horticultural Society and
of an aristocratic interest in collecting exotic plants, orchids

in particular, was profound. @ The Duke was caught up in the

main stream of a fashionable mania and was particularly fortunate
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in having the energy and expertise of Paxton at his command.
It. is also significant that Paxton was apparently offered £1,000
a year for the post of head gardener at Windsor in 1838, again
-indicative _of the highest respect and recognition of his abilities.
The fact that he remained in the service of the Sixth Duke until his
death in 1858, - testifies to the Iloyalty and friendship he ‘felt .
for his employer, described with some feeling by Markham, (29)
particularly in view of .the fact that estate accounts reveal that
his salary was little more than that of a woodsman throughout
the 1840s. Not until’ 1849 was his salary suddenly increased to
£500 a year. (30) Perhaps more importantly it reveals his
awareness of the range of opportunities that would be made
available by the Duke's willingness to expend vast wealth on
the gardens at Chatsworth and the relative freedom this Vwould
give Paxton to experiment with a variety of undertakings on a
huge scale. The availability of natural resources on the Duke's
land - stone, timber, lead, iron-ore anci coa‘l—mines, all enabled
Paxton to «carry out his experiments in the construction and
heating of glasshouses and also the constru;:tion of huge rockworks
on the side of the hill on a scale not previously attempted
elsewhere. (31) 1849 was the year in which Paxton coaxed the
giant water-lily Victoria Regia to bloom under -cultivation for
the first time. Paxton anticipating by many years, a‘ practice
now familiar, tried using electric light which ‘is exactly like
bright daylight, and would make up for the short winter days.' (32)

Markham describes the sensation caused by the flowering of '
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