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Landscape paintings generally offer a far and wide view of external world, including all
parts of the built and natural environment that pass before the eye. As a genre in England,
landscape painting arose slowly in the second decade of the seventeenth century, portraying royal
palaces and their prosperous environs along the Thames. This dissertation examines the
development of an English landscape iconography based on property, both real and intellectual. I
argue that during the seventeenth and early eighteenth centuries traditional English hierarchies of
ownership were combined with new concepts of achievement to reimagine exclusive rights. To
analyze visual works within an early modern context, I draw on a range of late sixteenth- to late

eighteenth-century written sources, including diaries, journals, private correspondence, public



rolls, personal account ledgers, periodicals, poetry, histories, travel texts, and scientific works, as
well as economic, political, and aesthetic treatises. Such a broad literature of source material is
interdisciplinary and situates landscape imagery in its historical period.

Similarities and differences in verbal and visual representations reveal how concepts of
knowledge changed throughout the period: just as contemporary manuscripts and printed texts
celebrated increasing concentrations of riches and innovative technologies, landscapes depicted
larger properties, advances in science, and recent sources of prosperity. Large numbers of patrons
chose portraits of their houses surrounded by local landscape features and familiar terrain. But
they also commissioned paintings of birds and animals in landscape settings that stylistically
mimicked the rhetoric of English scientific societies. In addition to technological advances, both
commercial successes and productive land also inspired novel landscape imagery. The exotic
territory of foreign lands, for example, proved as well-suited to glorifying England’s thriving
trade as it did to advertising a patron’s progressive taste or range of knowledge. I examine how
landscape images fit into these cultural processes and, in conclusion, I find that the newly
emerging themes of landscape painting promoted a reevaluation of customary patterns. In
particular, painters designed and copied imagery in which new sources of wealth and intellectual
skills brought the same social and political advantages as did the ownership of land and great

houses.
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Introduction: Genres of Landscape

In his 1606 treatise on drawing and limning, the English writer Henry Peacham (c. 1576-
c. 1643) explains that the elements of a landscape most often serve as a commentary on an art
work’s primary subject:’

Landtskip is a Dutch word, & it is muche as wee shoulde say in
English landship, or expressing of the land by hills, woodes,
Castles, seas, valleys, ruines, hanging rocks, Citties, Townes, &c.
as farre as may bee shewed within our Horizon. Seldome is it
drawne by it selfe, but in respect & for the sake of something els:
wherefore it falleth out among those things which we call Parerga,
which are additions or adiuncts rather of ornament, then otherwise

' Peacham’s handbook provides instructions on drawing and taste and was reissued in
various editions at least six times by the first years of the Restoration. First published in 1606, it
was reissued in 1607, and two revised editions (Graphice and The Gentleman’s Exercise) were
published in 1612. The latter was appended to both the 1634 and the 1661 editions of The
Complete Gentleman. Peacham writes to educate the upper classes, predominantly gentlemen and
the gentry, on both the judgement and mechanics of drawing and limning; additionally, he writes
to promote himself to an aristocratic audience. He served at the court of James I’s eldest son,
Henry Frederick Stuart, prince of Wales, but after the prince’s death in 1612 Peacham left court
patronage. He, however, stayed within court circles and in 1621 was tutor to the earl of Arundel’s
youngest son, William Howard, later Viscount Stafford. See the first edition, Henry Peacham,
The art of dravving vvith the pen, and limming in water colovrs, more exactlie then heretofore
tavght and enlarged with the true manner of painting vpon glasse, the order of making your
furnace, annealing, &c. Published, for the behoofe of all young gentlemen, or any els that are
desirous for to become practicioners in this excellent, and most ingenious art (London, Printed
by Richard Braddock, for William Jones, and are to be sold at his shop at the signe of the Gun
neere Holburn Conduit, 1606), A3r. L. E. Semler discusses Peacham’s sources and methodology,
suggesting he was influenced by Richard Haydocke’s 1598 translation of Giovanni Paolo
Lomazzo’s Trattato dell’arte, Karel van Mander’s Schilder-boeck, northern painting, and Dutch
architectural pattern books. L. E. Semler, “Breaking the Ice to Invention: Henry Peacham’s ‘The
Art of Drawing’ (1606),” The Sixteenth Century Journal 35 (2004): 735-750. Fritz Levy
discusses Peacham’s justification for teaching drawing as a gentlemanly art, primarily as an aid
to patronage and gentility. F. J. Levy, “Henry Peacham and the Art of Drawing,” Journal of the
Warburg and Courtauld Institutes 37 (1974): 174-190.



necessary.’
According to Peacham, the setting or framework supplied by a landscape supports, augments,
and qualifies the central theme, rarely moving beyond this subordinate role. He describes
historical monuments, regional topography, and natural features as parts of long views of the
countryside or wide panoramas of cityscapes, but he writes that these features usually extend
expression only in the manner of ornaments.* Although landscape subject matter in English

painting did not remain of secondary importance throughout the seventeenth century, it did

? Peacham, The art of dravving vvith the pen, and limming in water colovrs, 28-29.
Peacham’s first revision of the treatise enlarged the book and updated the text. He no longer
writes that landscape is seldom drawn by itself alone; however, the landscape chapter is still
concerned with how landscape themes are developed. Peacham writes: “If it be not drawne by it
selfe, or for the owne sake, in respect, and for the sake of something els: it falleth out among
thosethings which we call Parerga.” Henry Peacham, Graphice or The most auncient and
excellent art of drawing and limming disposed into three bookes. By Henrie Peacham Master of
Artes, sometimes of Trinitie Colledge in Cambridge (London: Printed by W.S[tansby] for lohn
Browne, and are to bee sold at his shop in S. Dunstantes church-yard in Fleetestreete, 1612), 40-
41.

* In the revised 1612 edition, Peacham favors examples of “Parerga” that are taken from
late sixteenth-century Italian and Flemish art, particularly popular Lowlands kermis scenes
associated with Peter Bruegel the Elder. But he also cites examples of famed views — “the fairest
prospects” — from Italy, Spain, France, Germany, and lastly, England. See Peacham, Graphice or
The most auncient and excellent art of drawing and limming, 43-45. Peacham presents the most
detailed contemporary commentary on landscapes written in English. Although Richard
Haydocke, the physician and Oxford scholar, translated the first five books of Giovanni Paolo
Lomazzo’s tract on art theory in the late sixteenth century, he omitted Book VI, the chapter that
discusses the composition and perspective in landscape painting. Lomazzo wrote to validate
painting as an intellectual art and compared the ideas involved in the conception of a painting
with those used to create poetry or rhetoric. Additionally, he recorded such technical knowledge
of painting as proportion, movement, color, light, and perspective. He viewed the history of
painting from both antique and contemporary sources, as well as detailing correct iconography
and proper composition. See Giovanni Paolo Lomazzo and Richard Haydocke, 4 tracte
containing the artes of curious paintinge caruinge buildinge written first in Italian by lo: Paul
Lomatius painter of Milan and Englished by R.H student in physik (Oxford: by loseph Barnes for
R[ichard] H[aydock], 1598.) Giovanni Paolo Lomazzo, Trattato dell arte della pittvra, scoltvra,
et architettvra. (In Milano: Per Paolo Gottardo Pontio . . ., a instantia di Pietro Tini, 1585.)



continue to include many themes. These topics defined both the form and style of landscape
paintings, and further acted as significant distinguishing features designating type or kind. They
attracted the viewer’s attention and compelled interest, and they shaped the experience of their
audience, guiding a desired response. As Peacham notes, the cultural perspective conveyed by the
variety of elements is bound to the aesthetic promotion of “some thing els.” Common landscape
characteristics, he explains, set the stage, direct presentation, and model a larger idea. Through
their ornamental function, these various components produce an order and authority that
transmits social value and systematizes praise.

It is how landscape subjects structure the concept of English land that is the concern of
my study. I consider the development of the “additions and adiuncts” described by Peacham, but
with respect to landscape imagery that is specifically English in character; that portrays the
country’s locales, landmarks, and estates; and that represents its customs and enterprises.
Because the seventeenth-century English audience left few detailed reactions to landscape
paintings, I cite poems, letters, diaries, financial records, antiquarian texts, histories, travel
accounts, and polemic literature to analyze opinions on diverse aspects of the land and to
examine values attached to landholding. Similar trends across media define a cultural context
according to social and aesthetic ideals, as well as political and economic affairs. Shared interests
are also often expressed in the same framework, manipulating the legitimizing structure of that
familiar frame while identifying assumptions and expectations within the conventions of pictorial
types or formulas.

In the seventeenth century several interrelated circumstances influenced the look of

English landscapes and the themes developed by landscape painters. For one, most of the artists



4

who contributed to the growth of the genre emigrated from the Netherlands and had been trained
in either the Northern or Southern Lowlands.* During the last half of the sixteenth century and
first part of the seventeenth century, they came in search of opportunities after the conquest of
Antwerp by Alessandro Farnese, the duke of Parma, in 1685, and after the death of Elizabeth I
and the beginning of the new Stuart regime in 1603. Few painters came at the time of the
interregnum (1649-1660), but the Restoration brought a wave of artists responding to England’s
renewed economy and seeking the possible patronage of Charles II and his court. Netherlandish
artists, however, followed their own workshop practices, which taught the timely development of
genres and styles meant to distinguish aesthetic expertise and to cultivate a market for individual

specialties.” Thus, in the competitive environment of the north, successful innovation depended

* Gregory Rubinstein estimates that during the seventeenth century about 300 artists from
the Lowlands came to work in England. Of these, at least 100 specialized in various genres or
sub-genres of the landscape. G. M. G. Rubinstein, “Artists from the Netherlands in Seventeenth-
Century Britain: an Over-view of their Landscape Work,” in The exchange of ideas: religion,
scholarship and art in Anglo-Dutch relations in the seventeenth century: [papers delivered to the
eleventh Anglo-Dutch Historical Conference, Oxford 1991], ed. Simon Groenveld and Michael
Wintle (Zutphen: Walburg Instituut, 1994), 164-66. In his unpublished treatise on limning, c.
1600, Nicholas Hilliard (1547-1619) also comments on foreign artists. After mentioning that he
bases his technique on Hans Holbein’s manner of limning, he writes: “especially the arts of
Carving, Painting, Gouldsmiths, Imbroderers, together with the most of all the liberall siences
came first unto us from the Strangers, and generally they are the best, and most in number.”
Nicholas Hilliard, Nicholas Hilliard’s Art of limning, A New edition of A treatise Concerning the
Arte of Limning, writ by N Hilliard, ed, Arthur F. Kinney and Linda Bradley Salamon (Boston:
Northeastern University Press, 1983), 19.

> Larry Silver traces the history of pictorial specialties of genres of art beginning in the
sixteenth century. He interprets this history as a process involving historical evolution
determined by natural selection, and he finds that genres developed in Antwerp in an interrelated
urban art community and especially for an open and highly competitive marketplace. At the time,
Antwerp had a large local population, as well as visiting travelers, dignitaries, and merchants.
The city thus contained a rich and educated audience for its art products. While many painters
copied popular innovative images, others were stimulated to devise new types or categories of
imagery, especially as an advertisement for the inventive aesthetic character of their famed city.
See Larry Silver, Peasant scenes and landscapes: the rise of pictorial genres in the Antwerp art



on the audiences’s recognition of both artistic ingenuity and skill.

In England, a number of Dutch and Flemish painters adapted notable Netherlandish styles
and subjects to the specifics of English terrain and culture, constructing an image that would
illustrate the country’s distinctiveness, rather than duplicating popular imagery common to the
particular regions, provinces, or cities of the Lowlands. For these artists, profitable invention
relied on the creation of themes readily identifiable as English. Even though the demand for
favored scenes prompted repetition, standardization, and imitation, artists who devised new
schemes also initiated a demand for their unique products. I argue that painters developed a
responsive audience, for the most part through scenes designed to represent both international
novelty and insular interest. Producing innovative English themes also proved an effective means
of establishing and sustaining a competitive advantage in a country with an increasing number of
foreign art practitioners and without a traditionally strong market for painting. During the
sixteenth century, for example, Henry VIII concentrated primarily on building and architecture;

Elizabeth I preferred state entries, processions, visitations, pageants, and other performance-

market (Philadelphia, Pa: University of Pennsylvania Press, 2012), 16-25. Nonnative artists in
England also trained within their immigrant artisan communities, often taught by family
members and formally apprenticed to relatives. See, for example, the family of Marcus
Gheerhaerts (1521-1590). Born in Bruges, he immigrated to England with his son Marcus
Gheerhaerts II (1562-1636), who became an important portrait painter and only entered the
Painter-Stainers’ Company in 1619. The elder Gheerthaerts married Susanna, the daughter of
John de Critz (1552-1642), later Sergeant Painter. Marcus Il married her younger sister,
Magdalen de Critz. Their son Marcus Gheerhaerts III (c. 1602-1654) became a freeman of the
company in 1628. Alan Borg, The History of the Worshipful Company of Painters, Otherwise
Painter-Stainers (Huddersfield: Jeremy Mills, 2005), 34-37.
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oriented spectacles.® Neither monarch particularly patronized painting as a vehicle for humanistic
knowledge or courtly splendor, but both primarily chose continental painters to set the style for
royal portraiture.” Similarly, in the first half of the seventeenth century, neither Charles I nor his
courtiers patronized native painters. Instead they collected important fifteenth- and sixteenth-

century paintings as well as Italian and Venetian art.®

% Henry VIII’s use of an overarching visual display of power, for example, is seen in all
manner of arts that promote his court and household and decorate his palaces. See the description
of Sir John Fortescue (c. 1394-1476), chief justice for the king’s bench, especially “Chapter VL.
Ordinance for the Kynges Ordinaire Charges.” John Fortescue, The Governance of England.:
otherwise called The Difference between an Absolute and a Limited Monarchy, ed. Christopher
Plummer (Oxford: Clarendon Press, 1885), 120-25. Henry, however, only collected about 157
paintings, including miniatures. See Gustav Friedrich Waagen, Treasures of Art in Great Britain:
Being an Account of the Chief Collections of Paintings, Drawings, Sculptures, Illuminated MSS.,
&c. &c. (London: John Murray, Albemarle Street, 1854), 7. For Elizabeth I, see John Nichols,
The progresses and public processions of Queen Elizabeth. Among which are interspersed other
solemnities, public expenditures, and remarkable events, during the reign of that illustrious
princess ([London]: Printed by and for the editor, printer to the Society of antiquaries of London,
1788).

7 Hans Holbein the Younger painted portraits for Henry VIII, and in 1536 he was
described as the King’s Painter by Nicholas Bourbon, the French poet. Royal household accounts
include him as a court painter with an annual income of £60. Oskar Bitschmann and Pascal
Griener, Hans Holbein (Princeton, N.J.: Princeton University Press), 9. Holbein’s cartoon of an
over-sized Henry VIII, on which many likenesses of the king are based, is in the London,
National Portrait Gallery, 4027. Although Nicholas Hilliard painted miniatures for Elizabeth I,
full-size portraits were executed by both Marcus Gheerherts the Elder and the Younger, Quentine
Metsys the Younger, Frederico Zuccaro, and Lucus de Heere among others. Elizabeth, like
Henry, used portraits as propaganda and favored a standard image. Roy Strong publishes a
selection of Elizabeth’s portraits. See Roy Strong, Gloriana: The Portraits of Queen Elizabeth I,
Pimlico (Series); 581 (London, Eng.: Pimlico, 2003); Mary Edmond, Hilliard and Oliver: the
lives and works of two great miniaturists (London: R. Hale, 1983), 77-78.

¥ For Charles I, see Abraham Van der Doort, and Oliver Millar, Abraham Van der
Doort’s catalogue of the collections of Charles I ([London]: Printed for the Walpole Society by
R. Maclehose [at] the University Press, Glasgow, 1960). For Thomas Howard, the 21st earl of
Arundel, see Lionel Cust and Mary L. Cox, “Notes on the Collections formed by Thomas
Howard, Earl of Arundel and Surry, K.G.” The Burlington Magazine for Connoisseurs 19
(1911): 278-286. For George Villiers, the first duke of Buckingham, and James Hamilton, the
first duke of Hamilton, see Philip McEvansoneya, “An Unpublished Inventory of the Hamilton
Collection in the 1620s and the Duke of Buckingham’s Pictures,” The Burlington Magazine 134



One goal of Peacham’s manual was to encourage art patronage and, in the process,
stimulate a market for accomplished native painters. In the 1606 The art of dravving, he
complains of the Englishman’s lack of aesthetic knowledge, characterizing it as an obvious
national failing.” Peacham writes that although the “skill of drawing or painting” is “necessarie,”
he finds “how rare the perfection of it is amongst vs, euery man may perceiue, when scarce
England can afford vs a perfect penman or good wood cutter (I speak not of the pencil wherin our

Maisters may compare with any els in Europe) in respect of the dutchmen and other strangers.”"

(1992): 524-526; E. K. Waterhouse, “Paintings from Venice for seventeenth-century England,”
Italian Studies 7 (1952): 1-23. Also see Frances Haskell’s chapter on the art collections of
Charles I, Arundel, Buckingham, and Hamilton: “Art collections in London on the eve of the

civil war.” Francis Haskell and Karen Serres, The King’s Pictures: the formation and dispersal of
the collections of Charles I and his courtiers (New Haven: Published for The Paul Mellon Centre
for Studies in British Art by Yale University Press, 2013), 33-75.

? Peacham’s criticism of English art and artists is based largely on Thomas Eloyt’s THE
BOKE NAMED THE GOUENOUR (1531), written in the genre of advice to princes and
noblemen. Elyot was a writer and courtier, serving as Henry VIII’s embassador to Emperor
Charles V in 1531. Thomas Eloyt, The boke named The gouernour deuised by Sir Thomas Eloyt,
knight, ed. Henry Herbert Stephen Croft (London: K. Paul, Trench & Co., 1880), 1:138-40.

' Peacham excludes limning or miniature painting — primarily portraiture — from his
criticism of English painters. Peacham’s complaint is in his dedication to Sir Robert Cotton.
Peacham, The art of dravving vith the pen, and limming in water colovrs, A2v. Many
miniaturists belonged to the Goldsmiths’ Company rather than the Painter- Stainers’ Company
because limning was often associated with collections of jewels and other fine luxury objects.
Encased in gold, enameled, and jeweled frames, miniatures were worn in lockets around the
neck, and many were displayed in special art cabinets or rooms meant to hold a variety of fine
aesthetic creations. Limning could thus be tied to the preciousness of materials. For example,
Nicolas Hilliard, part of the household of Elizabeth I, became a freeman of the Goldsmiths’
Company in 1569. According to Hilliard, limning — “a kind of gentill painting” — was
distinguished from common painting or decorative painting, which comprised the painting of
furniture, displays, banners, boats, carriages, and other decorations usually provided by members
of the Painters-Stainers’ Company: “it is a thing apart from all other Painting or drawing and
tendeth not to comon mens usse, either for furnishing of Howsses, or any other worke what
soever, and usse it excelleth all other Painting what so ever, in so ever.” Hilliard detailed the
excellence of the technique and its aesthetic importance as a collectible object. See Hilliard,
Nicholas Hilliard’s Art of limning, ed. Kinney and Salamon, 16.



Six years later, in Graphice, Peacham expands this criticism: “Onely I am sory that our courtiers
and great personages must seeke farre and neere for some dutchman or Italian to draw their
pictures, and inuent their deuiles, our Englishmen being held for Vaunients.”"' In characterizing
his country’s artisans as “worth naughts,” he indicates that they have fallen behind contemporary
continental standards of connoisseurship, as well as in the material production of ingenious and
skillful art products of quality.

In addition to the court’s lack of interest in English painters, several factors affected

England’s continued low esteem for native artists.”? Unlike Italy and the Southern Lowlands,

" For “vauneant [worth naught],” see entry 02.02.25.07.09.23.01. Christian Kay, Jane
Roberts, Michael Samuels, and Irené Wotherspoon, eds., The Historical Thesaurus of the Oxford
English Dictionary (Oxford: Oxford University Press, 2009), 1:1015.

2 Charles I, the earl of Arundel, and the duke of Buckingham were avid continental art
collectors, but formed a small and elite circle. Both the principles of connoisseurship and art
authority were new to England. Franciscus Junius (1591-1677) only published his compendium
of antique writing on art (De pictora veterim) in 1637 and translated that treatise a year later at
the request of Aletheia Talbot, the countess of Arundel. Junius wrote to record ancient wisdom
and to describe connoisseurship according to classical traditions in the framework of rhetoric. He
thus compared painting to poetry, based on the authority of antique writers. As an influential
member of the circle around the court, he served as Arundel’s librarian and as tutor to Arundel’s
youngest son, William, in 1622 and to Arundel’s grandchildren ten years later. In 1641 he was
appointed tutor to Audrey de Vere, earl of Oxford, and acted in that capacity until 1647. See
Franciscus Junius, The painting of the ancients in three bookes: declaring by historicall
observations and examples, the beginning, progresse, and consummation of that most noble art.
And how those ancient artificers attained to their still so much admired excellencie. Written first
in Latine by Franciscus Junius, F.F. And now by him Englished, with some additions and
alterations (London: Printed by Richard Hodgkinsonne; and are to be sold by Daniel Frere, at the
signe of the Bull in Little-Britain, 1638). Copies of unpublished manuals on painting circulated
within the court circle and included both Nicholas Hilliard’s ¢. 1600 manuscript on limning and
Edward Norgate’s (1581-1650) treatise on limning and critical principles of art, written in 1627-
28 and revised in 1648. For the later version, see Edward Norgate, Miniatura, or, The art of
limning, ed. Jeffrey M. Muller and Jim Murrell (New Haven: Published for the Paul Mellon
Centre for Studies in British Art by Yale University Press, 1997). Also see Edward Norgate,
Miniatura; or the art of limning, by Edward Norgate, ed. from the manuscript in the Bodleian
library and collated with other manuscripts by Martin Hardie (Oxford: Clarendon Press, 1919).
The text of the landscape section of British Museum MS Harl. 6000 (the earlier version of



England had no strong religious patronage for art, and unlike such cities as Amsterdam and
Antwerp, London lacked an active art clientele from the merchant and professional classes.
Without important church or urban support, individual creativity and autonomy — so vital to
artistic standing — were not encouraged. Many continental states and cities had also raised the
status of the artist through the formation of academies, creating a parallel between art teaching
and the processes of a liberal arts education.” In Italy and France, painting, like poetry and
rhetoric, was theorized as an academic subject and associated with scholarly rather than

instrumental knowledge. But in England, the value of native painting was still connected to the

Miniatura) is included in Henry V. S. Ogden and Margaret S. Ogden. English taste in landscape
in the seventeenth century. Ann Arbor: University of Michigan Press, 1955, 171-73. For
Hilliard’s manual (Edinburgh University Library, Laing MSS, La.lll.174), see Hilliard, Nicholas
Hilliard’s Art of limning, ed. Kinney and Salamon. For connoisseurship in England in the early
seventeenth century, see David Howarth, Lord Arundel and his circle (New Haven: Yale
University Press, 1985).

" Nikolaus Pevsnor surveys the rise of art academies, as well as the social position of the
artist. In Italy, informal groups gathered around significant artists, but the first formal art
academies were founded in the second half of the sixteenth century. In 1563 the Accademia del
Disegno was established in Florence by Cosimo de’ Medici at the suggestion of Giorgio Vasari.
Cardinal Federigo Borromeo and Federigo Zuccari founded the Accademia di. S. Luca in Rome
in 1593. In Paris the Académe Royale de Peintune et de Sculpture was founded in 1648 by Louie
XIV. In the Southern Netherlands as early as 1480, the painters’ guild, the Guild of St. Luke,
joined the Violieere, a Chapter of the Chamber of Rhetoricians. An academy was set up in
Antwerp in 1665, but as a social extension of the guild. Joachim von Sandrart founded a German
school in ¢. 1675 in Nuremberg. Karel van Mander founded a Dutch academy in Harlem in 1683.
In London, however, it was not until 1711 that Sir Godfrey Kneller began a private drawing
school. In 1724, a year after Kneller’s death, Sir James Thornhill opened an academy to succeed
Kneller’s. And in 1735, after Thornhill’s death, his son-in-law, William Hogarth, moved the
academy to St. Martins Lane and restructured it on a formal basis. Thus, painters in England
often remained connected to the guild system well into the first decades of the eighteenth
century. Nikolaus Pevsner, Academies of art, past and present, 1940 reprint (New York: Da
Capo Press, 1973), 42-66, 80-89, 115-16, 125-30. Also see Paul Oskar Kristeller, “The Modern
System of the Arts: A Study in the History of Aesthetics, Part 1, Journal of the History of Ideas
12 (1951): 512-18.
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work of tradesmen and thus the collective identity of the guild."* With the exception of the King’s
Painter, or Sargeant Painter after 1527, the Company of Painter-Stainers enjoyed a monopoly
over all decorative painted work within the walls of London."”” And the connection between the
mechanical arts and labor continued to separate English painting, drawing, engraving, and
sculpture from arts originating solely in the mind. Because the work of the hand and the
originality of the intellect were ideas within a hierarchy that structured social and political
institutions, English art practitioners were limited by the identities, methods, and rules of their
trades. For example, in his Boke named the gouenour, originally published in 1531, Thomas
Elyot specifically distinguishes between the art of leisurely drawing and the productions of
tradesmen:

Nowe (as I haue before sayde) I intende nat, by these examples, to
make of a prince or noble mannes sonne a commune painter or
keruer, whiche shall present him selfe openly stained or embrued

with sondry colours, or poudered with the duste of stones that he
cutteth, or perfumed with tedious sauours of the metalies by him

'* When Abraham Crowley cited painters as nature’s perfect copyists, he used Peter Paul
Rubens and Anthony Van Dyke as examples — not native English painters. See Crowley’s
introductory poem, “To the Royal Society,” in Thomas Sprat, The History of the Royal-Society of
London, For the Improving of Natural Knowledge (London: Printed by T.R. for F. Martyn at the
Bell . . ., 1667), B2r. Susan Foister discusses the interaction of foreign painters and the Painter-
Stainers’ Company. The guild regarded the court patronage of foreign artists — as well as the
many foreign painters who immigrated to London — as a threat to their livelihood; but due to the
lack of equivalent training, native artists were unable to compete. Susan Foister, “Foreigners at
court: Holbein, Van Dyck and the Painter-Stainers Company,” Art and patronage in the Caroline
courts: essays in honour of Sir Oliver Millar, ed. David Howarth (Cambridge England; New
York, NY, USA: Cambridge University Press, 1993), 32-42. In Sprat’s history of the Royal
Academy, “Graving, Statuary, Limning, Coining, and all works of Smiths” are termed
“Mechanick Arts.” Sprat, The History of the Royal-Society of London, 149.

' The Painters Company merged with the Stainers Company in 1502 by the grant of their
petition to the Lord Mayor of London. Corporation of London Record Office, Guildhall Library,
London, Letter book M, F. 36b.
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yoten [pored]."
Instead, Elyot ties gentlemanly and noble drawing to the virtue inspired by the imaginative
recreation of histories — in particular, those narratives recounting the deeds of great men and the
expression of significant human action and emotion."”

According to Elyot, it is the association with literature that elevates the practice of
drawing: status is gained through the imitation of the effects of the literary arts. But in England,
institutional customs and beliefs in all areas did much to prevent the comparison between the arts
from winning widespread acceptance.”® In 1615, the courtier and historian Sir George Buck (c.
1560-1622) expanded Elyot’s caution, writing that in England painting “as an Art” is “now

accounted ingeneous and not fit for a Gentleman, by reason that it is much fallen from the

' Elyot, The boke named The gouernour, ed. Croft, 48.

"7 “And he that is perfectly instructed in portrayture, and hapneth to rede any noble and
excellent historie, wherby his courage is inflamed to the imitation of vertue, he forth with taketh
his penne or pensill, and with a graue and substanciall studie, gatherynge to him all the partes of
imagination, endeuoureth him selfe to expresse liuely, and (as I mought say) actually, in
portrayture, nat only the faict or affaire, but also the sondry affections of euery personage in the
historie recited, whiche, mought in any wise appiere or be perceiued in their visage, countenance
or gesture.” Elyot, The boke named The gouernour, ed. Croft, 46.

'8 Even in Italy, the primary locus of art theory, the comparison between painting and
poetry had a long history of debate. In his study on the concept of artistic genius in fifteenth-
century Italian art, Martin Kemp, for example, finds that other than several references to artists
who showed an understanding of antiquity, the term “ingenium” was rarely applied to visual
artists in the fifteenth century. He finds eight instances of usage from 1400 to 1450 and thirteen
instances from 1450 to 1500. Most examples are from architecture theory; others are from
descriptions of artists. Martin Kemp, “From Mimesis to Fantasia: The Quattrocento Vocabulary
of Creation, Inspiration and Genius in the Visual Arts,” Viator 8 (2008): 347-98. Rensselaer W.
Lee discusses the doctrine of ut pictura poesis (as is painting, so is poetry) from the fifteenth
century to the eighteenth century, predominately in Italy and France. She traces treatises on the
relationship between painting and poetry in which painting was awarded the validity of the
liberal arts, for painting like poetry presented universal and elevated values, and further,
portrayed ideal form and action. For the comparison of painting to poetry see, Rensselaer W. Lee,
“Ut Pictura Poesis: The Humanistic Theory of Painting,” The Art Bulletin 22 (1940): 197-269.
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reputation, which it had aunciently.”” Buck concluded that although painting was a polite
accomplishment for a courtier in Italy, as a practice in England, “it is now accounted base and
mechanicall and a mere mestier [duty] of an artificier, and handy craftsman. In somuchas as fewe
or no Gentleman or generous & liberall person will aduenture by practicing this art.” Even as
late as late 1712, Anthony Ashley Cooper (1671-1713), the third earl of Shaftesbury, criticized
the classical analogy between painting and poetry as “allmost ever absurd & at best constrain’d,
Lame or defective.”" Although Shaftesbury’s complaint concerned only the resemblance
between verbal and visual expressions, the long-standing social separation between poets and
painters remained an entrenched division. The painter’s work was still an embodied physical
object, while the output of the poet was a refined creation of language.

Almost every social operation related artisans to servile or utilitarian aspects of

' Sir George Buck served in various capacities in both the courts of Elizabeth I and
James 1. In addition to serving as an MP, he was a diplomatic envoy for Elizabeth . In the reign
of James I, he was a member of the Privy Chamber as well as the Master of the Revels. Buck’s
treatise on universities details the benefits of a classical education and London’s offerings.
George Buck, John Stow, and Edmund Howes, The third universitie of England. Or A treatise of
the foundations of all the colledges, auncient schooles of priviledge, and of houses of learning,
and liberall arts, within and above the most famous cittie of London. With a briefe report of the
sciences, arts, and faculties therein professed, studied, and practised; Together with the blazon
of the armes, and ensignes thereunto belonging./ Gathered faithfully out of the best histories,
chronicles, records, and archives, by G.B. Knight (Imprint: [Londini : [Printed by Thomas
Dawson] impensis Thomp Adams,] Anno Domini, 1615), 986.

2 Buck, Stow, and Howes, The third universitie of England, 986.

*! Shaftesbury’s essay was only published in full after his death. It was a continuation of
his project to demonstrate good taste in art and morals, especially design and the imagination in
aesthetic experience. Shaftesbury’s comment on the comparison of painting to poetry is in
“Treastis IV, Plastics.” Anthony Ashley Cooper, Earl of Shaftesbury, Second Characters, or The
Language of Forms, ed. Benjamin Rand (Cambridge: Cambridge University Press, 1914), 141.
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mechanical labor.”? Copyright protection, for example, was first awarded to the Stationers’
Company, the guild that controlled the mechanisms of book production, including printing,
binding, distribution, and sales, and not to the writers of literary works.* Protections for
mechanical skill, craft knowledge, and industrial innovation were regulated by use and reward,
and all benefits therefore accrued to use.* Literary products, conversely, were not material
commodities produced for sale, but intellectual creations meant to be read as an inherent element
of an elite, humanistic, and scholarly education. In England, the literary arts and rational

processes of contemplative, or scholarly, knowledge continued to be divorced from the

*2 Sir John Ferne (1560-1609), MP, lawyer, and writer on heraldry and genealogy, bars
craftsmen from gentility because of their connection with the “mechanicall sciences.” Fernes’s
description of gentility is written as a dialogue among seven contributors. John Ferne, The
Blazon of Gentrie Deuided into two parts. The first named The Glorie of Generositie. The
second, Lacyes Nobilitie. Comprehending discourses of Armes and of Gentry. Wherein is treated
of the beginning, parts and degrees of Gentlenesse, vvith her lawes: Of the Bearing, and Blazon
of Cote-armors: Of the Lawes of Armes, and of combats (London: Printed by John VVindet, for
Toby Cooke, 1586), 68-69.

> The Stationers’ Company received a royal charter in 1557, giving it the right to print
books and enforce its orders, including the protection of its members’ copyrights. A copy of the
charter, as well as its textual history, is included as “Appendix J.” Cyprian Blagden, The
Stationers’ Company; a history, 1403-1959 (London: Allen & Unwin, 1960), 2:1009-1026.
Patent protection was instituted by statute in 1624. Statute of Monopolies, Westminster (1624),
An Act concerning Monopolies and Dispensations with Penal Laws and the forfeitures thereof,
1624. 21 Jac.I, c.3. London, UK Parliamentary Archives.

** The livery companies, however, also used the liberal arts to distinguish and legitimize
their products. The Stationers’ Company connected printing to learning in its role of producing
books and thus advancing knowledge: “as Learning must needs make us favour Printing, so
Printing is a great means to advance Learning amongst us.” Henry Parker and Stationers’
Company (London, England), To the High Court of Parliament: the humble remonstrance of the
Company of Stationers ([London: 1643]), Alr. The stationers also used the stigma of manual
labor to similarily promote and distinguish their craft. See lan Gadd’s discussion of the use of
“mechanicks” in the seventeenth century. lan Gadd, “The Mechanicks of Difference; a Study in
Stationers’ Company discourse in the Seventeenth Century,” in The Stationers’ Company and the
Book Trade, ed. Robin Myers and Michael Harris (Winchester, Hampshire: St Paul’s
Bibliographies; New Castle, Delaware: Oak Knoll Press, 1997), 96-99.
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innovations and technologies connected to the mercantile network.” Consequently, the creative
ingenuity associated with letters remained separate from the financial rewards concerned with
labor.? Perhaps because guild practices controlled native painters, new genres were either
devised by foreign-trained painters or else stimulated by the inventive processes and mastery of
techniques encouraged in their homelands. New themes, iconographic directions, and novel
ornaments were conceived by artists attempting to develop a market for their work, rather than

those concerned with preserving control over the proscriptions and privileges of the guilds.”

It was not until 1710 and the Statute of Anne that authors enjoyed the same property
rights as printers, and at least according to statute, literary production was viewed as a form of
intellectual property. The act gave authors limited protections in the right to control their work. It
further distinguished between authors’ rights and all the means of producing their work. The
Statute of Anne (1710), An Act for the Encouragement of Learning, by Vesting the Copies of
Printed Books in the Authors or Purchasers of such Copies, during the Times therein mentioned.
8 Anne c. 19. London, UK Parliamentary Archives.

*® In the first edition of The compleat gentleman, Peacham supports the gentlemanly
practice of drawing by first appealing to the utility of the art form. In times of war, drawing was
necessary to record the built environment, as well as a territory’s natural features. As my Chapter
I explains, drawing indeed had a long history in recording defensive structures for Henry VIII and
environmental plans for English ports. Peacham additionally recommends the practice as an aid
to memory and recording travel, including a region’s people and culture. Just as drawing
recreates the physical environment, it also helps to bring alive absent friends. These reasons for
drawing, however, have a practical purpose. It is only at the end of his defense does Peacham
link drawing to the arts and divine creation. The compleat gentleman fashioning him absolute in
the most necessary & commendable qualities concerning minde or bodie that may be required in
a noble gentleman. By Henry Peacham, Mr. of Arts sometime of Trinity Coll: in Cambridge
(London: Imprinted at London by John Legat for Francis Constable, and are to bee sold at his
shop at the white lion in Paules churchyard, 1622), 104-05.

*7 In his history of the Painter-Stainers’ Company, Alan Borg notes that after the
formation of Sir Godfrey Kneller’s Academy in 1711, and especially William Hogarth’s St.
Martin Lane Academy in 1735, few painters belonged to the Painter-Stainers’ Company. By the
third decade of the eighteenth century, painters defined themselves as gentlemen and their work
as an art and not a craft. At that time the division between paintings and general decorative work
also became more acute. The former, considered a manual craft, fell under the corporate province
of the guild, and the latter, defined as a fine art, was more aligned with the literary arts. Borg, The
History of the Worshipful Company of Painters, Otherwise Painter-Stainers, 109-10.
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Authorizing Landscapes
The creation of landscape painting as a recent innovation newly introduced to England is
discussed by the herald and miniaturist Edward Norgate (1581-1650) in his unpublished treatise,
Miniatura, or the art of limning.*® Norgate wrote his manual on limning in 1627-1628, then
revised it from about 1648 to shortly before his death in 1650. He divides the “Discourse” into
three genres, discussing landscapes as his second subject, between portraits and histories:

It is more then time to proceede to the second which is, Lanscape,
or Landscape. Landscape what an Art soe new in England, and soe
lately come a shore, as all the Language within our fower Seas
cannot find it a Name, but a borrowed one, and that from a People,
that are noe great Lenders, but upon good Securitie, the (Dutch)
perhaps they will name their owne Child. For to say truth the Art is
theirs, and the best in that kind that ever I saw spake Dutch, viz.
Paulo Brill, a very rare Master in that Art, Liveing in Trinita del
Monte in Rome, and his Contemporary Adam Elshamer, termed by
the Italians Diavolo per gli cose picole [a devil for little things],
Momper, Bruegel, Coningslo, and last but not least Sir Peter
Rubens, a Gentleman of great parts and abilities, (over and above
his Pencill) and knighted by the best of Kings or Men.”

As a child immigrant, landscape is the young heir of one tradition and positioned to benefit from
the opportunities of another. With an eye to profit, the Dutch, Norgate suggests, have chosen a

receptive audience in the English. Although he appends a list of northern masters of the genre,

*¥ Primarily concerned with the technical aspects of limning, Norgate’s treatise survives
in several contemporary copies and fragments. Martin Hardie provides an introduction and
publishes the second version of Miniatura — Tanner 326, Bodleian Library, copied soon after
Norgate’s death. Norgate, Miniatura; or the art of limning. Muller and Murrell publish a critical
edition of Tann. 326, but also draw from Royal Society of London MS 136 as well as copies of
Norgates’s first versions of the treatise. Introductory essays discuss Norgate’s life and his
audiences. Appendix 1 lists 29 seventeenth-century versions, copies, or paraphrases of Norgate’s
treatise. Norgate, Miniatura, or, The art of [imning, ed. Muller and Murrell. Also see note 12
above.

* Norgate, Miniatura, or, The art of limning, ed. Muller and Murrell, 81-82; Norgate,
Miniatura, or the art of limning, ed. Hardie, 42-43.
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Norgate cites their fame in Italy to substantiate his judgement.*® At the very end of the list,
Rubens — as a knight of the realm — is himself an additional corroborating authority.*

Continuing his account, Norgate records that “the ancients” considered landscape subject
matter “a servant to their other peeces, to illustrate, or sett off their Historicall painting, by filling
up the empty Corners, or void places of Figures, and story, with some fragment of Landcape.”?
But as landscape painting is now practiced, Norgate explains, it was first invented in Antwerp
and has only lately been accepted as a genre in its own right, legitimized by its disciplinary
standing:

But to reduce this part of painting to an absolute and intire Art, and
to confine a mans industry for the tearme of Life to this onely, is as

I conceave an Invention of these later times, and though a Noveltie,
yet a good one, that to the Inventors and Professors hath brought

*® The northern landcape painters mentioned by Norgate — Adam Elsheimer (1576-1616),
Paul Brill (1554-1626), Gillis van Coninxloo (1544-1607), Jan Brueghel (1568-1625), Joos de
Momper (1564-1635), and Peter Paul Rubens (1577-1640) — could all be seen in large English
collections, including those belonging to Arundel, Buckingham, and Charles I. Henry V. S.
Ogden and Margaret S. Ogden discuss patronage patterns, dividing landscape painters collected
by the English into categories determined by time periods, regions of origin, and regions of
influence: sixteenth-century Venetian landscape painters, contemporary Roman and Italianate
Dutch landscape painters, fifteenth and sixteenth-century northern landscape painters, and
contemporary Flemish landscape painters. Ogden and Ogden, English taste in landscape in the
seventeenth century, 30-33.

*! While on a diplomatic mission to secure the Anglo-Spanish peace, Rubens had been
knighted in London by Charles I on March 3, 1630, and finally received the formal commission
for the Banqueting House ceiling at Whitehall. The commission was first mentioned by Rubens
in a letter to the agent William Trumbull, written in Antwerp and dated September 13, 1621. See
letter no. 46. Peter Paul Rubens, The letters of Peter Paul Rubens, ed. and trans. Ruth Saunders
Magurn (Cambridge: Harvard University Press, 1955), 77. Kevin Sharpe suggests that Rubens
was chosen as a negotiator by the archduchess Isabella and Philip IV for both his knowledge of
art and his diplomatic skills. Kevin Sharpe, The personal rule of Charles I (New Haven: Yale
University Press, 1992), 66-67.

32 Norgate, Miniatura, or, The art of limning, ed. Muller and Murrel, 83; Norgate,
Miniatura; or the art of limning, ed. Hardie, 44.
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both to honour and profitt.*
Like other types of painting, Norgate notes, landscape demands a lifetime of study and a
command of express knowledge, acquisitions that will bring its masters rewards of fame and
gain.** Here he reiterates the connection of honor and profit, the former first mentioned as an
English association and the latter as a Dutch concern.

To further elevate the “Pedigree of Lanscape,” Norgate returns to Peter Paul Rubens —
already mentioned as a “Gentleman of great parts” — and links the practice of landscape painting
with country houses and England’s aristocratic collectors.”” Rubens, he states, was a devotee of
the genre, dedicating his later years to painting the countryside at his new estate:*

Wherewithall Sir Peter Rubens of Antwerp was soe delighted in his
Later time, as hee quitte all his other practice in Picture, and Story,

whereby he got a vast estate, to studie this, whereof he hath left the
world the best, that are to be seene, some whereof were lately at

3 Norgate, Miniatura, or, The art of limning, ed. Muller and Murrel, 83; Norgate,
Miniatura; or the art of limning, ed. Hardie, 45.

3% “This first essay at Lanscape got the Painters Crownes, and Credit. This began others to
imitate, and now the Art is growne to that perfection, that it is as much as twenty or thirty yeares
practice can doe, to produce a good Painter, at this one species of painting onely.” Norgate,
Miniatura, or, The art of limning, ed. Muller and Murrel, 84; Norgate, Miniatura; or the art of
limning, ed. Hardie, 46.

3% Muller and Murrell suggest that “Pedigree” is a term used by Norgate for its
connotations in heraldry. As the Windsor Herald from 1633, Norgate designed and authenticated
coats of arms. In Miniatura, he follows a similar method and model of authentication, ensuring
that his text is prepared with the same rigorous standards and accurate procedures as those that
give valid pedigree to arms and other honors. Norgate, Muller, and Murrell, Miniatura, or, The
art of limning, 85, 82, 165, note 163. Also see Norgate, Miniatura, or the art of limning, ed.
Hardie, 47, 43.

36 Rubens himself wrote that he hoped for honor rather than financial gain through the
commission and publication of prints after his inventions and designs. See Rubens’s letter to
Nicolas-Claude Fabri de Peiresc (1580-1637), dated August 16, 1635. Letter no. 237 in Magurn,
Rubens, The letters of Peter Paul Rubens, 400.
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York howse, but now unhappily transplanted.’’
As an example of the genre’s importance, Norgate cites Rubens’s landscapes in the collection at
York House, the former London residence of George Villiers, the first duke of Buckingham.*

Amassing one of the largest collections in England, Buckingham sought Rubens as an influential

37 Norgate, Muller, and Murrell, Miniatura, or, The art of limning, 84; Norgate,
Miniatura; or the art of limning, 46.

** These include: “One winter piece,” “A great Landskip,” “A little Landskip: a
Morning,” and “A little Landskip, an Evening.” Norgate refers to the collection of paintings sent
to Antwerp by the second duke of Buckingham (1628-1687) after his father’s assassination in
1628. Entitled “The Duke of Buckingham’s Collection of Pictures, Sent To and Sold At The
Time Of His Exile, By His Agents And Order,” the inventory lists 215 works and was drawn up
in 1648. For the list of pictures, see Brian Fairfax, 4 catalogue of the curious collection of
pictures of George Villiers, Duke of Buckingham. In which is included the valuable collection of
Sir Peter Paul Rubens. With the life of George Villiers, Duke of Buckingham, the celebrated
poet. Written by Brian Fairfax, esq. . . . Also, A catalogue of Sir Peter Lely’s capital collection of
pictures, statues, bronzes, &c., with the exact measures of the pictures in both collections: A
description of Easton-Neston in Northamptonshire, the seat of the Right Honourable the Earl of
Pomfret; with an account of the curious antique statues, busto’s, urns, & c: A description of the
cartoons at Hampton-Court: A letter from Mr. 1. Talman to Dr. Aldrich . . . giving an account of
a fine collection of drawings of Monsignor Marchetti, Bishop of Arezzo, collected by the
celebrated Father Resta (London: Printed for W. Bathoe, at his Circulating Libary near Exeter
Change, in the Strand, 1758), B1r-G1v. The inventory of George Villiers, first duke of
Buckingham, dated 1 May 1635, was prepared to secure the entail of his estate and his property
for the second duke of Buckingham. Rubens’s landscapes were among the 330 works in this
indenture. The winter scene is the first painting listed under the heading “In the coming in
above,” which includes paintings near a large painting by Van Dyke and another by Titian
located in the hall. The other three landscapes by Rubens are listed under “In the Great
Chamber.” Other landscapes featuring calendar imagery were also listed in Buckingham’s
collection, including “Guido.—The Foure Seasons of the Yeare” listed under the heading “In the
Great Chamber” and two paintings by Jacopo Bassano: “Bassan.—The Foure Seasons of the
yeare,” listed under “In the Vaulted Room” and “Bassan.—The foure seasons of the yeare,” listed
under “In the Room called the King’s Bedchamber.” See the Bodleian Library Rawlinson MSS.
(A. 341: 30): Randall Davies, “An Inventory of the Duke of Buckingham’s Pictures, etc., at York
House in 1635,” The Burlington Magazine 10 (1907): 376, 379-382. The landscape of the four
seasons by Guido is in a list of pictures acquired by Balthazar Gerbier for George Villiers at the
cost of £70: “For a great peece of Guido Boulonese of the fower seasons.” See 1. G. Philip,
“Balthazar Gerbier and the Duke of Buckingham’s Pictures,” The Burlington Magazine 99
(1957): 155-156.
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seventeenth-century painter and included landscapes among other genres of art.*” Norgate,
however, is also interested in Rubens’s character and its relationship to the practice of art. As
qualities important for the landscape painter, Norgate notes Rubens’s delight in the genre as an
aesthetic concern and his study of the genre as an intellectual pursuit. Principally, the artist is
among those gentleman successful enough to purchase a great landed estate — a practice that
secured social advantages in the present and protected riches during adverse conditions in the
future. Miniatura thus compliments Rubens for his artistic mastery, taste, wealth, renown, and
dedication to learning — all traits important in the cultivation of a classically virtuous character.
For Norgate, Rubens served as a justification for the elevation of the arts, especially in England
where international standing and the ability to attract an aristocratic and moneyed patronage base
were critical accomplishments for establishing authority in the arts.

But even after Norgate’s long description of landscape masters, he fails to offer any
validation for English landscape painting. While portraiture communicated the weight of the
patron or sitter, and history painting the prestige of important human events, landscapes in
England had neither equivalent support nor precedent. Because Norgate connects the genre with
famed artists, the legitimacy of the subject matter is also largely determined by the prestige of the
artist. With the exception of limning, that particularly English specialty, all landscape painters

cited in Miniatura are eminent practitioners from continental Europe. Without the validation that

* Mythological and religious paintings made up the largest areas of subject matter,
followed by portraits and then landscape paintings. There were also several flower pieces and a
few genre scenes. In total, York House held at least 387 paintings. See Philip McEvansoneya, “A
Note on the Duke of Buckingham’s Inventory,” The Burlington Magazine 128 (1986): 607,
Davies, “An Inventory of the Duke of Buckingham’s Pictures, etc., at York House in 1635,” 379-
82.
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such artists as Peter Paul Rubens lent the genre, I argue that landscape painters in England turned
to the sanction associated with the value of property. Authority supporting the genre was thus
borrowed from sources that carried their own prestige. I contend that traditional hierarchies of
landownership gave consequence and merit to landscape painting and underpinned the rationale
for both painting and collecting English scenes. To develop landscape themes, artists featured
symbols important to the growth of England’s social and political elite, and in the process, often
magnified the country’s aesthetic idiosyncracies. In estate portraits, for example, painters
amplified the multiple influences included in ornament and design. The assortment of
architectural decorations expressed the same social and economic power registered by a large
house and its elaborate gardens or surrounding acres. In other themes of landscape painting, the
honor and status of landed holdings was coupled with new concepts of English achievement to
reimagine exclusive rights.
Themes of English Landscapes

Studied as a whole and in a historical context, the themes of seventeenth- and early
eighteenth-century English landscape painting have received little attention. Odgen and Ogden’s
survey of all seventeenth-century landscapes in English collections is still the most

comprehensive study devoted to the subject.” But as the authors explain, they examine the taste

* The Ogdens classify landscape into two basic categories: topographical paintings of
identifiable locations and ideal landscapes of generic imagery. These are again subdivided into at
least twelve other subjects. However, landscape paintings often include several subjects and are
not so narrowly limited to discrete groupings. Additionally, the Ogdens rely on descriptions in
auction catalogues and collections that are usually brief and not always accurate in respect to
artist and subject matter. Many narrative paintings of mythological and biblical subjects had
landscape backgrounds and were described only as landscapes because their primary subject
matter was not recognized by those compiling sales records or inventories. “Landscape” thus
became a generic descriptor. Ogden and Ogden, English Taste in Landscape in the Seventeenth



21

for and patronage of landscape painting in England rather than the social and political history of
the genre.* Their discussion is systematically divided into three historical divisions — 1600 to
1649, the Commonwealth, and 1660 to 1700 — that are again divided according to texts on art
and evidence from collections, auction catalogues or sales records, as well as landscape sub-
genres, artists, and media. In the first half of the seventeenth century, they find that Flemish and
Italianate scenes were most admired, and additionally, that the majority of landscapes in England
were imported from the continent and painted by Flemish artists.*? The Ogdens suggest that the
prevalence of northern landscapes was simply due to availability. However, in regard to English
taste, they ignore the strategic location of the Netherlands and England’s long history of

commerce, as well as cultural exchange, with the provinces of the Lowlands.* No mention is

Century.
* Ogden and Ogden, English Taste in Landscape in the Seventeenth Century, Vii.

*? Jtalianate or Roman painters included Adam Elsheimer, Paul Brill, and Bartholomaeus
Breenberg. Other Flemish painters in fashion were Jan Brueghel, Joos de Momper, and Roeland
Savery. In the first half of the seventeenth century, the Ogdens note, Nicolas Poussin, Gaspar
Dughet, and Salvador Rosa were absent from English collections. The Ogdens find evidence of
only two paintings that were commissioned from Claude Lorraine. Ogden and Ogden, English
Taste in Landscape in the Seventeenth Century, 31-32.

* Travel literature, for example, advertised the advantages of the Lowlands. In 1567 the
Florentine Lodovico Guicciardini (1521-1589) first published his description of the Lowlands:
Descrittione di tutti i Paesi Bassi, altrimenti detti Germania Inferiore (Anversa, 1567). A
translation and abridgment by Thomas Danett (1566-1601) was published in English in 1593 and
became one of the most renowned accounts of the Lowlands. Guicciardini devotes his longest
description to Antwerp, his city of residence for more than forty years. He tells of Antwerp’s
noted fairs and marts, as well as of its foreign trade, rich merchants, and luxury merchandise. In
his description of trade with England, he notes that traffic between the Lowlands and England
amounted to a combined total of twelve million crowns annually. Lodovico Guicciardini, The
description of the Low countreys and of the prouinces thereof, gathered into an epitome out of
the historie of Lodouico Guicchardini (London: By Peter Short for Thomas Chard, 1593), 32v-
40v. Descrittione di tutti i Paesi Bassi was also translated in French (Anvers, 1567), German
(Basel, 1580), Dutch (Amsterdam, 1612), and Latin (Amsterdam, 1613).
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made of the luxury products encountered during the frequent interaction with Netherlandish
social, diplomatic, and trading centers in either the sixteenth or the seventeenth centuries.*

After the restoration of Stuart rule, the Ogdens write that Italianate paintings were once
more in vogue; again, they were painted by Netherlandish artists and were a northern translation
of the southern countryside, often depicting characteristic Roman ruins.* The Ogdens also
document the popularity of other types of landscapes — topographical scenes, seasonal subjects,
and mountain and harbor imagery — demonstrating that landscape as a genre became increasingly
popular.® They find that throughout the century the important landscape painters and the
landscape sub-genres discussed in treatises correlate with the types of landscape paintings
documented in collections and catalogues. According to their evidence, sub-genres of landscape

were so varied that the decorative quality of variety alone may be one aim of the collector or

* On a journey to the Netherlands, John Evelyn, for example, writes of the offerings of
Antwerp’s rich merchants and the splendor of the city’s churches, buildings, and port. He notes
collections of curiosities and Antwerp’s schools. Evelyn visited the city on 4 and 5 October 1641.
John Evelyn, The Diary of John Evelyn, ed. De Beer, 6 vols. (Oxford: Clarendon Press, 1955),
2:62-67.

* In his treatise on art, William Sanderson (c. 1586-1676) also mentions an aesthetic
preference for Italianate painters. Sanderson’s text is based primarily on previous publications:
part one paraphrases descriptions from Franciscus Junius’s, The painting of the ancients in three
bookes; part two copies Norgate’s manual. William Sanderson, Graphice. The use of the pen and
pensil. Or, the most excellent art of painting: in two parts (London: Printed for Robert Crofts, at
the signe of the Crown in Chancery-Lane, under Serjeant’s Inne, 1658), 17-19.

% In evidence from 128 auction catalogues, 10.7 percent of the paintings (2,895 total
pictures) for sale in 1689 were described as landscape subject matter compared to 23.1 percent in
1692 (3,202 total pictures). Ogden and Ogden, English Taste in Landscape in the Seventeenth
Century, 89.
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patron.*” The Ogdens’ objective, however, was to identify directions of taste based on a statistical
compilation of types of landscape paintings and not to analyze landscape trends on the basis of
social and political functions.

Unlike the Odgens’ inclusive subject matter, several publications study the historical
development of single types or themes of landscape paintings executed in England in the
seventeenth century. In 1985 the architectural historian John Harris revised his 1979 survey of
country house paintings, The artist and the country house: a history of country house and garden
view painting in Britain, 1540-1870.* The most comprehensive compendium of estate portraits
to date, the volume describes a continuous linear pattern of stylistic development, that, for the
most part, is chronologically arranged. Although Harris presents an account of artists, paintings,
and patrons, his survey is without a critical historical context. He first introduces the precedents
for estate paintings in England, including early continental examples: the Limbourgh brothers’
manuscript illustrations of castles in Les Tres Riches Heures du Duc de Berry (Chantilly, Musée
Condg¢), c. 1416; the miniature of the Tower of London in a French manuscript of Charles

d’Orleans’s poetry, c. 1483; and Jacques Androuet du Cerceau the Elder’s engravings of famed

" In nine auction catalogues from 1690-1691, the Ogdens report 684 (18.5 percent)
landscapes and 354 (9.6 percent) semi-landscapes out of a total of 3,688 paintings. Historical
subjects were portrayed in 724 paintings (20.1 percent) and portraits in 548 paintings (14.8
percent). Semi-landscapes include prospects, seasonal paintings, ruin pieces, and hunting and
battle scenes, among others. Ogden and Ogden, English Taste in Landscape in the Seventeenth
Century, 90-91.

* John Harris, The artist and the country house: a history of country house and garden
view painting in Britain, 1540-1870, rev. ed. (London: Sotheby’s Publications, Philip Wilson
Publishers, 1985). Ten years later Harris introduced an exhibit catalogue on the same topic. The
private exhibition at Sotheby’s in London included many seventeenth-century paintings that, for
the most part, were from private collections and not open to public view. John Harris, Kimberly
Kostival, and Sarah Orchart, The artist and the country house: from the fifteenth century to the
present day, exh. cat. ([London]: Sotheby’s Institute, 1995).
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French chateaux and gardens, first issued in 1576.” In England, the first estate portrayals are the
sixteenth-century topographical drawings by Joris Hoefnagel (1542-1600) and Anton van den
Wyngaerde (1525-1571) that record royal palaces along the Thames. While Hoefnagel depicts
these residences for private interests, many of Van der Wyngaerde’s drawings were later
published in Georg Braun and Frans Hogenberg’s Civitates orbis terrarum.” In the seventeenth
century an important contribution to views of London and its castles came from the Bohemian
etcher Wencelaus Hollar (1607-1677). After returning to England from Antwerp in 1652 during
the interregnum, he supplied drawings, etchings, and engravings of royal, civic, and elite

properties for illustrated histories on all aspects of English tradition.”!

* Harris, The artist and the country house: a history of country house and garden view
painting in Britain, 1540-1870, rev. ed., 1-20. The miniature may serve as a chronicle of the
d’Orleans’s captivity in London from ¢.1492 to 1500. The continuous narrative shows the Duc
d’Orleans sending correspondence, in the tower, and writing at a desk surrounded by his court.
British Museum, Royal MS 16 F 11, fol. 73. Jacques Androuet du Cerceau, Le premier volume
des plus excellents bdstiments de France (Paris: Pour ledit Jacques Androuet du Cerceau, 1576).

> Georg Braun (1541-1622), Cologne, and Frans Hogenberg (1535-1622), Mechlen,
produced the six volume Civitates orbis terrarum between 1572 and 1617. Compiled from
various sources, Braun wrote descriptions and histories, and Hogenberg executed most of the
engravings, using existing maps as well as drawings from the many contributors. Civitates orbis
terrarum includes maps, plots, and bird’s-eye views. In total, 546 illustrations portray palaces,
castles, towns, cities, costumes, buildings, and monuments. Victoria and Albert National Library,
G. Bruin and F. Hogenbergius, Civitates orbis terrarum (Coloniae Agrippinae, 1612); Georg
Braun, Franz Hogenberg, Stephan Fiissel, and Benedikt Taschen, Civitates orbis terrarum =
Cities of the world: 363 engravings revolutionize the view of the world: complete edition of the
colour plates of 1572-1617: based on the copy in the Historisches Museum Frankfurt (Hong
Kong: Taschen, 2008).

> Harris, The artist and the country house: a history of country house and garden view
painting in Britain, 1540-1870, rev. ed., 8-15. Hollar’s prolific practice illustrates a wide range of
publications. For example see: Daniel King, The cathedrall and conventvall churches of England
and Wales. Orthographically delineated by D K ([London]: Printed and sould by Iohn Ouerton at
ye White horse in Little Brittaine], [1656]); Elias Ashmole, Wenceslaus Hollar, and William
Sherwin, The institution, laws & ceremonies of the most noble Order of the Garter collected and
digested into one body (London: Printed by J. Macock, for Nathanael Brooke . . . , 1672);
William Dugdale, The history of St. Pauls Cathedral in London from its foundation untill these
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Following the precedent of palace portraits by Netherlandish artists from the first half of
the seventeenth century, aristocrats commissioned views of country houses from immigrant
artists during the second half. Harris finds that these estate paintings reveal changing fashions in
architecture, garden design, land practices, and social fashions, and that they can be used as
architectural documents and records of the period’s cultural history. However, these views of
houses, garden features, and outside entertainments represent ideals at the time and not exact
replicas of artefacts. They were most often requested by patrons who dictated the details of the
painting. From the few extant contemporary accounts and correspondence, Harris concludes that
country house paintings were commissioned as memorials to a landowner’s building
achievements, both to preserve the remembrance of an old house and to commemorate the

completion of new construction.”> Where multiple estate paintings were acquired, they were

times extracted out of originall charters, records, leiger books, and other manuscripts:
beautified with sundry prospects of the church, figures of tombes and monuments (London:
Printed by Tho. Warren, 1658); William Dugdale, Roger Dodsworth, and John Stevens,
Monasticon Anglicanum, sive, Pandectae coenobiorum Benedictinorum, Cluniacensium,
Cisterciensium, Carthusianorum a primordiis ad eorum usque dissolutionem ex MSS. codd. ad
monasteria olim pertinentibus, archivis Turrium, Londinensis, Eboracensis, Curiarum Scaccarii,
Augmentationum, bibliothecis Bodleiand, Coll. Reg. Coll. Bened., Arundelliana, Cottoniand,
Seldeniand, Hattoniand aliisque digesti per Rogerum Dodsworth . . . Gulielmum Dugdale . . .
(Londini: Impensis Christopheri Wilkinson, Thomae Dring, & Caroli Harper, 1661). Monasticon
Anglicanum was also translated and abridged: William Dugdale, Monasticon anglicanum, or,
The history of the ancient abbies, and other monasteries, hospitals, cathedral and collegiate
churches, in England and Wales with divers French, Irish, and Scotch monasteries formerly
relating to England / collected, and published in Latin, by Sir William Dugdale, Knight . . . , in
three volums, and now epitomized in English, page by page; with sculptures of the several
religious habits (London: Printed, for Sam Keble . . ., 1693).

>? Harris gives the example of Leonard Knyff’s engraving of Wanstead House in Essex,
which was executed in 1715 before the old Tudor house was demolished. Purchased by Josiah
Child in the seventeenth century, Wanstead House was replaced by a new palace of Palladian
design from 1715 to 1722 when Child’s stepson, Richard Child, inherited. Harris, Kostival, and
Orchart, The artist and the country house: from the fifteenth century to the present day, 9.
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meant for several venues, including display both in the family’s city residences and in their other
country seats. Large editions of prints similarly met a number of needs: they provided copies for
albums kept in cabinets and libraries, as well as individual gifts presented to friends and
acquaintances.” Harris’s section on the late seventeenth- and early eighteenth-century country
house painting closes with the fashion for extensive bird’s-eye views made famous by Johannes
Kip and Leonard Knyff’s Britiannia Illustrata.** After the first quarter of the eighteenth century,
the straight line of descent from intimate, raised prospects to high aerial perspectives is
interrupted by a trend for gardenscapes featuring polite conversations. However, both elite
imagery — extensive grounds, leisurely activities, and aristocratic accouterments — and the
centrality of the country house remained little-changed features throughout the period. Both the
elevated view and the bird’s-eye perspective also remained popular formats well into the first
half of the century.

More recently, several conference papers published in City merchants and the arts 1670-

3 Although records of a buyer’s intent are very rare, Harris finds several examples. In
1699 Mary Somerset (1630-1715), the duchess of Beauford, commissioned three drafts from
Knyff to commemorate the work of her late husband, Henry Somerset (1629-c. 1699), the first
duke of Beauford, at their country seat at Badminton. In 1697-1698 John Holles (1662-1711), the
fourth earl of Clare and the third duke of Newcastle, ordered 400 copies of engravings of three of
his seats: Nottingham Castle, Bolsover Castle, and Haughton. Harris, The artist and the country
house: a history of country house and garden view painting in Britain, 1540-1870, rev. ed., 92,
154. Harris, Kostival, and Orchart, The artist and the country house: from the fifteenth century to
the present day, 10.

> Johannes Kip, Britannia illustrata or views of several of the royal palaces as also of
the principal seats of the nobility and gentry of Great Britain elegantly engraven on Ixxx. copper
plates. Tom. I (Imprint: London: [sold by David Mortier], Printed in the Year MDCCXX.
[1720]).
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1720 have discussed landscape paintings in relation to wealthy business patrons.” The collection
is directed toward merchant taste and patronage in painting, sculpture, furnishings, and other
decorative arts, and each paper focuses on a specific aspect of the use of art in a mercantile
environment. Topics include London’s urban setting, merchant houses and property, and the
vogue for exotica, as well as Jan Siberechts’s landscape paintings and Robert Robinson’s painted
rooms. Karen Hearn examines the Tate Britain’s View of a House and its Estate in Belsize,
Middlesex, 1696, by Jan Siberechts, suggesting that the painting was commissioned by John
Coggs, a wealthy London goldsmith-banker.*® Providing financial services to old gentry families,
nobles, and royals, Coggs used his new wealth to construct a modern country retreat four miles
north of London. According to Kearn, Siberechts’s estate portrait would have hung at either this
new country mansion or Cogg’s London residence and would have specifically advertised his
successful economic and social rise. Citing the country house portrait of Cogg’s estate, she
concludes that Siberechts was employed by businessmen with interests in London and thus had a
clientele that was not exclusively noble or aristocratic. There are, however, no records identifying
the house, its owner, or the patron of the painting.

In a similarly directed article on Siberechts, Laura Wortley examines a series of landscape

paintings that portray the countryside around Henley-on-Thames, located in south Oxfordshire

> Most of the papers collected in the volume were presented at a one-day conference on
the topic of London merchants and art patronage held on Nov. 1, 2002. Mireille Galinou, ed.,
City merchants and the arts, 1670-1720 (Wetherby: Oblong for the Corporation of London,
2004).

> In 1994 Ray Allen, a local historian, suggested that the painting portrayed a house in
Belize. Hearn’s attribution relies on Allen’s identification. Karen Hearn, “Merchant clients for
the painter Jan Siberechts,” in Mireille Galinou, ed., City merchants and the arts, 1670-1720
(Wetherby: Oblong for the Corporation of London, 2004), 83-92. London, Tate Britain, Jan
Siberecht, 1696, View of a House and its Estate in Belsize, Middlesex.
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about thirty-five miles from the capital city.”” Wortley attributes the series’s patronage to elite
businessmen with property interests in the area. She argues that rather than emulating aristocratic
tastes, Siberechts’s mercantile clientele set the fashion for a landscape sub-genre that depicts
local sites and emphasizes the benefits of landed holdings. However, because these Henley
paintings survive without documentation, it remains difficult to convincingly determine the intent
of possible patrons. Like other contributors to the collection, Wortley regards wealth as the most
significant determinant of social position with respect to the successful business classes.
Although evidence is thus arranged to support this thesis, many of the same rich merchants and
bankers cited in the volume sought political office as the more effective route to power.” Images
celebrating wealth and power — such as those in Siberechts’s paintings — incorporate aristocratic
values and thus counteract social censure associated with commercial ends.

Perhaps the fullest account of themes in English landscapes is an article by Gregory

" Wortley’s article assigns the patronage of the largest of these paintings, 4 Prospect of
the Thames near Henley, 1697, to Robert Clayton, a London scrivener-banker, who provided
financial services to many property owners in the area. No documentation, however, exists to
support such a commission. Laura Wortley, “Landownership around Henley-on-Thames and the
painting of Jan Siberechts,” in Mireille Galinou, ed., City merchants and the arts, 1670-1720
(Wetherby: Oblong for the Corporation of London, 2004), 93-102.

> Both mercantile and traditional landowning classes enjoyed the power of political
office and would have most likely found the Henley paintings equally representative of their
interests and equally attractive in their houses. The lawyer Sir Bulstrode Whitelocke was a
knight, MP, and a commissioner of the Great Seal; his son William was knighted by William III
in 1689. The money lender Sir Robert Clayton was a Lord Mayor of London. William Freeman,
an overseas agent, banker, and trader of slaves and sugar in the West Indies, retired to the area in
1683 and rebuilt Fawley Court, an estate once owned by Sir Bulstrode Whitelocke and ruined by
royalist troops during the civil war. Thereafter, Freeman served as Commissioner of the Peace for
Buckinghamshire and Oxfordshire, as a deputy lieutenant for Buckinghamshire, and as a judge
on the country’s criminal Oyer and Terminer. Wortley, “Landownership around Henley-on-
Thames and the painting of Jan Siberechts,” 96-102; David Hancock, “ ‘A World of Business to
Do’: William Freeman and the Foundations of England’s Commercial Empire, 1645-1707,” The
William and Mary Quarterly 57 ( 2000): 3-34.
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Rubinstein presented in a volume of conference papers devoted to Anglo-Dutch cultural
interaction in the seventeenth century. Rubinstein discusses the main trends in landscape painting
by Netherlandish artists who emigrated to England and executed work for English patrons.*
From the context of English art, he investigates the types and varieties of landscape paintings,
suggesting that the aesthetic qualities of England’s geography itself may have inspired the artists.
Rubinstein’s survey is based on visual evidence rather than such contemporary literature as artist
bibliographies, art theory, or personal accounts, and much of his investigation is structured
according to patronage. In the first half of the century, views of royal palaces and castles
commissioned by Charles I dominate. After the Restoration, however, the patronage of
topographical and estate paintings shifts to the aristocracy, and the nobility become the second
group for whom landscapes were executed. The vogue for decorative painting in refurbishing and
building anew meant that, unlike the Netherlands, most landscape paintings in England were
produced on commission and not for the open market. Although Rubinstein does not speculate
on an English practice of marketing art, it is likely that artists filled their studios with stock
examples of their specialties, particularly copies of paintings bought by royal and aristocratic
patrons.®

Rubinstein points out that, in devising decorative plans for houses, Netherlandish artists

produced an unusual body of work, distinctive to English painting. He does not, however,

> The papers were delivered at the Eleventh Anglo-Dutch Historical Conference, Oxford,
1991. See G. M. G. Rubinstein, “Artists from the Netherlands in Seventeenth-Century Britain: an
Over-view of their Landscape Work,” 7-12.

5 Samuel Pepys provides evidence of this practice when he describes choosing views for
his dining room from among the examples in Hendrik Danckerts’s studio. Samuel Pepys, The
Diary of Samuel Pepys, ed. Robert C. Latham and William Matthews, 11 vols. (London: G. Bell
and Sons, 1976), 9:421, 423, 434, 487, 504, 539.
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account for this phenomenon or set it within a broader social and political context. Nor does he
mention that Italian styles executed by northern artists working in England still continued to be
favored. For instance, very few of the paintings commissioned by the Lauderdales to redecorate
Ham House in the 1670s deviated from popular, classically themed continental landscapes.®' Like
others in Charles II’s court circle, the Lauderdales patronized Netherlandish trained artists, but
still preferred Italianate landscape subjects popular in both France and Italy.

My own investigation of new English landscape themes is a multidisciplinary approach
directed toward cultural usage. I address how land was patterned to weigh new monetary
resources according to a scale of social virtues, and how landscapes incorporated intellectual and
commercial inventions to legitimize changing values. To avoid a strictly linear and evolutionary
account, I have drawn on both a history of images over a long time-frame and the specifics of
seventeenth-century records of English towns, organizations, and individuals. My dissertation
begins with three chapters on the ideology of the country house portrait in its many versions.
Chapter I studies the graphic display of power as it is depicted in portraits of crown palaces and
castles, as well as in written accounts of surveying techniques, overseas territories, histories, and
architectural precepts. In the early decades seventeenth century most paintings of crown palaces
and castles are executed by anonymous Nietherlandish painters and represent the styles of their

home regions.

o1 Although Ham House’s decorative scheme includes paintings with landscape
backgrounds, the subjects are primarily mythological and biblical narratives, as well as Italian
ruins, pastoral scenes, and battles. Painters include Dirck van den Bergen (1640-1695), Abraham
Begeyn (1637-1697), Thomas (1616-1677) and Jan Wyck (1645-1700), and Bartholomeus
Breenbergh (c. 1598-1657). The other two landscape sub-genres in the Lauderdales’s collection
are represented by a house portrait by Hendrik Danckerts (c. 1625-1679) and bird and animal
paintings by Francis Barlow. They are discussed in my Chapter Il and Chapter V.
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Chapter II considers estate paintings after the return of the Stuart monarchy in 1660 to
the early decades of the eighteenth century. I discuss the transfer of the iconography of royal
estate portraits to paintings of private country houses, citing diaries that describe the pleasures of
new wealth within a pattern of old social practices. Toward the end of the century, however,
monetary policies redefined traditional honors and merits, promoting lavish expenditure and
display as necessary outlays for the nation’s well-being. I argue that virtues refigured as
economic ideals found a parallel expression in aerial perspectives of monumental country estates.
To better define contemporary thought, I contrast images and literature of the period with work
on similar topics at the close of the eighteenth century.

In Chapter III, I continue the discussion of country house ideology, but here I feature
country house poetry, a literary genre that shares many characteristics with its pictorial
counterpart. Early poems hold fast to traditional hierarchies and values of land; those written at
the end of the seventeenth century question natural law as a founding basis of hierarchical power.
In the late poems, the possession of refined taste and exceptional talent are celebrated as new
sources of wealth, opening boundaries and modifying values and thus amending the attributes of
prestige. However, unlike the paintings, the poems often point out their subject’s unjust political
treatment and slights, and thus estate poetry supplies a social and political history of praise and
complaint. Identifying many of the period’s ideals and concerns, this chapter contributes another
context to my study’s range of discourse. The rhetoric of patronage additionally expresses the
manners and modes in which individuals and organizations wished to be known and
acknowledged.

Chapter IV centers on the landscape paintings of the Flemish artist Jan Siberechts, who,
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in many of his paintings, used seasonal imagery that marked the ritual passage of time and its
interconnections with the greater world. Influenced to a large extent by the work of Peter Paul
Rubens in Antwerp, Siberechts also devised a landscape iconography that showed signs of social
advantage or special privilege, and typically portrayed recognized views or emphasized the
trappings of elite society. Lowlands landscape imagery that once defined community through
yearly ritual, seasonal fertility, or natural abundance, is redesigned to express the benefits of the
contemporary English countryside. I argue that the same scenes that based royal, parliamentary,
administrative, and academic institutions on the authority of old laws and customs are
reimagined to acknowledge all degrees of success within society’s top tiers. That Siberechts’s
prosperous image of well-being was problematic, however, is indicated by contemporary debates
on new values associated with trade and commerce. I suggest that landscapes like Siberechts’s
replaced the unpredictability of arbitrary change with the familiar iconography of return and
renewal.

In Chapter V, I analyze the effects of new directions in science, or natural philosophy, on
a sub-genre of landscape painting. The Royal Society, for example, advocated observation and
empirical experiment as a means of understanding the natural world and establishing authority
for new knowledge. I argue that such painters as Francis Barlow (c. 1626-1704) developed
subject matter to specifically appeal to this contemporary model of change. In his earlier work,
Barlow focused on a plain style and direct observation as a means of advertising his expertise
according to the precepts of empirical methods. As an English painter, he may have also aligned
himself with the country’s new scientific interests and achievements, specifically to distinguish

his own painting from continental examples. Positioning his work to parallel the intellectual
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methods of important scientific communities, Barlow additionally made a case for the inclusion
of novel genres of painting as contributors to the country’s new store of knowledge. Toward the
end of the seventeenth century and onset of the eighteenth, his work adapts fashionable trends in
country house painting. In these later paintings, a proliferation of birds and animals, as well as
aristocratic ornaments, combine scientific interest and the emerging economies associated with
wealth.

An epilogue discusses landscapes’ ability to convert meaning associated with traditional
landed property to new relations of power. The reliance on the stabilizing capacity of landscape
imagery is expressed in multiple formats and media, especially at the beginning of the eighteenth
century. John Croker, for example, uses the landscape in a medal commemorating the Peace of
Utrecht (1713), a complex series of treaties toward the end of the War of Spanish Succession
(1701-1714) between England, the United Provinces, the Holy Roman Empire, Savoy, Prussia,
and Portugal on one side and France and Spain on the other.”” Croker’s medal relies on images of
the land to locate armament associated with naval strength within the symbolism of secure rural
prosperity. Seasonal labors mitigate the possible social drawbacks of the state’s expanding
military force and, in the same instance, support its developing empire. As further examples of
landscapes’ reach, I introduce Robert Robinson’s exotic painted rooms as representations of
England’s new colonial empire. These fanciful scenes promote new wealth from foreign lands as
supplemental forms of property. Featuring the riches accessible through trading networks, they
express the yield of science and commerce, and they do so through a novel interpretation of new

landed holdings. In Robinson’s decorative projects, all negative aspects of trade are subsumed by

62 See note 727 below.
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the sanction of property’s honors and the draw of intellectual pursuits. Here, new landscapes of
overseas territories validate foreign lands as the real estate of England’s empire. But as new
themes in the expanding genre of English landscape painting, they also make a case for the
ingenuity of art unique to England.

My conclusion summarizes important points of each chapter and the contributions of my
project. I discuss the development of landscape themes throughout the Stuart reign, outlining
changes in landscape imagery with respect to the remodeling of the national state. I argue that the
new images of both the land and endeavors of England expressed the potential of English
successes. Recent sources of wealth, commercial ventures, scientific innovations, and political
changes shaped the course of landscape themes; in particular, innovative landscape subjects
reconciled the authority of old values to the new thought and objectives of the country’s

emerging empire.
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Chapter 1. The Early Estate Portrait — Rights of the Land

Early modern writers often describe changes in social status as involving the
inappropriate borrowing of traditional signs of authority, in effect, the arbitrary use of a
customary system of rights and obligations that denotes respectability.”” Most often referenced in
complaints regarding society’s decline, these old forms of privilege act as precedents for social
advantages and as claims to political rights. In his An historical description of the island of
Britain, written in the mid-1560s and first published in 1577, the Essex clergyman William
Harrison (1534-1593) cites a neglect of custom to criticize new measures of status and, in a like
analysis, attributes England’s artistic progress to its respect for past authorities. He compares
magnificent building projects of the contemporary aristocracy with the poorest houses of earlier

royalty:*

% See, for example, Sir Walter Raleigh’s attack on Henry VIII in the preface of the first
part of Raleigh’s history of the world. Written while Raleigh (c. 1554-1618) was imprisoned in
the Tower of London by James I, Raleigh complained that the traditional aristocracy was
deprived of customary honors just as new men were raised in status through the whims and
fancies of the king. Sir Walter Raleigh, The history of the world. In Fiue Bookes (London:
Printed [by William [aggard, W. Stansby and N. Okes] for Walter Burre [and are to be sold at his
shop in Paules Churchyard at the signe of the Crane], 1614 [i.e. 1621]), A4v. Also see Raleigh’s
comments on custom: “Ancient Customs may not violently and suddenly be taken away. Fortune
which altereth all things, will by little and little wear them out of use.” Sir Walter Raleigh, The
cabinet-council containing the cheif arts of empire and mysteries of state: discabineted in
political and polemical aphorisms grounded on authority, and experience: and illustrated with
the choicest examples and historical observations / by the ever-renowned knight, Sir Walter
Raleigh; published by John Milton, Esq. (London: Printed by Tho. Newcomb for Tho. Johnson . .
., 1658), 147-48.

% A second edition of Harrison’s sociological assessment of England was published in
1578. All quotations are from the second edition in William Harrison, Harrison’s Description of
England in Shakespeare’s Youth, ed. Frederick J. Furnivall, 3 vols. (London: New Shakespeare
Society, 1877). Also see Raphael Holinshed, The first and second volumes of Chronicles
comprising 1 The description and historie of England, 2 The description and historie of Ireland,
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Those of the nobilitie are likewise wrought with bricke and hard

stone, as prouision may best be made: but so magnificent and

statlie, as the basest house of a baron dooth often match (in our

daies) with some honours of princes in old times. So that if euer

curious building did florish in England, it is in these years, wherin

our workemen excell, and are in manner comparable in skill with

old Vitruuius, (Leo Baptista,) and Serlo.®
Harrison finds that in both architectural knowledge and applied skill English practitioners rival
renowned Italian theorists, but throughout his account he also views the building and furnishing
of England’s houses as an excessive and extravagant departure from custom. Rightful
inheritance, he implies, underlies legitimate authority and structures procedures for proper social
order.

Where stately homes were once a sign of royal privilege, Harrison argues that in
contemporary practice they had become an expression of financial success and social mobility,
and, in fact, a challenge to established hierarchies:

Everie man almost is a builder and he that hath bought any small
parcell of ground, be it never so little, will not be quiet tell he have
pulled downe the old house (if anie were there standing) and set up
a new after his own devise.*

Critical of the tendency of the peerage and gentry alike to discount custom and cultivate the

spectacular and the new, Harrison bases his criteria for evaluating such architecture on a moral

3 The description and historie of Scotland: first collected and published by Raphaell Holinshed,
William Harrison, and others: now newlie augmented and continued (with manifold matters of
singular note and worthie memorie) to the yeare 1586. by lohn Hooker alias Vowell Gent and
others. With conuenient tables at the end of these volumes [London]: Finished in lanuarie 1587,
and the 29 of the Queenes Maiesties reigne, with the full continuation of the former yeares, at the
expenses of Iohn Harison, George Bishop, Rafe Newberie, Henrie Denham, and Thomas
Vvoodcocke (London: printed [by Henry Denham] in Aldersgate street at the signe of the Starre,
[1587])).

% Harrison, Harrison’s Description of England in Shakespeare’s Youth, 1:238.
% Harrison, Harrison’s Description of England in Shakespeare’s Youth, 1:341.
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economy connected to royal rule — a system of well-ordered social distinctions that prescribes
aesthetic distinctions. He interprets newly made country houses as the result of a broad increase
in expendable wealth without the backing of commensurate values, a fashion in which
contemporary builders are singled out by economic advantage, but divided from cultural
continuity. While English craftsmen compete with classical masters — and thus preserve
customary precepts — men constructing rank through building projects are apt to overlook
traditional criteria and instead create houses with small prospects and mixed designs.

When Harrison wrote his sociological survey of England, Henry VIII’s royal palaces,
castles, and parklands still shaped aristocratic architectural and estate practices, and for Harrison
they served as an ideal for princely residences and even as a figure for the tradition of royal reign
and power. More than any other English monarch, Henry was devoted to constructing and
acquiring palatial estates, owning over sixty houses at his death in 1547, including those
inherited, purchased, traded, confiscated, and recently constructed — all of which served as signs

of the royal presence and the authority of the crown.®” The palaces, especially those built or

%7 Harrison writes, “Those that were builded before the time of Henrie the eight, reteine to
these daies the shew and image of the ancient workemanship vsed in this land: but such as he
erected (after his own deuise (for he was nothing inferiour in this trade to Adrian the emperour
and Justinian the lawgiver)) doo represent another maner of paterne, which, as they are suppose
to excell all the rest that he found standing in this realme, so they are and shall be a perpetuall
president vnto those that doo come after, to follow in their workes and buildings of importance.”
Harrison, Harrison’s Description of England in Shakespeare’s Youth, 1:267-68. See Howard
Colvin, ed., The history of the King’s works, 6 vols. (London: H. M. Stationery Off., 1963-2007),
3:261-62; 4:6-7, 63, 70, 74-5, 123-24, 147-48, 217, 355, 375-77. For a list of Henry’s parks in
the housebook in use from 1540 to probably 1543, see William Dunche, A. G. W. Murray, and
Eustace F. Bosanquet, The manuscript of William Dunche: being the Book of the new ordinary of
the king’s most honourable household, anno 31 Henry VIII: transcripts (Exeter [Devon]:
William Pollard & Co., 1914), 55-56. David Loades also provides a list of all Henry VIII’s
houses. See “Appendix I’ in David Loades, The Tudor Court (London: B. T. Bradson, 1986),
193-203. Also see Simon Thurley, The Royal Palaces of Tudor England: Architecture and Court
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remodeled by Henry himself, equated extravagant spending with the power and glory centered in
the person and personality of the king.®® Although, according to British constitutional theory, the
English monarch had two bodies — the natural body subject to physical weakness and the political
body above mortal constraints — in visual representations Henry’s authority as head of the
commonwealth or body politic was difficult to distinguish from the power of his physical

presence.” He colored the monarchy by his personality, commissioning portraits in which he

Life 1460-1557 (New Haven and London: Yale University Press, 1993), 40-56.

6 Alison Weir estimates that by Henry’s death he had spent over £170,000 on houses and
palaces, with a large part going to repairs and maintenance. Alison Weir, Henry VIII: The King
and his Court (New York: Ballantine Books, 2001), 39.

% Thomas Smith described the nature of the monarchy in his account of England’s
government. Written between 1562 and 1565 while serving as Ambassador to France for
Elizabeth I, the treatise was not published until 1583. Smith explains, “To be short the prince is
the life, the head, and the authoritie of all thinges that be doone in the realme of England. And to
no prince is doone more honor and reverence than to the King and Queene of Englande, no man
speaketh to the prince nor serveth at the table but in adoration and kneeling, all persons of the
realme be bareheaded before him: insomuch that in the chamber of presence where the cloath of
estate is set, no man dare walke, yea though the prince be not there, no man dare tarrie there but
bareheaded.” Thomas Smith, DE REPVBLICA ANGLORVM, The maner of governement or
policie of the Realme of Englande, compiled by the honorable man Thomas Smyth, Doctor of the
civil lawes, Knight, and Principall Secretarie vnto the two most worthie Princes, King Edwarde
the sixt, and Queene Elizabeth (London: Printed by Henrie Midleton for Gregorie Seton, 1583),
88. Also see Mary Dewar’s “Introduction” in Thomas Smith, De Republica Anglorum, ed. M.
Dewar (Cambridge: Cambridge University Press, 1982), 1-3. Edward Forsett (1553-1630)
extends the idea of the king’s two bodies by likening the king to the heart. See Edward Forsett, 4
comparatiue discourse of the bodies natural and politique: VVherein out of the principles of
nature, is set forth the true forme of a commonweale, with the dutie of subiects, and right of
soueraigne: together with many good points of politicall learning, mentioned in a briefe after the
preface (London: Printed [by Eliot’s Court Press] for Iohn Bill, 1606), 3-4. Also see Eric Ives,
“Henry VIII: the Political Perspective,” in The Reign of Henry VIII: Politics, Policy and Piety,
ed. Diarmaid MacCulloch (Houndsmill and London: MacMillan Press, 1995), 13-14. Ernst
Kantorowicz traces the origin of the king’s two bodies in the Middle Ages and notes their
beginnings in Christian theology and Roman political theory. He sees this development as an
evolutionary movement from a theological to a lay state and from a religious to a secular sphere.
Ernst H. Kantorowicz, The King’s Two Bodies. A Study in Medieaval Political Theology
(Princeton: University of Princeton Press, 1957). Tudor lawyers used the metaphor to distinguish
the natural body from the body politic, but even in the sixteenth century, this distinction often
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stood larger than life and greater than human. Like his portraits, Henry’s building projects —
similarly designed to establish a model of greatness — presented rule as both material splendor
and material might.” They defined the image of the monarchy through the construction of
difference, graphically glorifying, segregating, and elevating the king corporeally and
conceptually. Encircled by extensive parks, these imposing buildings created a commanding and
enduring physical manifestation of the crown that was at once tangible and symbolic.”

In the first half of the seventeenth century, portrayals of royal residences — the first large

and uniform group of English landscape paintings — drew on renowned Tudor models by

broke down in determining how natural law equitably defined the rights of kings and subjects, as
well as how rationality defined common law. See Alan Cromartie, “The Constitutionalist
Revolution: The Transformation of Political Culture in Early Stuart England,” Past and Present,
163 (1999): 81-84. Also see Robert Zaller, The discourse of legitimacy in early modern England
(Stanford, Calif.: Stanford University Press, 2007), 267-327.

7 Visual representations include: Henry VIII, the Chatsworth Cartoon, Hans Holbein the
Younger, 1536-37, London, National Portrait Gallery; Henry VIII, attributed to Hans Eworth, c.
1545, Liverpool, the Walker Art Gallery; The Field of Cloth of Gold, c. 1545, London, Royal
Collection.

"' In 1529 Cardinal Wolsey, for example, was charged with extravagant spending for
spectacle when he used extensive monies to construct the Field of Cloth of Gold, 1520, thus
wasting resources on an impermanent structure instead of rightfully constructing a palace that
would endure. Signed by Joseph Palgrave, the account cites “prodigal and wasteful expenses
used since the said Lord was in authority” and characterizes these as “manifest tokens of
vainglory in said Lord.” Although the celebration for the meeting between Henry VIII and
Francois I was enormously successful at the time, it was without an enduring national
monument and subject to charges of “prodigal dispending of the King’s treasure, as well in the
sumptuous building made there only to that use, and not to endure.” See no. 5750. Scottish
Record Office, Letters and papers, foreign and domestic, of the reign of Henry VIII: preserved in
the Public Record Office, the British Museum, and elsewhere in England/ arranged and
catalogued by J. S. Brewer (London: Longman, Triibner; Oxford: Parker; Cambridge:
MacMillan; Green; Dublin: A. & C. Black, A. Thom., 1876), 4:2559-60. On Henry VIII’s
construction of royal wealth and magnificence in a number of media, see Christopher Highley,
“The remains of Henry VIIL,” in Henry VIII and his afterlive: literature, politics, and art, ed.
Mark Rankin, Christopher Highley, John N. King (Cambridge, UK; New York: Cambridge
University Press, 2009), 160-89.
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surrounding palaces and castles with expanses of land divided into woods, greens, city vistas, and
country prospects. Not often centrally located within the composition, the castle or palace takes
second place to the adjoining environment or landscape, which itself measures the order of civic
life and social identity. The crown residence and corresponding cultural fabric thus serve equally
as subject matter. I discuss the influences shaping these landscapes and the ways in which
economic advantage was visually associated with social heritage and political power. Such
landscapes could directly call to mind past forms of prestige to color present identity, and more
indirectly, they could manipulate those forms to loosen ordering systems from the proscriptions
of convention. This varied appeal to tradition constructed a consistent and immediately
intelligible pattern of representation drawing on a range of well-known visual devices. Apart
from panoramas of royal estates, landscape influences include such commonplace but formal
portrayals of land and property as perspectives, surveys, and maps. Methods of recording
geographical features and property boundaries, for example, were adapted as another means of
defining authority and of imagining status — they supplied a material gauge, supplementing the
depictions of the ceremonial space of crown palaces. Writings on architecture also indicated
particular elements of houses and estates that best established a property’s political dimensions
and explained these as cultural representations.

My discussion of the royal estate portrait examines the development of a broadly
recognized and stable iconography, one that successfully detailed the intricacies of cultural
hierarchies and an image of a progressive advance — financial, aesthetic, and intellectual —
through the use of a recognizable format. As an introduction to the English estate portrait and as

a prelude to Chapter 11, this chapter investigates imagery of the land with respect to the privileges



41

of crown rule and discusses the sources important in the graphic measurement of power. It sets
the stage for the visual celebration of English landholding, identifying ideas encapsulated by the
genre of private estate paintings, popular after the Stuart return to power. In the century’s second
half, paintings of country houses adapted this iconography as a public expression and ideological
register. Even at the beginning of the eighteenth century, when aesthetic theory saw new
directions, country house painting still articulated old values of landholding, yet placed those
ideals within a frame of contemporary means to prosperity. Familiar visual representations of
landed status both commemorated the survival of ancient families and celebrated the arrival of
those able to realize new opportunities. Iconography that narrated stories of hereditary standing
could be remodeled to construct images of certain future success. When writers, painters, and
print makers devised new representations of authority to promote the innovative quality of their
own work, they necessarily altered historically defined relationships. I argue that in changing the
analogies between the traditional awards of status and the possibilities of private enterprise, these
ideas and images thematized the restructuring of social values.
Early Seventeenth-Century Portraits of Royal Residences

During the second and third decades of the seventeenth century, landscape paintings of
crown residences often portrayed the building projects of Henry VIII that had long shaped the
landscape next to the Thames to the north and south of London. Judging from the number of
extant paintings of Greenwich Palace, it was the most popular of these topographical scenes,

usually portrayed from a well-known hill above the palace with the bow of the Thames in the
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background.” The earliest example of this group, Greenwich Palace (fig. 1.1), c. 1615, shows
couples strolling on One Tree Hill with the palace below, the river winding toward the city, and
St Paul’s Cathedral silhouetted in the distance against a hazy sky. Probably painted by a Flemish
artist, the landscape documents the specifics of place: the earl of Northampton’s recent
renovations to the fifteenth-century tower built by Humphrey, duke of Gloucester, are on the hill
to the left; the lane leading to Greenwich is still partially lined with the estate’s pale — the
original timber fence constructed to enclose the park and confine its deer.” Amid grazing sheep,
a piper and dancing dog entertain an aristocratic couple; nearby, another pair watches the hunt

below. Walkway, lawn, and park — each neatly divided and walled — provide their own special

2 In 1558 Anthony van den Wyngaerde (c. 1510-72) drew two views of Greenwich, one
from the river and the other from the park, both now in the Bodleian Library, Oxford. Paintings
of Greenwich include: View of Greenwich by a Flemish artist, c. 1626-28 (London, Museum of
London); Adriaen van Stalbemt and Jan van Belcamp, View of Greenwich, c¢. 1632 (The Royal
Collection); Hendrik Danckerts, 4 View of Greenwich and the Queen’s House from the South
East, c. 1670 (Greenwich, National Maritime Museum); Hendrik Danckerts, View of the Queen’s
House and Greenwich Palace fron One Tree Hill, c. 1670 (Gloucestershire, Dyrham Park,
National Trust); Johannes Vosterman, Greenwich from One-Tree Hill, c. 1680 (Greenwich,
National Maritime Museum); Greenwich Palace by an anonymous painter, possibly after
Vosterman’s view, ¢. 1680 (Greenwich, National Maritime Museum); Royal Observatory from
Croom’s Hill, c. 1680 (Greenwich, National Maritime Museum); Greenwich Palace, after
Danckerts painting, c. 1699 (Greenwich, National Maritime Museum). Prints include Wenceslaus
Hollar’s view of Greenwich from 1637, entitled “Graenwich” and printed by Peter Stent,
London. Additionally, Johannes Kip and Leonard Knyff published several engravings in 1714.
The manor of Pleasaunce was first built by Humphry, duke of Gloucester, on land and the manor
of East Greenwich given to him in 1426 when he was regent to Henry VI. Nine years later he
enclosed the park and began the construction of the tower and the crenelation of the manor. The
Palace of Placentia was built on this site by Henry VII from 1498 and 1504, and later extended
and remodeled by Henry VIII in the 1520s. A historical marker on the original cite
commemorates the old palace. See, respectively: United Kingdom, Calendar of the patent rolls
preserved in the Public Record Office, Henry VI. Vol. Il 1429-1436 (London: H.M. Stationery
Office, 1907), 250; Simon Thurley, “Greenwich Palace,” in Henry VIII: a European Court in
England, ed. David Starkey, exh. cat. (New York: Cross River Press, 1991), 20-25.

" Linda Levy Peck, Northampton: Patronage Policy at the Court of James I (London:
George Allen & Unwin, 1982), 73-74.
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amusements. Here the spreading landscape parallels the expanding state and crosses the temporal
dimensions of the physical world with sacred and social values. In this early portrait of the
sprawling Tudor palace, St Paul’s marks London on the horizon and Greenwich itself introduces
the view of the Thames and its course to the capital city.

Both the subject matter and style of the imagery repeat elements popular in Southern
Lowland landscapes, especially the high perspectives, deep views, and local narrative detail.™
The same Netherlandish landscape traits feature in a small but long horizontal portrait of the
palace viewed from Blackheath and executed c. 1620. Prospect of London and the Thames from
above Greenwich (fig. 1.2) records a wide and deep vista, depicting the entire bow of the
Thames, with Greenwich on its bank to the right and the earl of Northampton’s lodge atop the
hill behind the palace. The anonymous artist anchors the painting’s length with a couple enjoying
the view on the left, and on the right, a small manor and several grazing sheep. Similarly,
travelers following a narrow foreground path connect one side of the long composition with the
other. In the center a plowman — an old sign of cyclical order — grounds the panorama, unites the
divergent scenes, and aligns the view on the busy waterway in the distance. Again, the tower of
St Paul’s identifies London and registers the continuing path of the Thames.

At the time, the palace functioned as a ceremonial center where Charles I and Henrietta

Maria celebrated the arrival and departure of visiting royalty, nobles, and ambassadors, who

7 These recurrent characteristic are found in a wide range of landscape prints produced in
the Southern Netherlands from the last decades of the sixteenth century to the end of the
seventeenth century. See, for example, the landscape prints of Lucas van Uden. Adam von
Bartsch, Le peintre graveur, 21 vols. (Vienne: J.V. Degen, 1803-1821), 5:31-33. Also see
Brown'’s discussion of the history of Flemish landscape in Christopher Brown, Making and
Meaning: Rubens’s Landscapes, exh. cat. (London: National Gallery Publications, 1996), 13-23.
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traveled the main route from London to Dover.” In addition to its economic role, the Thames
operated as a conduit where the king, royal court, and important guests moved by barge between
Greenwich and London. Like Prospect of London and the Thames from above Greenwich, the
many views of the palace reproduce a similar landscape — a system of landmarks and a network
of social relations. Several of these paintings, also by Netherlandish artists, belonged to the royal
collection and probably were commissioned to celebrate the historical importance of this famed
Tudor residence and to note its ritual function. One, by George Portman, is listed in the King’s
Collection as a “Landshape wth greenwich Castle in it”;” another, View of Greenwich (fig. 1.3),
c. 1632, by Adriaen van Stalbemt (1580-1662) and Jan van Belcamp (1610-1653), hung in the
palace itself.”

The latter, View of Greenwich, follows a collaborative method of painting then practiced

> John Finet, Master of Ceremonies to Charles I from 1627 to 1641, describes the initial
public audiences of foreign ambassadors as well as their farewell ceremonies at Greenwich. For
descriptions see, John Finet, Ceremonies of Charles I: the note books of John Finet, 1628-1641,
ed. Albert J. Loomie (New York: Fordham University Press, 1987), 64-65, 127-30, 219-20, 141.

7% Oliver Millar, “The Inventories and Valuations of the King’s Goods 1649-1651,” The
Volume of the Walpole Society 43 (1970-71): 307.

77 Millar, “The Inventories and Valuations of the King’s Goods 1649-1651,” 66; Abraham
Van der Doort and Oliver Millar, Abraham Van der Doort’s catalogue of the collections of
Charles I ([London]: Printed for the Walpole Society by R. Maclehose [at] the University Press,
Glasgow, 1960), 159. The painting was recovered at the Restoration and hung in the king’s
dressing room; it appears in the inventory of Charles II’s pictures at Hampton Court in “An
Inventory of all his Maties Pictures in Hampton-Court,” 38, c. 1666-67. See Cat. No. 197 in
Oliver Millar, The Tudor, Stuart and early Georgian pictures in the collection of Her Majesty the
Queen, 2 vols. (London: Phaidon Press, [1963]), 1:111, 2:plate 89. Also see George Vertue,
“Vertue Note Books IV,” The Volume of the Walpole Society 24 (1935-1936): 124, 176; George
Vertue, “Vertue Note Books V,” The Volume of the Walpole Society 26 (1937-1938): 22.
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in Antwerp and combines van Stalbemt’s panoramic landscape with figures by van Belcamp.” In
the center foreground, Charles I, Henrietta Maria, and one of their children are amid the royal
entourage in a scene that documents Stuart continuity: Henry VIII and both his daughters,
Elizabeth I and Mary I, were born at Greenwich; Edward VI died there; and the palace was the
favorite residence of Charles’s mother, Anne of Denmark.” The royal couple stand within the
boundaries of the park’s ten-foot-tall brick wall, constructed between 1619 and 1624 to secure

privacy and to enclose the original deer park, the greater part of an additional ten acres, and the

8 According to Horace Warpole, Jan van Belcamp worked for Charles I as a copyist
under the direction of Abraham Van der Dort, the king’s keeper of pictures. Horace Walpole,
Anecdotes of painting in England; with some account of the principal artists, and incidental
notes on other arts, collected by the late Mr. George Vertue, and now digested and published
from his original MSS. By Mr.Horace Walpole, 4 vols. [Twickenham]: Printed by Thomas
Farmer at Strawberry-Hill, MDCCLXIL. [1762], 2:246. Originally from Antwerp, Adriaen van
Stalbemt came to England and for a short stay in 1633-34, then returned to the southern
Lowlands. He collaborated with Jan Bruegal as well as other painters and was influenced by that
family’s landscape style. See Keith Andrews, “Adriaen van Stalbemt as Figure Painter,” The
Burlington Magazine (1973): 301-307 and Ursula Hérting, “Adriaen van Stalbemt als
Figuremaler,” Oud Holland 95 (1981): 3-15. In Antwerp’s collaborative painting process, the
patron benefits from the specialty of each contributing artist. The process advertises each
painter’s particular talents as well as the inventive atmosphere of the city itself. See Hans
Vlieghe, “The Execution of Flemish Paintings between 1550 and 1700: A Survey of the Main
Stages,” in Concept, Design and Execution in Flemish Painting (1550-1700), ed. Hans Vlieghe,
Arnout Balis, and Carle Van de Velde (Turnhout: Brepoles, 2000), 199-204. Also see Sutton’s
introduction in Peter C. Sutton, “Introduction: Painting in the Age of Rubens,” in The Age of
Rubens, ed. Peter C. Sutton, exh. cat. (Boston and Ghent: Museum of Fines Arts, Boston and
Ludion Press, Ghent, 1994), 35-37. Of its many examples of collaborative painting practices,
Sutton’s catalogue includes several with respect to landscape painting. See Sutton, ed., The Age
of Rubens, 472-77. A collaborative landscape painting with pastoral imagery, for example,
combines the work of five painters: Frans Francken II (1581-1642), Ambrosius Francken II (c.
1581-1632), Hans Jordaens III (c. 1595-1643), Abraham Govaerts (1589-1626), and Alexander
Kierinex (1600-1652). Frans Francken painted the still life, Frans and Ambrosius Francken
painted the figures, Jordaens painted the animals, Govaerts and his student Kierincx painted the
forest and the surrounding landscape. Arcadia — The Golden Age (72.7 x 104.4 cm.), Old Master
Paintings, April, 13, 2011. Palais Dorotheum, Vienna, Austria.

7 John Bold, Greenwich: An Architectural History of the Royal Hospital for Seamen and
the Queen’s House (New Haven and London: Yale University Press, 2000), 40-41.
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commons bordering the river.* Down the hill and directly in back of Charles’s attendants is the
unfinished Queen’s House, begun by Inigo Jones for James I as an adjunct to the royal palace and
a villa for Anne of Denmark.* Work was suspended upon the death of Queen Anne in 1619, and
Greenwich was subsequently granted to Prince Charles. Although now dated, the palace’s
ceremonial function continued, and it was used for diplomatic and state purposes after Charles’s
accession in 1625.2 In 1629 the Queen’s House was given to Henrietta Maria as a portion of her
marriage jointure, but six years passed before the exterior was finally completed.®

View of Greenwich probably celebrates both Charles I'’s reign (1625-1649) and the long

% Angus Duncan Webster, Greenwich Park: its history and associations (Greenwich:
Henry Richardson Bold, 1902), 3; H. J. Fear, “Westcombe,” Transactions of the Greenwich and
Lewisham Antiquarian Society 7 (1964): 8-13.

¥ See XCII, from Chamberlain to Carleton, June 21, 1617. United Kingdom, Public
Record Office, and Mary Ann Everett Green, Calendar of state papers: domestic series of the
reign of James I, 1611-1618 preserved in the State Paper Department of Her Majesty’s Public
Record Office (London: Longman, Brown, Green, Longmans & Roberts, 1858), 473. Jones was
Surveyer of the King’s Works from 1625 to 1643. For the building accounts of the Queen’s
House see “Appendix IV, extracts from the building accounts of the seventeenth century,” in
George H. Chettle, The Queen’s House, Greenwich, Being the Fourteenth Monograph of the
London Survey Committee (Greenwich: Trustees of the National Maritime Museum, 1937), 97-
106. For Jones’s design of the Queen’s House, see Gordon Higgott, “Inigo Jones’s Designs for
the Queen’s House in 1616,” in The Renaissance Villa in Britain 1500-1700, ed. Malcolm Airs
and Geoffrey Tyack (Reading: Spire Books, 2007), 140-66; Gordon Higgott, “The Design and
Setting of Inigo Jones’s Queen’s House, 1616-40,” The Court Historian 11 (2006): 135-48.

82 See the protocol for welcoming new ambassadors. Finet, Ceremonies of Charles I: the
note books of John Finet, 1628-1641, 27-28.

%3 See the description by the Venetian Ambassador, Anzolo Correr, written to the Doge
and Senate on May 18, 1635. Letter no. 478 in Scottish Record Office, and Allen B. Hinds,
Calendar of State papers and manuscripts, relating to English affairs, existing in the archives
and collections of Venice, and in other libraries of Northern Italy, 1632-1636 (London: His
Majesty’s Stationery Office, 1921), 23:386-87. Also see Chettle, The Queen’s House,
Greenwich, Being the Fourteenth Monograph of the London Survey Committee, 28.
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history of England’s monarchy.* The sun shines on the royal couple in the foreground, highlights
the park and river bordering the palace, and in the distance picks out London’s rise along the
Thames: bands of light define the power of the crown through both its territory and monuments.
While the classical south front of the incomplete Queen’s House forms a new introduction to the
long Tudor palace beyond, in View of Greenwich the late-medieval complex is the more
significant monument. The old palace spans the middle ground and stabilizes the extended view;
the red brick repeats the tonality of the mid-distance hills, configuring a historical overlay of
familiar land and Tudor architecture. As a portrait of the king — including his family, courtiers,
palace, and territory — it documents the public and theatrical use of the landscape as a stage for
all aspects of rule.* The same hierarchies that distinguish ritual here organize the prospect and
introduce the landscape. Based on a series of natural correspondences, they create a pattern that
projects divine right and shows ever-widening tiers of influence, moving from Charles I to the
palace to the broad perspective. This informal image of kingship thus demonstrates that through
his person and position, it is Charles who illuminates the land. As the Venetian envoy Anzolo

Correr described the reign of Charles I, the king attempted to do through “royal authority what

% In March of 1629 Charles I dissolved parliament and ruled according to his royal
prerogative. Parliament was not recalled until April of 1640 when Charles required a grant of
taxation to wage the war against Scotland. See Kevin Sharpe’s study of the eleven years without
parliament. Kevin Sharpe, The Personal Rule of Charles I (New Haven and London: Yale
University Press, 1992). In 1632, about the date of View of Greenwich by Adriaen van Stalbemt
and Jan van Belcamp, Anthony Van Dyck was commissioned to paint an enthroned portrait of
Charles I and his family. London, St James Place, Charles I with Henrietta Maria and Prince
Charles and Princes Mary, 1632, Royal Collection.

% In Abraham Van der Doort’s catalogue of the king’s collections, ¢. 1639, the painting is
listed in MS. Ash. 1514, F. 180: “don bij stalbant  itm a pitur auff a lantship Wrin grinwij
pijntit and de king and qin and som nobelmen besijd dat.” Van der Doort and Millar, Abraham
Van der Doort’s catalogue of the collections of Charles I, 195.
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former kings did by the authority of the realm.”* In View of Greenwich, the prosperity of the
nation and all sustaining artefacts of civilization depend solely on the power of the king.

Other palaces along the Thames were, like Greenwich, the subject of painted views
throughout the seventeenth century, and they, correspondingly, connected the accomplishments
of the country’s historical monarchy, as well as its art and commerce, with the Stuart dynasty.
Two large landscapes from c. 1620, probably by the same anonymous Flemish artist, portray
Richmond Palace (fig. 1.4) and Nonsuch Palace (fig. 1.5), both in Surrey and both popular royal
retreats, serving as respites from the noise and dirt of the city and as centers for entertainment.*’
The painter frames Richmond Palace with a tree at the left, and on the right, a wide view of the
Thames, establishing a diagonal pathway from the vantage point above the bank to the distant
palace downstream. Nonsuch Palace reverses this composition: a large tree stands at the right,
while an allée to the left leads diagonally toward the palace in the middle ground. Similar in size,
the paintings were most likely commissioned as a pair and meant to be hung side by side to
provide an expansive panorama of the Thames River valley. In Richmond Palace, the busy
waterway and foot traffic form the principal subject matter: mummers and dancers entertain

strolling couples, workers tend to daily chores, and river boats ferry passengers and transport

% Scottish Record Office, Hinds, Calendar of State papers and manuscripts, relating to
English affairs, existing in the archives and collections of Venice, and in other libraries of
Northern Italy, 1636-1639, 24:295-308.

%7 Both large paintings are now in Cambridge, Fitzwilliam Museum. During the reign of
Henry VII, a description of Richmond at the time of the marriage of Prince Arthur, Henry’s
eldest son, to Catharine of Aragon is recorded in late 1501. Gordon Kipling, ed., The Receyt of
the Ladie Kateryne (Oxford; New York: Published for the Early English Text Society by the
Oxford University Press, 1990), 71-73. For Nonsuch’s building site, see the commissioners’
description (PRO E351/414). John Dent, The Quest for Nonsuch (London: Hutchinson, [1962]),
281-83.
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freight. As with other crown residences, by the first decades of the seventeenth century the palace
was a significant historical site. Here it forms a distant backdrop for the scene’s narrative and a
context for the representation of a prosperous economy and leisured lifestyle. Although a seat of
the monarchy, the palace is at a remove from the busy river scene and somewhat diffused within
the broad pattern of historical references.

Rebuilt in two stages after a fire in 1497 destroyed much of the old structure, Richmond
was reoccupied by Henry VII (1457-1509) in 1502 and was one of the last Tudor residences to
follow a medieval plan.® By the 1530s, however, the palace had fallen out of style and favor, too
dated to function well for either public ceremonial rites or private life and entertainment.” To
enjoy the pleasures of that section of Surrey, Henry VIII built the smaller and more intimate
Nonsuch on land that was included in the newly established honor of Hampton Court.” Designed

as an innovative country house and personal hunting lodge, the compact palace was constructed

8 Colvin, The history of the King’s works, 3:195; 4:180. For an account of the fire, see
The Great chronicle of London (London, Guildhall library, Ms. 8313), attributed to Robert
Fabyan, d. 1513. A. H. Thomas and 1. D. Thornley, eds., The Great chronicle of London
(London: Printed by G. W. Jones at the sign of the Dolphin, 1938), 286. For a description of the
“cappitall Messuage Pallace or Court house,” see the survey of the manor of Richmond
undertaken by order of parliament in December, 1649, for the sale of the king’s lands and
manors. The three rooms comprising the donjon and used as living quarters by Henry were in the
middle story. Surrey Archaeological Society, Surrey archaeological collections, relating to the
history and antiquities of the county, vol 5 (London: Published for the Surrey Archaeological
Society by Lovell Reeve & Co., 1871), 78.

% As portrayed in Richmond Palace, the stacked lodgings, central donjon, and sets of
round and square towers face an inner courtyard with the chapel bordering the right and the great
hall the left. Surrey Archaeological Society, Surrey archaeological collections, relating to the
history and antiquities of the county, 77-79. Also see Thurley, The Royal Palaces of Tudor
England, 27-32.

% For the honor of Hampton Court, established for Henty VIII by two acts of parliament
in 1539 and 1540, see Colvin, ed., The history of the King’s works, 4:180. Included in Dent’s
study of Nonsuch is a survey of the original manor. Dent, The Quest for Nonsuch, 28-35, 281-83.
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around two inner courts and was only large enough to accommodate the king’s riding household,
generally composed of his privy councillors and favored courtiers. But to create an impressive
building site with an unimpeded view, Henry demolished the village, church, and manor house of
Cuddington and enclosed the surrounding park of over 2,000 acres, stocking it with 1,000 deer.”
Portraying the country retreat from the northwest, Nonsuch Palace alludes to the lodge’s original
purpose and features the traditional pastimes of the aristocracy: a stag hunt crosses the
foreground, and just outside the palace entrance bowlers play on the green.” Both pastimes were
regularly illustrated in late-medieval books of hours and both were recreations enjoyed by the
Tudor court and mentioned in royal accounts throughout the sixteenth century.” Even the gilt
viewing platform at the far left is reminiscent of the stand erected by Henry VIII to follow the
progress of the hunt.

The many landscape paintings of royal palaces along the Thames celebrate images
specific to place as well as the broader components of heritage. In a number of such paintings,
large panoramas record miles of rolling hills and distant mountains; in others, commonplace
vignettes of daily life spill over the grounds just outside the palace walls. Aristocrats at leisure

and villagers at work go about customary concerns under bright skies; rural lanes and busy

! An account of Nonsuch from April of 1650 describes the seventeenth-century
appearance of the palace and park from the sale of the king’s properties. Surrey Archaeological

Society, Surrey archaeological collections, relating to the history and antiquities of the county,
142-55.

%2 See Surrey Archaeological Society, Surrey archaeological collections, relating to the
history and antiquities of the county, 145.

% For example, a calendar illustration for November from the British Library, Add MS
24098, f. 28v, shows a successful stag hunt in the full page miniature and in the margin below, a
scene with a game of bocce ball. Also see Thurley’s discussion of bowling and stag hunting
during the Tudor period. Thurley, The Royal Palaces of Tudor England, 188-90, 191-92.
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waterways — sure webs of commerce — divide familiar views of the English landscape,
connecting the countryside with urban centers and far regions alike. Here small, transitory, and
mundane incidentals are combined with the greatest and most permanent monuments of the
English crown, creating an image that memorializes political stability anchored by the presence
of royal power. The slight figures who carry out routine chores and enjoy country pastimes near
the parks of royal palaces, thus, tie social relationships to a secure political landscape. For the
audience, the eye’s slow movement across wide and often far-sweeping views similarly erases
the constraints of material life with images of suburban well-being and rural abundance. When
English palace views recorded new crown buildings projects, they also graphically distinguished
the strength of a new reign sanctioned by the traditional power of the realm.

Reading Landscapes
The relationship between political history and social value indicated in the topographical

paintings of palaces and castles was addressed by a number of early seventeenth-century authors,
in part to promote their own chronicles, but also to cite a practice of cultural interpretation.
Writers describing geography often introduced their accounts by noting that their own methods
improved knowledge itself. Peter Heylyn (1600-1662), a fellow of Oxford’s Magdalen College
and later chaplain to Archbishop William Laud, as well as to Charles I and Charles I, explains
the correspondence between the location and the course of events. In his 1621 Microcosmus, or A
little description of the great world, he writes,

As Geography without History, hath life and motion, but randome,

& unstable; so History without Geography, like a dead carkasse

hathe neither life nor motion at all, and as the exact notice of the
place addeth a satisfactory delight to the action, beautifulieth the
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notice of the place.”
Heylyn argues that history determines context and identity, while geography defines the spatial
and temporal dimensions of human affairs; together they “crowne our hapiness,” but apart,
“menace a shipwrack of our content.”” His “content” includes the substance and significance of
information as well as the pleasure of understanding — a view of knowledge that combines
intellectual perception with personal experience. Without a full setting, Heylyn writes, historical
events scatter like so many isolated facts and broken links, making a shambles of meaning and a
piecemeal account of the past. This interconnection between geography and history introduces
the treatise’s section on historical knowledge — “The Generall Pracognita of History” — and
begins his analysis of historical writing with a theoretical and critical understanding. In
Microcosmus, interpretation — Heylyn’s view that history is for the good of the present — is based
on relations between events or actions and the context of place. His intention, accordingly, is to
replace a loose chronological listing of incidents with an integrated story of events understood
with respect to a location’s singular social and political dimensions. All narrative details of the

world’s different cultures and regions, consequently, are imagined in comparison to England’s

* Heylyn’s discussion is part of his definition of history and review of the types of
writing that record history. See Peter Heylyn, Microcosmus, or A little description of the great
world: A treatise historicall, geographicall, politicall, theologicall (Oxford: Printed by lohn
Lichfield and Iames Short printers to the famous Vniversitie, 1621), 16.

% Heylyn, Microcosmus, or A little description of the great world: A treatise historicall,
geographicall, politicall, theologicall, 16. Microcosmus was reissued in 1625, 1627, 1629, 1631,
1633, and 1636. In 1652 the volume was amended and greatly expanded as Cosmographie. It was
reissued in 1657, 1665, twice in 1666, 1669, 1670, twice in 1674, 1677, and 1692. See Peter
Heylyn, Cosmographie in four books: containing the chorographie and historie of the whole
world, and all the principal kingdoms, provinces, seas, and isles thereof (London: Printed for
Henry Seile . . ., 1652). The new edition more than doubled the original 418-page octavo to over
1,100 pages.
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accustomed contexts and values.

Heylyn wrote his geographical history while at Oxford, probably in conjunction with his
lectures on historical subjects in the liberal arts curriculum at Magdalen College. Begun in 1618,
the lectures structure the larger account of history and the great mass of historical information
according to geographical regions.” Heylyn taught descriptive rather than mathematical
geography, and he composed Microcosmus as a historian, relying on both ancient and modern
sources as approved textual authority. British compendiums formed the foundation of the
sections on new world history, and well-known European writers were used for continental
history. British sources, however, constituted the majority of his citations, particularly

formulating descriptions of the New World in the familiar language of the old.”” England’s

% Geography was part of knowledge in universal learning and was not taught as a
separate discipline until the 1880s. See Charles W. T. Withers and Robert J. Mayhew,
“Rethinking ‘Disciplinary’ History: Geography in British Universities, ¢.1580-1887,”
Transactions of the Institute of British Geographers 17 (2002): 15-16; E. G. R. Taylor, Late
Tudor and Early Stuart Geography, 1583-1650 (London: Methuen, 1934), 138-39. Also see
Cormack’s study for the development of geography in English universities from 1580 to 1620.
Lesley B. Cormack, Charting an Empire: Geography at the English Universities, 1580-1620
(Chicago: University of Chicago Press, 1997), 17-47.

7 Mayhew counts some 1,650 citations. British sources were used for 50 percent of
citations on the African section and 88 percent on the Americas. Seventy-five percent of the latter
citations were taken from George Abbot’s 4 briefe description of the whole worlde, first
published in 1599, and Samuel Purchas’s Purchas his Pilgrimage, first published in 1613. See
Robert Mayhew, “British Geography’s Republic of Letters: Mapping an Imagined Community,
1600-1800,” Journal of the History of Ideas 65 (2004): 256-60. Also see George Abbot, 4 briefe
description of the whole worlde: Wherein is particularly described, all the monarchies, empires,
and kingdomes of the same: with their seuerall titles and scituations thereunto adioyning
(London: Printed by T. Iudson, for Iohn Browne, and are to be sould at the signe of the Bible in
Fleete-streete, 1599); Samuel Purchas, Purchas his pilgrimage. Or Relations of the vvorld and
the religions obserued in all ages and places discouered, from the Creation vnto this present: In
foure partes. This first containeth a theologicall and geographicall historie of Asia, Africa, and
America, with the ilands adiacent. Declaring the ancient religions before the Floud . . . With
briefe descriptions of the countries, nations, states, discoueries, priuate and publike customes,
and the most remarkable rarities of nature, or humane industrie, in the same (London: Printed
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peoples are differentiated from other Europeans and New World inhabitants alike, enlisting an
English frame of reference and a familiar binary system to validate elite ideals of Englishness as
primary authorities. Heylyn’s introductory metaphor comparing history without geography to a
“dead carkasse,” for example, places geographical meaning within a common analogy describing
accepted English social order.” The teleological link connecting the body of god with the king
and the body politic confirmed that nature itself was evidence of divine agency. Just as history
ordered geography, so geography equipped history with its natural body and foundation in the
cycle of social and religious life.

Unlike Heylyn’s scholarly history, John Smith (1580-1631) published his The generall

historie of Virginia, New-England, and the Summer Isles in 1624 as the eyewitness account of an

by William Stansby for Henrie Fetherstone, and are to be sold at his shoppe in Pauls Church-yard
at the signe of the Rose, 1613).

% Heylyn’s metaphor may have been inspired by the poem prefacing Purchas’s contents

page of his nine books:

The Body of this Booke is HISTORIE,

Clad in quaint garments of GEOGRAPHIE,

Adorn’d with lewells of CHRONOLOGIE,

Fetch’t from the Treasur’s of ANTIQVITIE,

The better part thereof, THEOLOGIE,

Soule of the World, Religious PIETIE

Adds life to all and gives ETERNITIE.
Purchas, Purchas His Pilgrimage, 6v. However, the pairing of history and geography, again with
reference to the body, as an advertisement for maps and descriptions of the physical dimensions
of the world is also found in Thomas Blundeville’s 1589 treatise on cartography. In the note to
the reader he explains, “Wherefore, somewhat to instruct those that haue not studied Geography
(without the knowledge thereof me thinkes that the necessarie reading of Histories is halfe lame,
and is neither so pleasant, nor so profitable as otherwise it would be) I thought good to write this
little Treatise.” See Thomas Blundeville, A briefe description of vniuersal mappes and cardes,
and of their vse: and also the vse of Ptholemey his tables. Necessarie for those that delight in
reading of histories: and also for traueilers by land or sea (London: Printed by Roger Ward, for
Thomas Cadman, 1589), A2v.
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experienced and reliable observer.” Smith’s description of history and geography was probably
closely borrowed from Heylyn, but changed to express an economic equation rather than a social
or religious order:'”

Before we present you the matters of fact, it is fit to offer to your

view the Stage whereon they were acted: for as Geography without

History seemeth a carckasse without motion; so History without

Geography, wandreth like a vagrant without a certaine habitation.'"

Smith reverses Heylyn’s order of history and geography, characterizing geography without

% Involved in the settlement of Jamestown, Smith wrote one of the early descriptions of
the colonies. Although described as a first-hand account, in several sections of his treatise he
relied heavily on other manuscripts, a writing practice consistent with that of contemporary
chroniclers. See John Smith, The generall historie of Virginia, New-England, and the Summer
Isles; with the names of the adventurers, planters, and governours from their first beginning an:
1584. to this present 1624. With the proceedings of those severall colonies and the accidents that
befell them in all their journeys and discoveries. Also the maps and descriptions of all those
countryes, their commodities, people, government, customes, and religion yet knowne. Divided
into sixe bookes (London: Printed by I. D. and 1. H. for Michael Sparkes, 1624).

1% The social analogy between man and nature was also reworked as an economic
metaphor in other contexts. At about this time William Laud, for example, preached a sermon
before the opening of parliament where he argued in favor of monies for the king and royal
prerogative rule. Laud expressed the king’s position in the natural hierarchy — as well as funds
necessary for his rule — as part of an economic analogy: “The King is the sun. He draws up some
vapours, some support, some supply from us. It is true; he must do so. For, if the sun draw up no
vapours, it can down no rain, and the ‘earth’ may be too hard, as well as too soft and too
‘melting.” Now this rain which descends, and is first caused by the sun, is prepared in the clouds
before it falleth on the earth. And all great men that are raised higher than the rest, especially
judges and magistrates of all sorts, they are the clouds. They receive the more immediate
influence from the King; and if they be God’s clouds, and retain what He gave them, they ‘drop
fatness’ upon the people. But if they be ‘clouds without water,” they transmit no influence.” See
“Sermon IV. Preached before his majesty, on Sunday, the 10" of June, 1625, at Whitehall.
Appointed to be preached at the opening of the parliament.” William Laud, William Scott, and
James Bliss, The works of the Most Reverend Father in God, William Laud, D.D., sometime Lord
Archbishop of Canterbury, Sermons (Oxford: J.H. Parker, 1847), 1:101.

'%" The relationship between history and geography introduces Smith’s fifth book, “The
Generall History of the Bermvdas, Now called the Summer Isles, from their beginning in the
yeere of our Lord 1593 to this present 1624. with their proceedings, accidents and present estate.”
See Smith, The generall historie of Virginia, New-England, and the Summer Isles, 40.



56

history as the “carckasse” and describing the effects of history without geography as a material
threat to customary material well-being. Where Heylyn envisioned an unstable but general result,
Smith introduces a specific social risk: together history and geography imply civic and economic
success; apart, geography is without life and history without home. The medieval idea of the
fraudulent beggar (the undeserving poor) further undermines the legitimacy of any narrative
unsupported by a contextual record. Smith’s metaphor argues for an integrated chronicle by
associating his methodology with the sanctuary of a long-established location and the surety of a
firm social fabric; otherwise the bad consequences of loose or lawless ramblings prevent
authentic knowledge.

Explaining that direct observation supplies validity, and thus authority, to historical
accounts, Smith claims that his own history is a trustworthy and full record of events.'” His
description of the land verifies his chronicle of events that, in turn, supports the geographic
detail: each part serves as both a proof and a rationale for the other. Such reports, corroborated by
geographical knowledge, combined the authenticity of personal experience with customary forms
of knowledge and traditional means of deduction. They were repeated in literature throughout the
seventeenth century and contributed to the expression of English identity by restating social and

intellectual conventions in contemporary settings.'” The use of concrete description thematized

12 For the use of veracity established by the eyewitness in sixteenth-century travel

writings, see Mary B. Campbell, The witness and the other world: exotic European travel
writing, 400-1600 (Ithaca: Cornell University Press, 1988), 211-54.

19 With respect to the formation of national identity see the outline of Robert Sibbald’s
atlas project for Scotland.. He plans to discuss the formation of its peoples’ manners and
historical traditions, as well as the distinctiveness of the terrain. Sibbald (1641-1722), geographer
royal in Scotland beginning in 1682, used many contributors and pertinent unpublished material.
Sir Robert Sibbald, An account of the Scotish atlas, or, The description of Scotland ancient &
modern: by His Sacred Majestie’s special command to be published presently by Sir Robert
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ideas underlying English social belief; local detail served as evidence of specific truth, supporting
larger truths as well. The precise and particular thus borrowed the consequence of greater
knowledge and were reified by the virtue of English custom. For both Heylyn and Smith,
distinctions of place acted as a location’s stage and the apparatus of staging — a theater for
history’s necessary contextual framework and a perspective for its interpretation and meaning. In
the accounts of both writers, the geography and history of the known world were explicitly
relational to England and were organized as the progressive development of English measure and
order.

Writers relied on analogies expressing English customs to promote new knowledge
within the system of England’s rights and privileges, and painters too drew on similar
representations of geography and history to express political process, territorial extent, social
order, and economic prosperity. Images of crown parks and palaces along the Thames and their
proximate landscapes advertised the longevity of social and political institutions. Further, they
stood as products and practices of a common history within a specific context of time and place.
They blended action and setting, seamlessly linking royal properties to great